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Abstract 
This thesis documents my attempts (as a playwright, director and process drama 

worker) to understand 'tension of intimacy'. It focuses on the questions: What is 'tension 

of intimacy' in drama? How might it be created? Does the experience of 'tension of 

intimacy' offer the possibility of new knowledge emerging for the participants and 

spectators of drama? 

The methodology (articulated in Chapter Two) involves reflective practice. This chapter 

incorporates discussion of the nature of knowledge claims and the way they might be 

judged. The need for criteria of openness is asserted. The research plan and the 

reflective journey are outlined. Problems associated with the approach are discussed. 

In Chapter Three, the premises informing O'Toole's (1992) naming of different types of 

dramatic tension are discussed. Ryle's and Koestler's (1975) models of emotional 

response are briefly outlined. The difference between emotional response to life and art, 

and claims regarding the roles of conflict and expectation in the creation and experience 

of dramatic tension are considered. The suggestion that dramatic tension relates to 

questions of identity, power and control is questioned. The chapter concludes with a 

discussion of the potential links between the experience of emotional engagement in 

response to drama and the emergence of changed awareness or understanding. 

In Chapter Four, I discuss 'the nature of intimacy' drawing in particular on the theory 

developed by Malone and Malone (1987) who (unlike other theorists discussed) 

separate the notions of intimacy and closeness and consider the way it might be 

experienced as people encounter, not just humans, but other aspects of existence 

including art. The defining characteristics of intimacy are articulated as connection, 



animation and heightened awareness. The 'qualities of intimacy' are defined as free 

choice, personal integrity, acceptance, personal surrender, self-responsibility, 

attentiveness, risk-taking, presence, participation and systemic detachment and playfbl 

engagement. 

Chapter Five incorporates reflection on dramatic works and real-life situations. This is 

followed by Chapter Six where I document several unsuccessfbl attempts to create 

script driven by a 'tension of intimacy'. I conclude by questioning my earlier 

assumptions. 

In Chapter Seven, the labels applied by O'Toole (1 992) and Haseman & O'Toole (1986) 

to a range of different types of dramatic tension are reconsidered. Following this, I 

conclude that my earlier theoretical assumptions about the creation and naming of 

tensions: 

(a) are inadequate to account for the way people respond differently to the same 

dramatic moment 

(b) fail to recognise that tension is created through aspects other than narrative and 

determine that: 

(a) dramatic tension is not contained in the drama but in the spectators and participants 

as they experience it 

(c) every source of contrast is a potential cause of dramatic tension and these can 

emerge from within and external to the work 

I conclude that 'tension of intimacy' might be created if the defining characteristics and 

'qualities of intimacy' are present in a spectator's or participant's response to the 

experience of contrast. 

In Chapter Eight, my focus shifts to consider structural devices which offer the 

possibility of the 'qualities of intimacy' being experienced in response. Irony; figure- 

ground contrast; ritual; and devices intended to distance, alienate or prolong perception 

are discussed. 



In Chapter Nine my process of working as a writerldirector to group devise the play's 

action is documented. The resultant play, Umbilical Cords and Metronomes, is included 

as Chapter Ten. 

The exegesis contained in Chapter Eleven is informed by participant and spectator 

interviews as well as my own response to the process and product. In conclusion, I 

discuss the terms connection, animation and heightened awareness as they apply in the 

experience of drama. Significant aspects influencing 'tension of intimacy' including 

playhl response, trust, perceptions of integrity and individual 'reading' processes are 

discussed. The link between risk-taking, heightened awareness and the possible 

emergence of new knowledge is considered. 

Chapter Twelve begins with a summary of the study. Constraints and implications are 

then briefly discussed. The chapter (and thesis) concludes by returning to answer the 

questions originally posed. In conclusion I claim that 'tension of intimacy' names the 

experience of spectators or participants when the defining characteristics of intimacy 

(connection, animation and heightened awareness) characterise their response and is 

created when they experience: 

a feeling of invigoration or animation as they respond to a contrast or metaxis 

between the stage action and their real world existence (and) 

e reduced conscious focus on the stage action and heightened awareness of their 

response to the juxtaposition (and) 

* challenge, rather than affirmation, of earlier assumptions and beliefs. 

I conclude that trust, perceptions of integrity in the action (and in personal response to 

it) and playful engagement are prerequisites for this experience. 
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CHAPTER ONE 

INTRODUCTION 

This thesis records my quest to hrther my understanding of the nature of 'tension of 

intimacy'. It explores the questions: 

What is 'tension of intimacy' in drama? 

How might it be created? 

Does the experience of 'tension of intimacy' offer the possibility of new 

knowledge emerging for the participants and spectators of drama? 

My quest was initially inspired by my response to a number of dramatic events as 

well as being influenced by several key theoretical claims regarding drama and the 

nature of dramatic tension. The events included a performed play, a process drama 

and attendance at the 1994 International Women Playwrights' Conference. Key 

theorists influencing my early understanding of the nature and operation of dramatic 

tension included Haseman and O'Toole (1 986) and O'Toole (1992). 

The first influential dramatic event was Vita!- A Fanfay, a play written by Sara 

Hardy (1 99 1) and directed by Sue Rider at La Boite Theatre in Brisbane (1 993). The 

play explores and presents the friendship of Vita Sackville-West and Virginia 

Woolf. My response to this play both puzzled and intrigued me. The play was 

gentle, seemingly un-dramatic, and yet I was profoundly moved by the experience. I 

did not initially understand why. Tension, created through traditional notions of 

conflict, surprise, mystery or dilemma was mild if at all existent. 

How could the play evoke such a powerfbl emotional and intellectual response in 

me as spectator? I had the feeling as I witnessed this performance that a fine piece of 

elastic, drawn and held at optimum stretch, bound the two characters to each other. 

This was symbolised in the set itself which contained a number of rocks, 
1 



representative of flowers, suspended by single strands of elastic. As the play's action 
I 

progressed these rocks were gradually and individually cut away. My feeling was 

one of involvement but slight distance. It had that same sense that one can see 

through and into something (as though through a screen or a window); that one 

might reach out, wanting to touch and yet not quite able to. Ail the time there was a 

feeling that this imaginary piece of taut elastic which held the characters in relation 

to each other might snap or go slack. I wanted the dynamic, that piece of imaginary 

elastic, to stay exactly as it was. As each of the symbols was cut away, the threat of 

change seemed greater. I knew that if anything happened to alter the relationship of 

the two women, the dynamic would shift and the tension would be lost. Only the 

garden, symbolic of their relationship, could change. The tension appeared to be 

produced through a contrast of the desire to maintain the relationship and the threat 

of change symbolised in the stage action. 

The second event which inspired my early contemplation of 'tension of intimacy' 

was a process drama, The First Fleet', which I had worked with my students at 

Grifith University. In this drama the students select a convict from a data base 

listing the First Fleet convicts and their crimes and punishments. The drama begins 

in the cells in Britain eventually moving to the ships on which they were 

transported. The students are asked to imagine and select a significant moment 

which occurred in the cells on the voyage to Australia. These events then become 

the focus of the drama. As well as creating their own fragment of life in a shipboard 

cell, the students become the spectators of each other's work. In role as a guard on 

board the ship, I subtly feed information to the participants which appears to 

influence their selection of moments to explore. Often the choice made revolves 

around the extreme situations of birth and death. 

After working this drama with a group prior to beginning my study, the students 

asked if they could re-work the drama. Their comments indicated that they felt they 

knew and understood the convicts. They expressed concern that they had not done 

' For an outline of the First Fleet Drama, see Appendix One. 



them justice and wanted to explore different aspects of their lives. Instead of 

creating powerfblly violent scenes, the students created situations which variously 

resonated with love, celebration, compassion and, sometimes, hopelessness. Student 

comments indicated that many were extremely moved by the experience. Some still 

discussed its impact four years later. I can still clearly picture their scenes. In the 

reworked scenes, form was used quite differently, often reflecting ritual and a sense 

of nurture. For me, these texts were driven, not by conflict or dilemma but perhaps 

by a 'tension of intimacy'. I started to see a link between my response to Sara 

Hardy's play and my response to this work. I wanted to hrther understand my 

experience and this tension. 

The third early influence on my desire to understand the nature of 'tension of 

intimacy' was attendance at the Third International Women Playwrights' Conference 

held in Adelaide, Australia (July, 1994). There too, I experienced texts that 

resonated differently for me &om most performances I was seeing in contemporary 

mainstream Australian theatres at the time. I saw many performances that sought 

alternative forms of expressing and exploring the lives, in particular, of women. I 

listened to many female playwrights discuss their feelings of alienation as spectators 

of the perceived norm in drama, and their desire to create text that responded to the 

lives and feelings of women. Whereas many other feminist writers at the time I 

began the study focussed on the subject matter of performance in the quest for a 

feminist aesthetic, I was intrigued by the way the text was experienced as an 

aesthetic encounter with particular qualities. My quest to create and, through that 

process, to understand intimacy as a dramatic tension, was triggered. 

I turned to the source of the term 'tension of intimacy' - Haseman and O'Toole 

(1986) and O'Toole's later but more comprehensive book, The Process of Drama 

(1992) in an attempt to develop my understanding. I found little written about it but 

similar to the claim made in Haseman and O'Toole (1986:23) my experience in 

response to both texts involved a strong sense that someone had confided in me; that 

I was bound to the work by a confidence. I wondered though, was it as O'Toole 

(1992:29) claimed, largely "an unplanned product of the strength and cohesiveness 
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of the dramatic action"? Could I plan for this tension to be created? As a playwright, 

director and drama educator, I had a strong desire to understand the nature of 

'tension of intimacy'. 

The project began therefore in response to a "gut" feeling I had experienced in my 

classroom and in the theatre and grew as I read more widely. I wanted to know 

more. I wanted to understand the nature of 'tension of intimacy'. I wanted to 

understand my own felt response and how this linked to the work and to the 

dramatic theory significantly influencing my practice. As a classroom practitioner 

that theory was often derived from the work of drama educators. As a playwright 

and scholar I was also influenced by sociological, literary and performance theory. I 

wanted to understand how the nature of a particular work (or elements of it) might 

contribute to such a response in me. I wanted to look at this as both a witness of the 

action of others as well as a person contributing to the creation of the work. I hoped 

to develop both practical and theoretical understanding. I set out on a journey of 

reflective practice. At various times on that journey I engaged as a playwright, 

scholar, spectator, process drama worker and later as writerldirector on a 

collaborative group play-building project. 

Definitions 

Before outlining the theoretical influences on my approach and the shape of the 

thesis, it is necessary to clarify some of the terms used throughout. This is 

particularly important because use of terminology is not consistent amongst writers 

with different philosophical backgrounds and workplace origins. The following 

terms have therefore been selected as requiring a specific definition within this 

thesis: drama, theatre, performance; process drama; percipient; participant; artist; 

performer; spectator; character; in-role; out-of-role; aesthetic response; idea; 

metaphor and 'tension of metaxis'. 



Drama, Theatre, Performance 

The terms drama, theatre and performance have different meanings in different 

contexts and the theoretical approach of writers influences their choice and 

understanding of the terminology used. 

Drama 

Is it drama or is it theatre? Are the terms interchangeable? Their use in the literature 

is certainly not consistent. Until recently2, many drama educators avoided the term 

theatre, instead preferring to call their work, 'drama'. (No doubt this relates to the 

etymology of the terms. 'Drama' comes fiom the Greek, 'to do'. 'Theatre', on the 

other hand is derived fiom a word related to the verb 'to see'.) Outside the drama 

education literature though, the term 'theatre' is usually applied to the performance 

event, with 'drama' referring to the written text or score (Fortier, 1997:4; Schechner 

1988: 7 1-72). In this thesis, similar to many drama educators, I use the term 'drama' 

to refer to the action (rather than the written score). This includes the action of 

process drama and of works created for an external audience. The written score is 

referred to as the script. 

Theatre 

Here, my use of the term 'theatre' excludes the action of process drama. I use the 

term to refer to drama witnessed by an external audience. Furthermore, I use the 

term to refer to a venue (eg La Boite Theatre). The context makes clear which of 

these meanings is intended. 

Performance 

Some writers draw a distinction between 'theatre' and the concept of 'performance', 

limiting the first term to works that follow a traditional textual structure. Fortier 

(1997: 12) describes a use of the term which is more encompassing. Similar to his 

See Bolton (2000) who argues that drama educators should embrace the term 'theatre'. 



description, my use of the term 'performance' incorporates both theatrical and para- 

theatrical events (happenings, demonstrations etc). 

'Performance' is used in several other ways in this thesis. For example, the term is 

used to discuss the performance (or conduct) of an individual within the dramatic 

action. It is also used, as Schechner (1988) did, to refer to the whole event - fiom 

the moment spectators first arrive at a venue till the last leaves. Contextual 

information clarifies my use of the word. 

Process Drama 

'Educational drama', 'drama in education', 'creative dramatics' and 'process drama' 

are terms used variously by drama educators to describe their practice. As Miller 

and Saxton (1 998: 169) noted though, these terms are not always interchangeable. 

Like O'Neill(1995) and O'Toole (1992), I prefer to use the term 'process drama' to 

describe my practice. While it shares the key elements of other theatre events (e.g. 

role, focus, tension etc), process drama lacks a predetermined script or separate 

audience. Rather, it is an improvised and group art form involving a process drama 

leader (ofken referred to as a teacherfartist) and a participatory group. The text is 

generated in action by the leader and participants who engage physically, 

intellectually and emotionally. Together they manage the essential dramatic 

elements to explore and collaboratively create dramatic meaning. The outcome is 

therefore unpredictable. Unlike theatre, there is no requirement to replicate the 

dramatic action for a season of performances. O'Neill(1995:xvi) notes: 

Like theatre, the primary purpose of process drama is to establish an 

imagined world, a dramatic 'elsewhere' created by the participants as 

they discover, articulate, and sustain fictional roles and situations. As 

it unfolds, the process will contain powefil elements of composition 

and contemplation, but improvised encounters will remain at the heart 

of the event as the source of its dramatic power. 

The action of process drama is stimulated by a pretext. The participants explore the 

pretext and the meaning within and beyond it using a number of dramatic 



conventions. Those conventions require the participants to adopt a range of 'arts- 

worker' positions at different times. While it is commonly accepted that process 

drama participants adopt role (and could therefore be said to be operating as actors) 

they may also be variously engaged as writers, directors or perhaps designers. As 

well, they sometimes operate as spectators of each other's action. Process drama 

structure tends to be episodic. Each frame is designed to offer participants the 

opportunity to engage in and explore the action fiom a particular perspective. 

Percipient 

I use the term 'percipient' in my discussion of aesthetic response, idea and metaphor 

(below) in a similar way to Collinson (1992) who uses it to refer to one who 

perceives an art work. This is a different understanding of the term than that 

sometimes used by writers in drama education (e.g. O'Toole: 1992). Within the latter 

field it is used to refer to the participants in process drama who both create and 

witness the work. Other than in the introductory discussion of 'idea' and 'metaphor', 

the term percipient is not used in this thesis. 

Participant 

In the context of this thesis, 'participant' is used as a general term to describe the 

person engaged as a member of a group in makinglcreating the process drama or 

playmaking experience. In both, participants may operate from a number of 

different 'artist' positions including (but not limited to) performer (actor, dancer, 

singer etc), writer, director, designer, playwright, stage manager and choreographer. 

In addition, at different times, they may be spectators of each other's action. When it 

is necessary to identify a participant's particular function within the playmaking or 

process drama experience, more specific terms (as explained here) are used. 

Artist 

See the discussion of participant above. As well, the process drama leader is 

considered to be an artist. 



Performer 

'Performer' is used as a general term to describe the function of a person 

intentionally presenting to others in a range of traditional and non-traditional 

performance contexts. For example, actors, musicians, gymnasts and opera singers 

are all considered performers. The participants of the playmaking process become 

performers when they intentionally offer their work for others to witness. 

Spectator 

A spectator witnesses the dramatic action. As well as being members of an external 

audience, process drama and playbuilding participants may become spectators as 

they observe the action created by others engaged in the process. 

Character 

The term 'character' is used to denote a fictional person created by the playwright, or 

participants of process drama or playbuilding. 

Certain structural devices used in process drama demand that the participants adopt 

a fictional role which may be generalised (e.g. a developer) or more specific (e.g. 

the Seal Wife). In both examples, the participant is said to be working 'in-role'. 

Within the dramatic action, participants working 'in-role', assume the attitudes, 

purposes and status of the fictional characters they portray. 

Other devices used in process drama may require the participants to work as 

performers without adopting a fictional role. An example of such engagement in the 

dramatic action occurs in the Seal W.e  (O'Neill, 1995b) drama when participants 

create the dream sequence. Here, the participants create and perform 'out-of-role'. 

When performers present to an external audience without adopting role (e.g. trapeze 

artists) they can also be said to be performing-'out-of-role'. 



Aesthetic response 

The value of engaging in a drama experience is that it affords the possibility of 

aesthetic response; a particular way of perceiving and knowing the world and our 

relationship to it. As Jackson (1999:56) claimed, "the arts offer alternative ways of 

seeing and understanding the world around us". Drawing on Dewey, he describes 

the impact of aesthetic response, suggesting that it allows us to perceive, be moved 

and make sense of something which in real life we might not understand in this way. 

Nicholson (1 999: 8 1) describes it as "a particular kind of knowing and feeling which 

allows us to be both fblly 'present' in the moment and also conscious of its past and 

fbture significance". 

Like Reid (1989:20) I would suggest that aesthetic response involves cognition and 

emotion, acting, not separately, but in a "thinkingly feeling" or "feelingly thinking" 

way. Emotion and cognition are fbsed into a whole in the process and can not be 

separated. Similarly, Dewey (1973:570) claimed that the perception of an art work 

was not hearing and seeing plus emotion but through emotion. As Collinson said 

(1992: 115) it arrests the whole being - the mind, the feelings, and the imagination. 

The ultimate possibility of an aesthetic response is that it offers people new ways of 

seeing and understanding the world in which they operate. Bentley (1965:53/54) 

describes the art experience as one of re-cognition rather than cognition asserting "it 

does not tell you anything you didn't know . . . it tells you something you know and 

makes you realize". Through the experience, we might see the world (and our 

relationship to it) differently or we might make sense of it differently. Dewey 

(1958:290) saw a relationship between knowledge and aesthetic experience claiming 

that knowledge is transformed in an aesthetic experience. 

The way we perceive the world is inseparable from our consciousness of it - our 

existence in it. We can't fix the notion of an aesthetic in terms of the work done or 

perception alone because it is dependent on the relationship between the work and 

the percipient and the context in which they both exist. Thus, in this thesis, aesthetic 



response must be understood in terms of a dyadic relationship. We need to 

understand the possible impact of the properties of the work as they interact with the 

consciousness/lived experience of those who perceivelexperience them. As Jackson 

(1999:57) suggests, artists and audience "meet on metaphoric ground". The artistry 

of the performers combines with individual response to create aesthetic experience. 

At its most profound, the qualities of such a response have been variously described 

as "arresting, intense and utterly engrossing" (Collinson, 1992: 115); "pleasure, 

absorption and heightened awareness" (Jackson, 1999: 57); "heightened vitality" 

(Dewey, 1973 : 540); "illuminating, moving and exciting" (Nicholson, 1999: 8 1). In 

this thesis I will ultimately suggest that there is a direct link between the defining 

characteristics of intimacy and those associated with aesthetic experience. 

Idea 

In this thesis, conclusions are drawn regarding the relationship between 'tension of 

intimacy' and connection with an idea. An idea has no material substance and is 

therefore difficult to clearly define. It is perhaps best described by the process which 

invokes it rather than by the qualities it contains. Understanding of the term idea, as 

used in this thesis, draws on insights offered by Koestler (1975) and Collinson 

(1992). Collinson's work incorporates analysis of both Kant's and Schopenhauer's 

theories. 

According to Collinson (1992: 141), Kant offers separate understanding of aesthetic 

Ideas and rational ideas. In his theory, rational ideas are composite notions such as 

peace, justice, brutality, jealousy etc. When an image (such as a dove) is attached to 

a rational idea (e.g. peace) the attributes of the image (e.g. whiteness, purity) attach 

to the rational idea and evoke it. Thus, the image of the dove evokes and has the 

potential to expand our intellectual concept of peace. Kant claimed that the concept 

of peace took on the appearance of reality by being represented aesthetically. In 

such a process, humans experience 'an Idea'. In Kant's theory, aesthetic Ideas emerge 

because the percipient feels they know something which is normally beyond the 

humanly knowable. He suggests there are events that humans can never know 

I0 



through direct experience e.g. heaven and hell. Following his theory, perhaps the 

image of the dove might evoke (and allow one to experience) the Idea of eternal 

love - something which is presumably unknowable through daily encounters. 

Schopenhauer also makes connection between the notion of idea and aesthetic 

contemplation (Collinson 1992: 126). For him, the 'idea of an art work' is not 

knowledge of the particular object of perception - but of the 'idea of its species'. 

Unlike Kant, he does not appear to claim that aesthetic ideas require connection 

with something normally beyond the humanly knowable. For example, we can 

connect with the 'idea of grief. To illustrate her understanding of Schopenhauer's 

notion of idea, Collinson (1992: 147) describes her experience of Picasso's painting 

Wbman Weeping claiming that it is not simply that she responds to the individual 

elements of form and content, but that in being combined in the manner they are, 

they evoke in her a sense of grief - and thus an 'idea of grief. 

Both theories of aesthetic contemplation involve the percipient of an art work 

experiencing a sense of connection to an idea - evoked by the work but not 

contained in it. The painting does not contain grief - but components which together 

form an image which we associate with grief. In Kantian terms, we have a rational 

idea of individual aspects of the painting. Together they produce a composite image. 

The painting as a whole resonates with the 'idea of grief and may expand our 

understanding of it. In this thesis I adopt the position that the idea is not contained in 

the artwork but in the response of percipients as (or after) they experience it. It 

requires the percipient to make some association between the art work and previous 

personal experience or understanding. The idea emerges in the association. Both 

Kant's and Schopenhauer's concepts of idea imply a juxtaposition of the matrices of 

perception in the mind of the percipient, similar to that suggested by Koestler 

(1975:45). He claims that when two (or more) matrices of perception are juxtaposed 

in the minds of percipients, they respond to the juxtaposition rather than the 

individual elements. In this process a new idea emerges. 



In Koestler's theory (1975:45), experience of the idea is not itself sufficient to claim 

aesthetic response has occurred. When the elements which form the bi-sociation 

fuse in perception, he suggests intellectual synthesis emerges. The Eureka moment 

exemplifies this. When they collide - as ofken occurs when jokes are told - laughter 

results. For him, aesthetic experience is evoked when the elements forming the bi- 

sociation meet in codrontation. Rather than claiming that one of those matrices 

must be a rational idea (as suggested in Kantts theory), Koestler suggests the bi- 

sociation can combine concepts (rational ideas), images or metaphors. I will 

ultimately suggest that through a process of bi-sociation we may experience an idea 

of specific aspects (e.g. an 'idea of a charactert) as well as an idea of the whole. My 

use of the term idea is not limited to the "humanly unknowable". 

Metaphor 

Ewe claim that the idea of the work emerges in the manner suggested above, then 

similarities can be seen between the way this occurs and the end result (rather than 

specific literary device) of metaphor. In Peter Brook's (1964) performance ofMarat 

Sade the buckets of red and blue paint gain symbolic meaning in the action. They 

are metaphors for the aristocracy and the proletariat. As I read the work, the act of 

pouring them together gains further symbolic meaning. In this thesis the term 

"metaphoric content" is used to refer to an action, character, place, time, event etc 

which, like the action ofMarat Sade described above, is read as representing 

something other than it literally is. Like the idea, the metaphoric content of the work 

is realised in the mind of percipients when they experience the action. 

Tension of metaxis 

In this thesis, 'tension of metaxis' is defined as the tension created when there is a 

disjunction between the way participants or spectators respond to the drama and the 

way they would normally respond to a similar "real life" event - but only if they are 

moved/affected by the discrepancy itself. Thus here, in Koestler's (1975:45) terms, 

we have a confrontation of the matrices of perception - and thus aesthetic 

experience. 



Theoretical Influences 

In my quest to develop a theoretical understanding of the nature of intimacy, I was 

significantly influenced by the work of Patick and Thomas Malone (1987). 

Following their theory, I identified the key characteristics and 'qualities of 

intimacyf3. As mentioned above, my understanding and approach were also 

influenced by O'Toole (1992) and his earlier work with Haseman (Haseman & 

O'Toole: 1986). In the early stages of the work I was also influenced by Marilyn 

French's (1 98 1) book, Shakespeare's Division of Experience. The theories of Malone 

and Malone are discussed in some depth in Chapter Four. In the following section, I 

briefly acknowledge French's initial influence before discussing that of Haseman 

and O'Toole. 

My initial attempts to create script driven by a 'tension of intimacy' were influenced 

(and limited) by prior awareness of Marilyn French's (1 98 1) book, Shakespeare's 

Division of Experience. The premise of French's work is that gender forms a basic 

distinction in human social order. Her theory leads her to describe two poles of 

experience - the masculine and the feminine principles. These constructs are not 

designed to label women's and men's experience per se, but to label the extreme 

attributes of humanity which have been accorded maleness or femaleness through 

cultural practice. She defines the extreme masculine quality as the ability to kill; the 

extreme feminine as the ability to give birth. Clustered about these poles are the 

human qualities which support these extreme aspects of experience (French, 

1981 :21). French situates the values and behaviours valued by both extremes on a 

continuum between the two poles. In the early stages of the project, these ideas 

intuitively (and sometimes unintentionally) influenced attempts to create characters, 

relationships and situations. 

There were several reasons for my decision to focus more specifically on the ideas 

of Haseman and O'Toole. Firstly, the notion of labelling the different forms of 

3 Serr! Chapter Four for further explanation ~f their theory and this terminology. 



tension (and particularly the concept of 'tension of intimacy') emerges directly fiom 

their work. Outside the area of educational drama (see Haseman & O'Toole, 1986; 

Lawrence, 1 982; Lawrence et a1 1 982; O'Toole, 1 992) few writers appear to have 

labelled different types of dramatic tension. As well, O'Toole approaches dramatic 

analysis fiom the perspective of a practitioner and similar to my own interest in both 

process drama and theatre applies his concepts to both. His texts have practical and 

theoretical significance throughout Australia, Europe and America and continue to 

inform the content of school and university curriculum internationally. Further, 

O'Toole approaches his analysis fiom a perspective of drama as action rather than 

static text. 

Having accepted the theories of Haseman and OfTooIe (1986) and O'Toole (1992), I 

concentrated initially on an understanding of 'tension of intimacy' as the label 

applied to the apparent experience of the character in the fictional context of the 

action. The notion of applying the label 'tension of intimacy' in this way arises 

directly fiom the work of O'Toole. He claims that dramatic tension is situated within 

the fictional context of the drama. He defines the fictional context as: 

comprising situations embodying characters who interact with each other, and 

their physical, social and cultural environment as presented in the fiction 

(O'Toole, 1992: 14). 

He develops this hrther by identifying the source of tension as "the gap between the 

characters and the@@lment of their purposes" (O'Toole, 1992:27). 

According to O'Toole, 'tension of intimacy' emerges in the narrative situations when 

characters (with particular qualities or propensities) engage in specific actions to 

accomplish purposes, and meet resistance. The presumption of such a theoretical 

claim is that spectators and participants identify directly with the characters and 

vicariously experience similar responses. 

At the commencement of the project I positioned myself as a playwright. Having 

accepted the theory of Haseman and O'Toole (as outlined above) I focused on the 



nature of characters, relationships and situations in an attempt to create script driven 

by 'tension of intimacy'. None of my initial attempts to create were successfkl. 

Reflection on these attempts to create satisfactory script and on my experience of 

other dramatic works indicated that my initial assumptions regarding the operation 

of tension (as outlined above) were problematic. Reflection and analysis indicated 

that the emotional experience of spectators and participants was not identical to the 

emotional experience of the characters they observed or portrayed. This realisation 

demanded a new approach. 

I began to focus on 'tension of intimacy' as it might name human (rather than 

character) experience of the drama. Here, the focus of my attention moved beyond 

the nature of the characters and the narrative situations in which they engaged. I 

concentrated instead on structural devices which the playwright or process drama 

worker might apply to encourage participants or spectators to experience the 

'qualities of intimacy' in their response. To this end I continued to work as a 

playwright before ultimately engaging as a writerldirector in a collaborative group 

playbuilding project. 

Outline of the Thesis 

The thesis contains twelve chapters. Here, I briefly outline the contents of the 

following eleven chapters. 

Chapter Two 

Chapter Two contains discussion of methodology. The approach is that of a 

reflective practitioner. This chapter incorporates discussion of the nature of 

knowledge claims and the way they might be judged. The need for criteria of 

openness is asserted. The research plan and the reflective journey are outlined 

Problems associated with the approach are discussed. 



Chapter Three 

Chapter Three, Dramatic Tension and Emotional Response, begins with a discussion 

of the premises informing O'Toole's (1992) naming of different types of dramatic 

tension. A brief overview of Ryle's model of emotional response is provided. These 

concepts are then extended by consideration of Koestler's (1975) model of human 

emotional response. Following this, the difference between emotional response to 

life and art and claims regarding the roles of conflict and expectation in the creation 

and experience of dramatic tension are discussed. The suggestion that dramatic 

tension relates to questions of identity, power and control is questioned. The 

potential links between the experience of emotional engagement in response to 

drama and the emergence of changed awareness or understanding for the participant 

or spectator are considered. In conclusion a number of questions are raised. A11 

point towards the need for firther understanding regarding the nature of intimacy. 

Chapter Four 

In Chapter Four, I discuss 'the nature of intimacy' drawing in particular on the theory 

developed by Malone and Malone (1 987). Their concept of intimacy emerges from 

reflective practice in the field of existential psychiatry. I was attracted to this theory 

for several reasons. Unlike other theories considered in this chapter (e.g. Sennett, 

1974), Malone and Malone separate the notions of intimacy and closeness. They 

also consider the way intimacy might be experienced as humans encounter, not only 

other humans, but other aspects of existence including art. As I reflected, I found 

strong resonance between their claims and my personal experience. I was also 

interested in the possible link between the experience of intimacy, as defined by 

them, and the possible emergence of new knowledge. In this chapter the defining 

characteristics of intimacy are identified as connection, animation and heightened 

awareness. The 'qualities of intimacy' are defined as free choice, personal integrity, 

acceptance, personal surrender self-responsibility, attentiveness, risk-taking, 

presence, participation and systemic detachment and playfil engagement. 



Chapter Five 

This chapter contains reflections which allowed the researcher to develop fbrther 

understanding about the nature of fictional situations which might be driven by 

'tension of intimacy'. I focus on my experience of a number of dramatic works 

including performance, process drama and dramatic script. I also consider 'real-life' 

experiences of intimacy and the structure of segments of dramatic action. Following 

this, and accepting OIToole's (1992) position that 'tension of intimacy' is contained 

in the fictional frame of the drama, I draw tentative conclusions about the nature of 

narrative situations which might be driven by a 'tension of intimacy'. 

Chapter Six 
My first attempts to create dramatic text driven by a 'tension of intimacy' are 

documented in Chapter Six. Several unsuccessfbl attempts to create script are 

discussed. As I worked, I realised that my assumptions regarding the creation, 

experience and naming of different types of dramatic tension were limited. The 

chapter concludes by questioning my earlier assumptions. 

Chapter Seven 

Following the questions raised for me (as recorded in the previous chapter), in 

Chapter Seven, the labels applied by O'Toole (1992) and Haseman & O'Toole 

(1986) to different types of dramatic tension are reconsidered. My focus was not on 

intimacy, but on the nature of the more extensively documented tensions of conflict, 

dilemma, mystery, secrecy, surprise and task. Rather than limiting my focus to 

apparent character experience in the narrative (as I had done earlier), here I also 

consider how a participant, spectator or reader responds to the work. I conclude that 

my earlier theoretical assumptions regarding the naming of tensions are inadequate 

and that 'tension of intimacy' needs to be considered as it might label the experience 

of the spectator or participant in response. 



Chapter Eight 

Chapter Eight, Strzscfural devices aimed to impact on reception, includes discussion 

of a number of structural aspects which might offer participants and spectators the 

possibility of experiencing the defining characteristics and 'qualities of intimacy' as 

they experience the drama. This chapter contains several sub-sections including the 

creation and impact of irony, figure-ground contrast, ritual and devices intended to 

distance, alienate or prolong perception. Each is considered as it might offer 

opportunities for the emergence of new knowledge. As I considered distancing and 

alienation devices, my belief that spectators and participants do not necessarily 

identifl with characters in the way Bolton (1979:39) and O'Toole (1992: 136) had 

earlier suggested, was reinforced. This affirmation strengthened my desire to seek 

an understanding of 'tension of intimacy' as it might name human experience of the 

drama. 

Chapter Nine 

I turned once more to the task of creating a dramatic work. Chapter Nine, 7'he 

Playbuilding Process, begins with a brief outline of the structural aspects (emerging 

from the previous chapter) I hoped to explore in the creation of text. I began once 

more to write but soon decided that I needed to create the text, not only as script on 

a page, but as action. In this chapter, the individual work and group playbuilding 

process used to devise the play is briefly described. 

Chapter Ten 

The group devised play created as a result of the process mentioned above, 

Umbilical Cords andMefronomes, is included as Chapter Ten. 

Chapter Eleven 

In Chapter Eleven, Exegesis, I turn once more to reflection. I discuss my intentions 

and offer critical analysis of the work created. This analysis is informed by my own 

response to both the process and product as well as by participant and spectator 

interview responses. In the conclusion to this chapter the characteristics of intimacy 



(connection, animation and heightened awareness) are defined more specifically as 
I 

they might apply to human experience of the drama. In particular, a redefinition of 

'connection' is offered. In conclusion, I also consider the way contrast creates 

tension, and in particular, how different experiences of contrast seem to offer 

opportunities for connection, animation and/or heightened awareness. Significant 

aspects influencing the experience of connection, including trust, perception of 

integrity and the influence of individual 'reading' processes are discussed. As well, 

conclusions are drawn about the relationship between playful response and the 

experience of connection. Animation and heightened awareness are defined more 

specifically than they have been earlier in the project. The link between risk-taking, 

heightened awareness and the possible emergence of new knowledge is discussed. 

Chapter Twelve 

Chapter Twelve is the thesis conclusion. This includes a summary of the study and 

answers the questions originally posed. In conclusion, I claim that 'tension of 

intimacy' names the experience of spectators or participants when the defining 

characteristics of intimacy (connection, animation and heightened awareness) 

describe their response to the drama and is created when they experience: 

e a feeling of invigoration or animation as they respond to a contrast between 

the stage action and their real world existence 

e reduced conscious focus on the stage action and heightened awareness of 

their response to the juxtaposition 

challenge, rather than affirmation, of earlier assumptions and beliefs. 

I also conclude that 'tension of intimacy' requires participants and spectators to 

experience trust, perceptions of integrity in the action (and in personal response to 

it) and playful engagement. Constraints and implications of the study are briefly 

discussed. 

I turn now to Chapter Two where the methodological approach of the thesis is 

discussed. 



CHAPTER TWO 

METHODOLOGY 
This project is autobiographical research. The thesis explores the following questions: 

What is 'tension of intimacy' in drama? 

How might it be created? 

Does the experience of 'tension of intimacy' offer the possibility of new 

knowledge emerging for the participants and spectators of drama? 

The questions are investigated fiom the perspectives of a playwright, spectator, process 

drama worker and writerldirector working in a collaborative playbuilding process. The 

study is powered by reflective practice and incorporates creative pursuit. The approach 

is consistent with the definition of research adopted by NACWS ' in 1995: 

Research involves reflective and reflexive activity which probes both the process 

and product, and is directed towards the advancement of scholarship and 

creativity (Strand, 1997:26). 

In this chapter, the nature of reflective practice is briefly discussed. Assumptions 

underpinning the approach are mentioned. Further discussion of the nature of 

knowledge claims that can emerge in such a project and the means by which their value 

might be judged are considered. This initial discussion is followed by a description of 

the reflective journey that occurred during this project. An overview of the seven spirals 

of activity and enquiry is incorporated. Following this overview, each stage or spiral 

and the methodological considerations which arose in each is discussed in fbrther detail, 

Reflective Practice 
Reflective practice rests on the assumption that sources of knowledge are within us as 

well as without (Abbs, 1987: 55; Rorty, 1982: 140/156; Ryle, 1949: 16; Van Manen, 

' National Council of Heads of Tertiary Music Schools. 



1990:3). Human beings can know by making rather than finding and by responding to 

the texts they create as well as "things" external to them. Numerous scholars recognise 

one can also know by feeling (e.g. see Abbs, 1989:4; Anderson et al, 1990:95; 

Anderson, 1991 : 96; Beckerman, 1970: 132; Benhabib and Cornell, 1987:69; Fraser 

1989:74; Gutrnan, 1988: 102; Reid, 1989: 16; Stanley and Wise, 1983: 10; Stanley and 

Wise, 1990:23). Some (such as Anderson et al 1990:95) go so far as to claim that the 

reason feelings are normally excluded from the research act is because it is "much easier 

to document activities than feelings and values". In this project it was important to give 

feelings centrality in the journey towards knowing. 'Tension of intimacy' (as with other 

forms of dramatic tension) is known as felt experience. 

Reflective practice is not a singular concept. Models of action research developed by 

Kemmis (1981 : 1982) and Kemmis and Carr (1983) usually begin with recognition of a 

specific problem. Through a cyclic or spiralling process of reflection and action, the 

researcher attempts to address this problem. Taylor's (1996) notion of reflective practice 

(also see Neelands, 1996) - developed from the work of Schon (1987; 1991) - is 
different. Rather than beginning with recognition of a specific problem, he suggests the 

researcher begin with a more generalised aim (e.g. to develop understanding of one's 

practice). His approach relies on the assumption that as people work in practice, they 

reflect-in-action and on-action. 

Taylor (1996:28) applies the term 'reflection-in-action' to those situations where 

researchers make split second decisions (regarding the course or progress of action) as 

they work in practical settings. He argues that in these instances one may not be 

consciously aware of the reasoning behind one's decision making. Rather, reflective 

practitioners respond to a "gut" feeling. Later, as they turn aside to achieve some 

distance, they reflect-on-action. In this process, they may begin to understand further 

the decisions they have made and their implications. Schon (1987:25) describes this 

concept of reflection-in-action as knowing-in-action. Like Taylor, he suggests that one 

can sometimes describe the tacit knowing implicit in one's actions by observing and 

reflecting on them. When people are able to describe the decisions they have made, 

Schon (1987:26) claims that knowledge-in-action is produced. 



These discussions of reflection rely on an understanding of a person working in practice 

(perhaps with others) to create "something". Creative pursuit which involves such 

processes and which extends knowledge and understanding is now recognised by both 

DEETYA~ and the OECD~ as valid research activity (Strand, 1997:25). 

As well as reflecting on one's own practice and intuitive decision making, researchers 

gain M h e r  understanding by reflecting on their response to drama experiences created 

by others. In this process, they might attempt to understand the nature of their response 

and its relationship to the work that stimulated it. At various stages of this project, I 

reflect on my experiences as a playwright, process drama worker, spectator and later as 

a writerldirector in a collaborative playmaking process. The intention of the study is to 

produce an autobiographical account of the understanding so developed. 

Judging the value of knowledge claims 

Numerous scholars recognise that a multitude of possible meanings exist in any 

phenomenon and the meaning we are able to make of it depends on how we look at it 

(e.g. see Connor, 1989: 5; George, 1989: 173; Lather, 1991:2; Lyotard, 1984:24; Morgan, 

1983c:389-390; Rorty, 1982; Stanley & Wise, 1983: 13; Wolff, 1989:7; Young, 

1987:69). Further, as Stanley and Wise (1983: 13) claim, every "way of seeing is a way 

of not seeing". Brook (1987:77) supports this claiming that every interpretation is a 

subjective act. Thus, as Taylor (1996:26) claimed, "truths are constructed fiom the 

circumstances in which people find themselves." Meaning is constructed not 

discovered. Greene (in Taylor, 1996:xv) says that in reflective practice the "focus is no 

longer on the object (the so called 'art work', the 'text') but on the transaction between 

the living human being and what is to be grasped, what is to be learned". The 

knowledge gained in such a project can never be read as independent of the scholar's 

consciousness. Knowledge claims emerging fiom such a study must always be 

considered tentative and situated (Morgan, 1983c Reid 1989: 13; Rorty, 1982). The 
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knowledge produced should be read as considered speculation rather than definitive 

truth. 

Knowledge claims generated in such a process require them to be read in the light of the 

context from which they emerge. As Morgan claims the assessment of the worth of a 

research strategy must be made with reference to its purpose. Positivist notions of 

"validating" the work rely on a belief that the external world can act as a reference point 

against which one can check (Morgan, 1983a:371). As Morgan (1983:392) and Poster 

(1984:392) argue, it is senseless to apply positivist judgements to all knowledge claims. 

In a project such as this, there is no fixed external world against which knowledge 

claims can be checked. Thus, as Morgan (1983d:393) and Rorty (1982: 1391153) assert, 

criteria specific to the individual project must be used to judge the value of knowledge 

claims. 

Suggestions for alternative means of judging knowledge claims sometimes call for 

standards of usefulness. These can be limiting because, as Lyotard (1984:34) wrote, "the 

humanist principle that humanity rises up in dignity and fYeedom through knowledge is 

leR by the wayside". This project is intended to illuminate the nature of "tension of 

intimacy'. Research that attempts to do this should also be valued because, as Rorty 

(1982: 198) asserts, it allows people to understand and deal with or live in the society in 

which they exist. As Kristeva (in Jardine, 1990:88) states, projects that interrogate 

"specific regions in our intimate lives" are of value. A passionate desire to know and 

understand is a legitimate basis for scholarship: 

One can only ask: what interests me? What preoccupies me right now? ... One must 

find a direction. It is all so rich that a direction must be chosen. You wonder what 

direction to take. .. but you must take the direction that preoccupies you today and 

now ... From there one has something interesting to say, otherwise one is obliged to 

repeat, and that is not work (Kristeva in Jardine, 1990:88). 

Criteria of openness (adopted in this project) offer an alternative means of judging the 

value of knowledge claims (Lincoln, 1990:67-88, Rorty, 1982:218, Stanley and Wise 

1983: 154). Such openness includes recognition of whose experiences or views of reality 
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are being expressed (Morgan 1983 :400; Lather 199 1 :3), recognition of whose interests 

are being served (Morgan, 1983d:400), recognition and incorporation of the researcher's 

passion, commitment and involvement (Cixous in Sellers, 1988: 143; Harding, 

1987: 182; Lincoln 1990:67-88; Pavis 1992: 1; Poster 1984:24; Stanley & Wise, 

1983: 168). 

Whereas knowing-in-action does not require distance, reflection-on-action does. How 

does the researcher achieve the necessary distance to be able to see what is there to be 

seen? How can the researcher remain as open as possible? Reflective practitioners, 

attempt to achieve this sense of distance in a number of ways. Van Manen (1 990) 

suggests distance be achieved through the act of writing. Similarly, Taylor (1996:41) 

describes the use of a log book for this purpose. Both describe a process where the 

researcher initially attempts to record direct experience. This document then becomes 

the subject of further reflection and analysis. Through this process, the second and 

subsequent stages of writing are distanced fiom the original action. 

Some researchers suggest that the necessary distance and openness is achieved by 

"triangulating". Taylor (1996:39) uses the term 'crystallise'. Both approaches use a range 

of strategies to incorporate a number of voices from different participants in the project. 

For example, in classroom settings, this often includes the perspectives of students and 

colleagues. The inclusion of "other voices" in this study was difficult in the early stages 

of the work. How does one encourage multiple perspectives in an autobiographical 

project? Connor (1989: 18) offers a possible solution. He suggests that the researcher 

might achieve the necessary distance by calling on multiple theoretical positions and 

working across boundaries. Following this suggestion, attempts to reflect on my 

experience from a number of different "angles" are included. At various times, I 

reflected on my experiences as playwright, process drama worker, spectator and later as 

writer/director working in a collaborative group playbuilding process. I considered my 

felt response in relation to claims made in the literature. Different theoretical 

perspectives influenced each of my working positions. Adopting this strategy 

encouraged me to see and think about things differently than I might have done, had I 

adopted a "single" working position. 



Bolton (1996: 190) questions the ability of researchers to remain aware of the deep- 

seated personal, organizational, political and ethical values inherent in their decision 

making. To some degree, we are all "blinkered". As the study progressed, I found I 

became aware of assumptions I had unknowingly formed or blindly followed. It became 

obvious, as a number of writers claim, that the theoretical lenses through which I 

viewed the world influenced the assumptions I formed, and in the process limited what I 

was able to see (Grady, 199659; Greene, 1990:234; Martin and Sauter, 1997: 119; 

Morgan 1983a:3 69; Taylor 1996: 17). For instance, following the first writing attempts4 

I became aware that I had been significantly (and not always intentionally) influenced 

by prior knowledge of Marilyn French's work, Shakespeare's Division of Experience5. 

As the study progressed, I also became more consciously aware of the way I had 

unquestioningly accepted and followed theoretical perspectives of the teachers and 

writers I admired. Further developed awareness related, not always to rejection of 

theoretical assumptions, but to a new reading or understanding of the claims made by 

previous writers. In the process of engaging in reflective practice, researchers become 

aware of the adequacy/inadequacy of certain theories. When a theory is inadequate to 

explain a phenomenon as it is seen or experienced, researchers are forced to extend their 

understanding by seeking new theories that might replace the old or be considered in 

conjunction with them. As well, the researcher's understanding of claims made in the 

literature can change in the process. It is not so much that a prior theoretical claim is 

rejected, but that the reflective practitioner grows to understand it differently. 

In this thesis, I attempt to offer opportunities for readers to observe my biases in several 

ways. Firstly, I include comment on emergent awareness of the assumptions informing 

me. Secondly, I attempt to offer my processes and analysis in adequate detail and with 

sufficient frankness. Further, following Stanley and Wise (1 983: 154), I attempt to 

incorporate and make obvious, the "contradictions between experience, consciousness 

and theory" which emerged in the process of working. The purpose, as Caputo 

See the third spiral below. 
5 The assummons of this theory are outlined on page 13. 



(1987:214) claims, is disclosure not closure. By declaring the researcher's awarenes of 

these occurrences throughout the report, I hope readers will be able to judge their 

influence and thus the value this work has for them. Furthermore, the early analysis and 

later exegesis are oRered in sufficient detail to enable readers to see the failures, 

successes and errors of the research journey. These strategies are intended to allow 

readers to make their own judgement as to whether the work has truth value for them 

and whether it has application in their lives. 

The Reflective Journey 
This project followed a spiralling enquiry process similar to that described by other 

reflective practitioners. The process was sustained over a five and a half year period and 

involved seven overlapping spirals of activity which are briefly summarised in the table 

below. Further description of each of these spirals follows the table. 



Table One 

The Reflective Journey - an overview 

Reflective Analysis 

Reflecting on drama and 
personal experience 
Daily reflective 
statements - involving 
transcription and 
interpretation 

Creative Practice 

Attempts to create 
script recorded in 
the writer's 
notebooks 

Period 

1"' Spiral 
(6194 - 6/95) 

2& Spiral 
(1 1/94-8195) 

3d Spiral 
(6195-6196) 

Reflective Reading 
Mainly focused on: 

dramatic tension 
emotional response 
changed understanding 
research methodology 
the nature of intimacy 
narrative structure 
Australian life during the 
Vietnam War era 
incest 
literary theory 
performance theory 

Recognition of stubborn problems regarding - working process, the nature of characters, 
narrative situations and segments and questioning theoretical premises. 

Reflecting on personal 
experience of dramatic 
tension 
Further analysis of earlier 
writer's notebooks 

4th Spiral 
(6/96-4/97) 

dramatic tension 
the experience of drama 

Changed theoretical perspective regarding the operation and naming of dramatic 

Further analysis of earlier 
writer's notebooks 
Reflecting on personal 
experience of dramatic 
works 

Reflection - attempts to 
understand stubborn 
problems 
Development of 
framework for analysis 

initial analysis 
interviews 
re-analysis 

Attempts to create 
script 

Jenny Kemp 
workshops 
initial preparation 
for the play- 
building process 
play-building 
process 

tensions. 
5& Spiral 
(1197- 5/97) 

6& Spiral 
(5197- 6/97) 

7* Spiral 
6197- 12/98 

irony 
ritual 
figure-ground contrast 
alienation and 
distancing 
prolonging perception 



The first and second spirals 

From mid 1994 to mid 1996 I was significantly influenced by the work of O'Toole 

(1992), Haseman and O'Toole (1 986), Beckerman (1 970, 1990) and Malone and 

Malone (1987). Following Haseman and O'Toole, I adopted an understanding of 

'tension of intimacy' as it might be present in the narrative situations of the text. 

Tension, in their theory, is said to arise through the dynamic interaction of characters in 

the narrative (or fictional) situation of the drama. For example, 'tension of conflict' 

arises when two or more characters have opposing attitudes or purposes which impinge 

on the pursuit of their goals. 'Tension of intimacy', thus conceived, is likely to arise 

when two (or perhaps more) characters experience a bond of connection characterised 

by the defining characteristics and 'qualities of intimacy' as they pursue their 

purposeslgoals. 

This thesis draws on Malone and Malone's (1 987) notion of the defining characteristics 

and 'qualities of intimacy'. In their theory, intimacy (like dramatic tension itself) is the 

sense of connectivity between parts. Intimacy is not limited to a sense of connection 

between two humans. Rather, the sense of connectivity extends to incorporate that 

experienced between humans and the world of things (including art and natural 

phenomena). Adopting this view, I concluded that 'tension of intimacy' might emerge in 

the dynamic between two characters and in human response to the art work. Following 

the work of Malone and Malone, I adopted the notion that the defining characteristics of 

intimacy are connection, animation and heightened awareness6. I attempted to develop a 

practical understanding of these theoretical claims by reflecting-on personal experience 

and my experience as a spectatorlreader. I considered my response to three dramatic 

works in more depth - two plays, Summer of the Aliens (Nowra, 1992) and Daughters of 

Heaven (Forster, 1992) and one process drama - The First Fleet. The focus of analysis 

was the nature and relationship of the characters, the fictional situations of the texts and 

the potential presence of the 'qualities of intimacy'. 

This is discussed further in Chapter Four 



I considered Beckerman's (1970) description of the way narrative is constructed through 

sequential segments of action. Each segment consists of the status quo, its disruption 

and the action that eventuates. By combining Beckerman's theories with those of 

O'Toole (1992), fbrther questions arose. I wondered, to which aspect does the named 

term apply - the status quo, its disruption or the action that eventuates? I drew tentative 

conclusions about the types of characters and situations I would need to create as a 

playwright if I was to produce 'tension of intimacy' in the character to character 

dynamic. 

The third spiral 

Following this, I began a period of creative writing. Over a period of twelve months, I 

attempted to create fictional situations in which the characters could share a bond of 

intimacy. During the day I would work as I might normally as a playwright - 
researching; brainstorming; recording ideas and images; creating fragments of script, 

plot outlines, character descriptions. Sometimes I consciously attempted to manipulate 

certain aspects of the emerging text in the hope of creating specific relationships or 

situations. 

My attempts to write were documented in what I referred to as the writer's notebooks. 

These hand-written notebooks - viewed as the account of direct experience - then 

became the subject of M h e r  reflection. Following Van Manen's (1 990) suggestion that 

the researcher achieve distance through the act of reflective writing, in the evening (as I 

typed) I undertook a second stage of writing. I attempted to understand what I had done 

and why I had done it. The hand-written notebooks were not transcribed directly. 

Rather, they were extended by incorporation of descriptions of my process. This second 

stage of writing offers the reader a more comprehensive picture of the writer's process. 

A third stage of writing occurs as the researcher reflects on the process retrospectively. 

Extracts &om these various stages of writing are incorporated in Chapter Six. 

Further analysis of the second stage notebooks was attempted. The process involved 

isolating (and reflecting on) the emergent themes contained in them. Themes identified 

29 



included 'seeking a story', 'concerns with structure and form', 'premise/theme/dramatic 
I 

questions explored'. Each of these themes was broken into sub-questions. For example, 

'seeking a story' contained five questions: 

* How does the development of story influence the development of character? 

* How does the development of character influence the development of story? 

What possible fictional situations did I attempt to create? 

What possible situations was I consciously and intuitively drawn towards as 

I worked? 

* What possible human interactions was I drawn to create and/or explore? 

The awareness that emerged through these attempts to achieve distance and 

understanding was limited. While I developed further understanding about my process 

(and the limitations of my process) as a writer, I was not significantly informed about 

the nature of 'tension of intimacyt7. 

Two problems were recognised. One was that my desire to understand and create 

'tension of intimacy' encouraged, not an intuitive response, but rather an attempt to write 

to formula. I was trying to force characters into certain situations and force the script to 

move toward a specified end. As well, by reflecting on the emergent themes in the work 

on a daily basis, I found I would answer the questions of humanity which intrigued me 

outside the work rather than in the process of creating it. As Brook (1987:6) noted 

earlier, the artwork cannot be known in this way until it is completed. The artist seeks to 

answer questions of humanity by making the work. If we answer our questions by 

reflecting back on the work, rather than in the process of making itself, the art making 

comes to an early and unsatisfactory conclusion. 

The process was more informative when I abandoned my attempts to record such 

fiequent reflective statements. Instead I attempted to write more intuitively and only 

stopped to reflect when I encountered problems in the progress of the work. Ideas were 

abandoned and I turned aside when I had an intuitive sense they were not working. 

7 One exception to this was that as a playwright, I had intuitively worked themes relating to a sense of 

connection or its reverse. 
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Schon (1987:26) discusses this, suggesting that when reflective practitioners encounter 

stubborn problems in the process of working they turn aside to consider these. They re- 

evaluate the premises informing them as well as their practice Rather than looking for 

specific themes I continued to ask - why isn't this working? 

In the process of doing this re-evaluation, I began to question assumptions regarding the 

operation of tension which had informed the progress of the study to this point. A major 

premise of the theoretical position adopted to here was that participants and spectators 

identify directly with the characters and experience similar emotional response as they 

are presumed to undergo. This was not my experience as a playwright creating. Was it 

my experience as a participant in process drama or as a spectator of theatre? I concluded 

that significant changes to my research focus would be necessary if my earlier 

assumption was incorrect. 

The fourth spiral 

I turned away from writing and instead considered my experience of other texts. Rather 

than focus on 'tension of intimacy' I sought to develop/reassess my understanding of the 

operation of dramatic tension more broadly. I wondered if the labels (conflict, dilemma, 

mystery, secrecy, surprise and task) should be applied to the experience of characters in 

the fictional situation. Perhaps they could also be applied to the participant or spectator's 

experience of the drama. Certainly, if there is any link between the experience of 

intimacy and aesthetic experience it must be contained in the participant or spectator's 

experience rather than in the dynamic relationship of the characters. Af-ter all, as Bolton 

(1984:91) claimed, tension denotes human experience of the work. How does my 

experience as a spectator or participant relate to the emotional experience that I imagine 

the character to be experiencing? Do I engage in the same way as I imagine they have 

engaged? What is my 'human' experience of the drama? 

At this stage of the project I chose to respond to a broad range of texts. Although the 

project remained autobiographical (and the responses are thus personal and 

idiosyncratic) I hoped that responding to a broad range of texts and attempting to view 

the works fiom different positions would help me to 'crystallise' in the manner 



suggested by Taylor (199639). I attempted 'to look' from a number of perspectives - 
reader, spectator, process drama worker and participant. I chose to respond to works 

(scripts, process drama and theatre experiences) from a range of contexts, encompassing 

a range of styles. Process drama discussed in this section includes Man for all seasons 

(based on Bolt, 1960), Myste~pictures (O'Neill & Lambert, 1982: 154), Forestpark 

(O'Toole, 1992:224-5), Zaire (Dunn8), Cloudivorld (O'Toole, 1 998), Toysfor fhe 

millenium (Bundy, 1997), and Seal wife (O'Neill, 1995b). As a spectator, my experience 

most often involves contemporary Australian works. While I felt it was important to 

incorporate my response to such works [Pots of redjam (Red jam, 1996), Stained glass 

ceiling (Red Jam, 1998), Diving for pearls (Thomson, 1 992), Rivers of China (De 

Groen, 1988), Woman in the window @e Groen, 1999), Blackrock @might, 1996)], I 

recognise this is potentially problematic for readers less familiar with the works 

discussed. By indicating my response to better known works as well [Romeo and Juliet, 

Hamlet, Antigone (Sophocles), Caucasian chalk circle (Brecht, 1963), Sophie's choice 

(Styron, 1 979), Man for all seasons (Bolt, 1 960), Doll's house (Ibsen, 1 879), SkyIight 

(Hare, 1996)], I hope the reader will be firther enabled to judge the sincerity and 

credibility of my responses. 

The conclusions drawn following this analysis shifted the focus of the study and need to 

be mentioned at this stage. I concluded that, as either a participant in process drama or a 

spectator in theatre, I respond (not only to the narrative) but to multiple layers of text 

occurring simultaneously. If tension denotes human experience of the drama and it can 

be classified into different types, then that classification must be informed by the 

qualities of response of the participant or spectator. To limit consideration to factors 

contained solely within the narrative of the drama is insufficient. I determined that if 

'tension of intimacy' could be created it would be recognised by the defining 

characteristics and 'qualities of intimacy' being present in human response to the work. 

See Appendix 2. 



The fifth spiral 

How might I, as a playwright, create a text that potentially offered spectators and 

participants the opportunity of experiencing the 'qualities of intimacy'? Recognising that 

different humans respond to and experience texts differently demanded m h e r  

understanding. What is the relationship between the structure of the work and its 

experience for different people? I turned to consider claims in the literature regarding 

the way different people respond to dramatic experience. Although I considered 

feminist claims regarding this (e.g. see Dolan, 1993), I was drawn to the work of 

Schoenmakers (1988) whose theory could be seen to subsume such arguments. 

Following this, the focus of the study shiRed to consider how form (rather than 

narrative) might be used to encourage particular kinds of engagement and response. My 

focus shified to consider how the playwright might structure the drama to offer the 

participants and spectators opportunities of experiencing the defining characteristics and 

'qualities of intimacy'? Structural devices which potentially offered such a response 

including irony, figure-ground contrast, distancing and alienation devices and 

techniques designed to slow the actionlprolong perception were considered. As well, 

because of the link between 'tension of intimacy' and ritual noted by O'Toole (1 992), its 

nature and potential value in the creation of 'tension of intimacy' was considered. 

The sixth spiral 

Having determined that these structural aspects of the work might be important in the 

creation of 'tension of intimacy', I began to write again. At first I continued to work 

alone and began to work on a stage adaptation of Sattareh Farman Farmaian's 

autobiography, Daughter of Persia (1 992)9. I found questions of power and control and 

of nurture strong in my response to this text. As I worked though, I found I was unable 

to create the right rhythm in the movement, the images, the language and the rituals of 

my writing. After reading the work of Hall (1969) and reflecting on this I felt that the 

problem probably related to a cultural difference. As he points out, the rhythm of life, of 

movement, of language and of our use of space is different in different cultures. I was 

9 See sample scenes in Appendix 8 



unable to intuitively connect with (and create in my writing) the right rhythm for the 

culture of this character. I abandoned the idea. 

The seventh spiral 

At the same time as I abandoned the work of the sixth spiral, I determined that if 

'tension of intimacy' was to be created through the form of the work, I was more likely 

to hrther my understanding by creating the play on the stage rather than on the page. In 

the JanuaryIFebruary of 1998, I had the opportunity of working with a group of tertiary 

drama students to build the play through workshop, rehearsal and performance. The 

students were part of a larger group who had enrolled in a playmaking subject1'. All 

were given a choice of participating in several different projects. Those who chose to 

work with me did so knowing my interest in developing understanding of 'tension of 

intimacy'. They understood that the project would be documented in the thesis and 

agreed to participate on this basis. 

The group consisted of twelve women and one man. While none were trained actors (or 

training to be actors) all had completed at least one (and some two) tertiary drama 

subjects. Their experience in these subjects had been practical and theoretical. 

The decision to work with the students on the project raised ethical issues which had not 

been present previously. It was important that I honoured their contribution to both the 

development of the play and my developed understanding. At the same time, I wanted 

to maintain their right to anonymity. For this reason, the students are thanked in the 

thesis but no program notes which might identifl individuals are incorporated. 

It was also important that student achievement (assessment) in the subject be separated 

from participation in the research aspects of the project. This was partially addressed by 

the use of peer and self assessment1'. Ultimately though, I was responsible for their final 

grading. For this reason, there needed to be separation of my agenda and that of the 

10 See subject outline contained in Appendix 16 
I I See subject outline contained in Appendix 16 



students. The focus of their learning (and assessment) would relate to their ability to 

engage successfully in the group pIaybuilding processJ2 The project would remain 

autobiographical. I determined that the understanding that I sought to develop would 

remain focused on my response to the work. 

Preparation for working with the participants 

I first met with the group I was to work with in July, 1997. I told them about my project 

and my interest in working with them to devise, produce and perform a play. I spoke to 

them about my interest in setting the play in 1969 during Australia's involvement in the 

Vietnam wag3. Each of the thirteen participants made the decision to join the project 

with this prior knowledge. All filled in a brief questionnaire about themselves - about 

their skills and the role they would like to take in the work. Most claimed to have some 

musical skills. My knowledge of the size of the group and the gender of the participants 

influenced decisions I made regarding the play before we began to work together. At 

most the play would contain ten performers. The majority of the characters would be 

female. We had the possibility of utilising the musical skills of the group. We parted 

company to meet again the following January when we worked together as a team 

(Monday to Friday - 9:00 a.m.- 4:30 p.m.) for four weeks. The work was performed at 

Griflith University, in Brisbane. It was open to the general public for three evening 

performances (1 7/2/98- 19/2/98). An additional day-time performance was offered to 

university students on 1 9/2/98. 

In the six months prior to the rehearsal period, I continued to develop my ideas for the 

play. I was offered an opportunity by PlayworksI4 to attend a series of master classes 

with Jenny Kemp. Throughout these classes I was making a conscious attempt to break 

my ingrained patterns of writing. In particular I was focusing on how I might avoid 

creating a linear text and how I might enhance the metaphoric content of the work. I 

was also attempting to create the 'essence of character types' through monologue and to 

l2  See subject outline contained in Appendix 16 

l 3  The desire to focus on this context is explained further in Chapter 9. 

l 4  Playworks, established after the 1982 'Women and Arts Festival' is a company dedicated to the 

professional support of female Australian playwrights. 



create a hrther depth to characters through the disclosure of dreams15. I put this writing 

aside and began to focus more specifically on the play I might create with the 

participants. Throughout the process I drew on structural ideas listed in Appendix 

Three. The process of creating the play Umbilical Cords and Metronomes is 

documented in Chapter Nine. 

Data collection 

A number of means of gathering data were used to inform my developing understanding 

of the playbuilding project. Each evening I would record a journal response reflecting 

on the day's work. Included in this written record of the process, and of particular 

importance to this study, was my account of the intention of each frame of action we 

were creating. 

As a teacher (as well as an artist and scholar) my concerns during the project extended 

beyond this study. My journal included additional documentation regarding my 

emerging awareness of group process and student learning. As these were not the focus 

of this study, only those aspects from my journal concerning my intentions and my 

attempts to meet them are discussed in the exegesis. 

The students also kept journals focused on the playbuilding process. Each morning, we 

would begin with a group meeting discussing our progress the previous day and any 

difficulties we saw emerging. For the group, that sense of progress related to building a 

play not learning about 'tension of intimacy'. While data ascertained from these 

meetings or from student journals have not been incorporated directly in the thesis, I 

acknowledge them here because they will have influenced my thinking. Similarly, my 

discussions with students throughout the work, and their contributions to the creation 

process have potentially (and no doubt intuitively) influenced my understanding. 

15 See sample monologues and dream texts in Appendix 9 



Throughout the devising period, video was used to assist the students to see the nature 

of the work they were creating. The videoI6 became a particularly useful teaching tool at 

one point, when we were focused on attempting to create a sense of intimacy amongst 

the characters. Although the use of video was not an intentional research strategy, I 

acknowledge it here because knowledge gained from its use also influenced my 

thinking. 

Framework for analysis 

Following the performance period I reflected on my own experience of the work 

recording: 

- 
the fiame we aimed for (or did) 

the purpose of the fiame 

the ability of the frame to meet the intended purpose 

e an evaluation of the purpose in terms of creating 'tension of intimacy' 

alternative possible solutions 

* implications for the creation of 'tension of intimacy' 

Further data collection 

After completing my initial analysis, I realised I had made statements about the 

responses I presumed to be occurring for others as well as myself. These presumptions 

were based on observation of spectator and participant reactions during the work and 

anecdotal comments made to me by various people (spectators and participants) 

following it. I had no hard evidencddata to offer readers of this thesis. Without 

interviewing spectators and participants these claims could not be justified or verified. I 

realised that to understand my response more fLlly, to challenge my own thinking, to be 

open to a range of different possibilities as well as to allow the reader of this work to 

judge the credibility of my response, I needed to listen to and include the voices of other 

participants and spectators. I formulated questions designed to afirm or deny and 

l6 This is referred to in Chapter Eleven: frame four. 



further explain my observations of people's reactions. Following these interviews I re- 

analysed each frame of action of Umbilical cords and metronomes using the same 

framework as I had used earlier. This analysis which incorporates the voices of 

participants and spectators is presented in the exegesis. 

I interviewed eleven participants (all female) and four spectators (1 female and 3 males) 

approximately one month after the performances. My aim was not to draw universal 

conclusions regarding the experience, but to encourage me to be more open. Not only 

did the answers given affirm or deny the presumptions I had made, they also 

encouraged me to be more open to a range of fbrther possible responses to the work. 

The interviews were conducted individually and ranged in length from half an hour to 

three hours with the majority taking approximately one hour each. All interviews were 

taped and transcribed. To re-focus the interviewees on the performance which had 

occurred some weeks previously and to encourage an open response, each interview 

began with a general question. Respondents were asked to discuss what they recalled of 

the work. This was followed by further predetermined questions. The questions asked 

(and the responses offered) are incorporated as Appendix Fourteen. 

The decision to interview and include other voices was problematic for a number of 

reasons. Firstly, it followed my initial analysis rather than preceding it. While this was 

usehl in encouraging me to openly record and attempt to understand my own felt 

response, it also influenced the nature of the questions I asked. The q~estions'~ tended to 

be closed rather than open. I sought information to attempt to ascertain the difference or 

similarity of my response to that of others as well as to confirm or deny the assumptions 

I had formed following my observations of different people's reactions. Had the 

questions been more open I may have been encouraged to see hrther aspects to which I 

remain blind. 

1 7  See Appendix 14. 



The decision to incorporate the voices of participants raised other ethical considerations. 

It was important to complete all assessment in the subject before interviews with 

participants were conducted. No interviews could occur before the official University 

results for the subject were posted. Participants and spectators were therefore not 

interviewed until four weeks after the performance. One student had been unable to 

complete the final peer and self-assessment tasks when the interviews were conducted 

and therefore was not interviewed. All other participants were invited to be interviewed. 

The voices of all who chose to do so have been included. I recognise that both the 

timing of the interviews and the exclusion of certain participant voices may have limited 

the understanding I could develop. 

As well as the participants, four speotators were interviewed. Again, this was a decision 

made late in the process following my initial analysis. I attempted to gauge a range of 

different responses here by including people who might have attended the performance 

for different reasons and with different relationships to the cast/production. Like 

community theatre, work performed in a University context attracts a particular 

audience group with a narrower range of reasons for attendance than might occur in a 

professional theatre context. Even so, within a performance event such as this, 

spectators have different relationships to the context and different reasons for attending. 

Although I only interviewed a small number of people (which in itself could be 

problematic), I attempted to speak to a range of people including: students, stag 

relatives and friends of those involved in the production of the work. As a large number 

of the participants were female, I was also interested in hearing male points of view. 

Spectator one (male) was a retired theatre practitioneddrama educator who had 

previously worked in this particular university context. Spectator two (male) was a keen 

tertiary drama student who had previously undertaken the subject 'Playmaking' and was 

a friend of several cast members. Spectator three (male) was from 'outside the drama 

world' and was the husband of a participant. Spectator four (female) was a postgraduate 

drama student familiar with the project and the context. Line numbers quoted in the 

exegesis direct the reader to spectator and participant responses documented in 

Appendix Fourteen. 



Although these voices are incorporated in the exegesis, the study includes reflective 

practitioner research techniques and remains autobiographical. The view of reality 

offered is that of the researcher. As well as sometimes affirming or challenging my 

previous thoughts, I hope the inclusion of these additional voices offers readers an 

opportunity to judge the authenticity and potential truthfblness of my analysis. 

Conclusion 
In this chapter I have outlined the methodology of the thesis. I turn now to Chapter 

Three where I consider claims emerging from the literature regarding dramatic tension 

and emotional response. 



CHAPTER TH 

MATIC TENSION AND 

EMOTIONAL RESPONSE 
Dramatic tension (like electricity) has no concrete substance. In the same way that the 

glow of a light bulb indicates that an electrical cment is flowing, so emotional 

engagement in drama indicates the presence of dramatic tension. While some artists 

might encourage emotional engagement of spectators for the immediate pleasure of the 

experience, my own purposes as an artist/educator include a desire for changed 

understanding or increased awareness for those who experience the work. My quest to 

fbrther my understanding of the nature of 'tension of intimacy' was inseparable from this 

commitment. 

In this chapter, the premises informing the classification and naming of different types 

of dramatic tension are briefly discussed. As mentioned in the introduction, the term 

'tension of intimacy' emerges from the work of Haseman and O'Toole (1986) and 

O'Toole (1 992). Their theory is underpinned by Ryle's framework of human emotional 

response. This is outlined. Following this, and intended to extend the understanding 

offered in that theory, I discuss Koestler's framework of human emotional response. The 

way emotional response to drama differs to that in response to real life situations is then 

considered. As I sought greater understanding of the nature of dramatic tension through 

the literature, I encountered several key claims regarding emotional response and 

dramatic tension which I questioned including the role of expectation, the use of the 

term dramatic conflict, and claims regarding identity, power and control. Each of these 

is discussed. The chapter concludes with discussion of the relationship between 

emotional engagement and changed understanding. I turn now to outline the premises 

informing O'Toole's theory as mentioned above. 



Premises Informing The Naming Of Tensions 
Although many authors with similar commitment recognise the importance of dramatic 

tension (e.g. see Bolton, 1979: 76-89 & 1986a: 16; Johnson & O'Neill, 1984:34; O'Neill, 

1995:34; Neelands, 1990:68; Wagner, 1979: 148) few have labelled the tensions as 

specifically as O'Toole (1992) and Haseman and O'Toole (1986)'. The notion of 

labelling different forms of tension (and specifically the idea of 'tension of intimacy') 

emerges directly from their work. O'Toole's (1 992) classification system begins with 

four broad categories: task; relationships; mystery, secrecy and surprise; and metaxis. 

'Relationship' tension is then broken down into the more narrowly defined tensions of 

dilemma, misunderstanding, intimacy and ritual2. Whereas many of the writers cited in 

this chapter (e.g. Esslin, 1976; Dawson, 1970; Sloboda, 1996; States, 1971) discuss the 

operation of tension from the perspective of spectator experience, only metaxis is 

discussed in this way in O'Toole's discussion of types of tension. Task, mystery, 

secrecy, surprise and relationships are discussed as they relate to character action. 

O'Toole (1992:27) and Beckerman (1970:53) claim that tension arises in the gap 

between purpose and fulfillment. While Beckerman describes the gap as being between 

the performer's project and its accomplishment, O'Toole defines the gap as being 

between the character's project and its accomplishment. O'Toole claims that within the 

fictional frame of the drama, characters pursue projects and meet resistance. Thus 

O'Toole (1992:27) claims that tension is created in the opposition between character 

desire and fulfilment of purpose. He suggests that the playwright, director or process 

drama leader deliberately imposes constraints which create the necessary gap in this 

way. For example, O'Toole describes dilemma as the tension which emerges when a 

character faces a choice "between two purposes/goals, or between two potentially 

disadvantageous courses of action in pursuit of the purposelgoal". For him, 'tension of 

intimacy' is experienced when "characters share the significance of a moment, 

prolonging the time before reaching their ultimate goals" (O'Toole, 1992:29). 

' Though see Bolton (1979:76-89) & Lawrence (1982). 

These different forms of tension will be discussed in further detail later in the thesis. 



In describing the operation of the tensions of dilemma, misunderstanding, intimacy and 
I 

ritual, O'Toole (1992:29) Wher  classifies them as either voluntary or involuntary. He 

claims that a voluntary tension emerges when a character has willingly sought or 

engaged in a particular situation. While O'Toole classifies dilemma and 

misunderstanding as involuntary tensions, he claims that intimacy and ritual are 

voluntary. 

Although O'Toole applies these labels to the operation of tension in drama, his approach 

is premised on a belief about the way participants engage when adopting role in process 

drama. He claims: 

In experiential role-play, which is the dominant specific convention of form 

used in drama in education, the characters are living through the narrative 

synchronously, just as they appear to the audience to be in most theatre forms 

and styles (O'Toole, 1992: 136). 

Adopting this position, O'Toole then applies the labels to name the apparent experience 

of the character which he believes is similarly (and simultaneously) experienced by the 

participant and spectator. Bolton's (1979:39) writing indicates a similar premise. Bolton 

claims that a child adopting the role of Lady Macbeth in an educational drama 

experience does not intellectualise about Lady Macbeth's emotions but adopts them 

more directly. He claims emotional understanding is developed in drama because the 

participant identifies directly in this way3. 

While descriptions of the process of emotional response vary according to the 

terminology and conceptual framework adopted by the specific writer, O'Toole's model 

is explicitly influenced by the work of Ryle (1949) and Bolton (1979, 1984,1986b). 

Bolton's work also draws on Ryle's conceptual framework. Rather than begin with a 

specific focus on intimacy, I too began by turning to the work of Ryle. 

3 Although these claims were accepted initially, I became aware of their problematic nature as the project 

continued. This will be addressed further in Chapter Seven. 
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Ryle's Framework Of Emotional Response 
Ryle's framework is based on an understanding of emotional response, not as a single 

concept but involving at least four distinct categories of human response. He labels 

these four categories (a) inclinations, motives or dispositions; (b) moods; (c) agitations 

or commotions; and (d) feelings. He goes on to claim that some of these are occurrences 

or states of being which take place publicly or privately while others are propensities of 

different kinds but are not in themselves events (Ryle 1949: 8 1). Each category is 

important to understand in the operation of dramatic tension. 

The first category (inclination, motive or disposition) is important because it influences 

the experience of emotion and reaction. Ryle (1949:83-90) chooses the disposition of 

vanity to explain his meaning. A propensity towards vanity is not in itself an occurrence 

or a state of being but rather a tendency to respond in a certain way. An event or 

impulse (perhaps in the case of the vain person a critique of appearance) induces an 

exercise of the disposition. Thus criticism of the vain person might induce emotional 

response. For emotion to be experienced, "something" must occur which triggers the 

emotional response. Ryle and Bolton (1 986b: 1 16) suggest that all human emotion has a 

dispositional and a situational cause. Following this theory, if 'tension of intimacy' 

contains emotional response, then a situational and a dispositional cause are likely to be 

present. 

In Ryle's fi-amework, agitations are the involuntary states of mind or moods, which arise 

in response to a triggering event. Included in this area are states such as anxiety, being 

startled or shocked as well as more agreeable agitations such as "being moved in the 

sense of 'stirred"' (Ryle, 1949:95). Bolton (1 986b: 1 13) suggests that emotional arousal 

(agitation) occurs as either the result of frustration or over stimulation of the disposition, 

or as a result of a direct conflict between one disposition and another. Ryle's (1949:89) 

and Bolton's models of emotional arousal suggest that two opposing forces are 

necessary if agitation is to be experienced. 



While not specifically articulating what factors might be responsible for agitation of 

various kinds to occur, Ryle suggests that a variety of factors integral to the response 

might influence its intensity. Some writers (e.g. see Forgas, 1996) suggest that mood is 

influential in this way but Ryle sees mood as a product of agitation rather than a 

precursor. In Ryle's (1949:95-97) framework, 'moods' are short-term and are 

characterised by feelings that pervade the whole body rather than isolated areas of the 

body. Ryle claims moods are more directly connected to agitations than inclinations. He 

claims they only connect to inclinations in as far as the inclination is a factor in the 

agitation. For Ryle, moods are a product of agitation and an indication that it has 

occurred. He acknowledges the complexity of this discussion. Arousal such as dread, 

loathing, pleasure and desire could equally be descriptors of mood or agitation. For Ryle 

(1949:90) moods are frames of mind and are states that collect occurrences but are not 

in themselves occurrences. 

Unlike the work of other writers discussed in this chapter4, Ryle (1949:81) uses the term 

"feelings" to refer to physical events of sensation and claims these may be isolated to 

one part of the body (e.g. a pain in the finger) or they might pervade the whole body as 

in a glow of pride or a pang of guilt. For him, the presence of feeling is an indication 

that agitation has occurred (Ryle 1949: 10 1 - 103). Other writers discussed here use the 

term "feeling" more generally to refer to experience of the agitation. 

If one puts Ryle's framework and O'Toolets classification side by side, it may be seen 

that the labels applied to different types of dramatic tension e.g. "tension of dilemma', 

are linked to the nature of the fictional situation causing the agitation and to the 

emotional response following it. For instance, a character facing a dilemma experiences 

emotional response. The tension arising from such a situation could be called 'tension of 

dilemma'. Following this theory, situations containing character relationships which 

might be deemed "intimate" could generate sufficient tension to produce 'tension of 

intimacy'. 

4 e.g. see Barthes (1990), Brecht (1948), Dewey (1973), Koestler (1975), Lawrence (1981), Shklovsky 

(1917). 
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Koestler's Framework Of Emotional Response 
Koestler's (1975) framework pays attention to different conditions and aspects of human 

emotional response to Ryle's. Koestler (1975:276) discusses emotional response by 

drawing on three areas of interest (a) nature of the drive e.g. hunger, sex, curiosity; (b) 

pleasure, unpleasure scale; (c) polarity between self-assertive and self-participatory 

tendencies. Using such a framework, Koestler suggests that emotional arousal occurs 

when a basic human drive becomes over stimulated. He suggests this can occur in two 

ways. When a drive is stimulated it may have no immediate outlet or the stimulation 

might be of such strength that the normal outlet is insuacient (Koestler, 1975:275). 

Both might be present. The person experiencing the emotion or agitation is inhibited 

from acting purposively. 

Koestler's (1975:275) notion of the pleasure1 unpleasure scale relates to intensity of 

arousal. For him, pleasure is a result of moderate arousal coupled with an anticipation of 

the whole experience. While a moderate degree of overheating might stimulate thrill, 

excitement, appetite, exceeding a critical level might induce stress, frustration, and 

suffering. Slatoff (1970: 149) also recognises this, claiming that if "the disruption is too 

great either because of the nature of the work or the rigidity of the reader, the 

experience may even cease to be pleasurable". Pleasurelunpleasure is affected, not only 

by the intensity of emotional response, but also by whether the pressure of arousal is 

increasing or decreasing. Koestler claims that an increase in frustration can be 

pleasurable as we anticipate the satisfaction of mastery of the situation or as we 

anticipate the emergence of a new and different situation. Decrease can be pleasurable 

as relief. 

The third area of discussion for Koestler is the polarity between self-asserting and self- 

participatory (also discussed as self-transcending) tendencies. Self-asserting tendencies 

relate to those emotions that arise as a result of emergency reaction while the self- 

participatory tendencies give rise to a sense of participation or belonging. The self- 

asserting emotions, derived from emergency reaction, induce a narrowing of 

consciousness. This occurs because the person experiencing such emotion moves 



towards assertion rather than comprehension. The participatory emotions involve a 

variety of possible identificatory processes and result in an expansion of consciousness 

(Koestler, 1 975:286). 

For Koestler (1975:54), the emotions of sympathy, identification, pity and admiration 

are all self-transcending or participatory because the self is experienced as part of a 

larger whole. This notion of a larger whole is not confined to persons living but might 

also incorporate an abstract idea of a human bond with imaginary, living or dead beings. 

Such emotions cannot be physically observed because they are internalised and tend 

toward tranquillity and calm. Koestler claims that the self-transcending emotions are 

guided by the maxim 'all is understood and all is pardoned'. In the process of 

experiencing such emotion there is a move towards comprehension. 

Emotional Response To Drama 
Emotional experience in response to drama is not the same as emotional experience in 

real life5. There are several reasons for the altered nature of the response. The first 

relates to the vicarious nature of the experience and the willingness of the participant or 

spectator to engage in feelings that might otherwise be avoided. As Beckerman 

(1970: 133) claimed, an "audience lives within two overlapping circles of experience, 

that of the fiction and that of its own actuality". 

Sloboda (1996) points out that while unpleasant surprise may be distastehl in real life, 

in the vicarious response to art, the spectator is willing to experience the unpleasant as 

pleasant, perhaps even desires to experience the unpleasant in a pleasant way. Sloboda 

claims that when vicarious emotional response occurs we are prepared to experience 

just about any emotion as pleasurable. Bentley (1965:6) too, suggests that people search 

for the dramatic in events because they wish to find life dramatic. 

Koestler (1975:275) describes the human desire for emotional response to art as 

"emotional window shopping". He claims that humans chase thrills, not because they 

Though see Boal's (1995:43) claim discussed on page 55. 



enjoy the arousal for its own sake, but because they imagine and contemplate the final 

reward. Numerous writers recognise that the intensity of emotional engagement during 

spectatorship determines the pleasure of the text for those individuals (Ben Chaim, 

1984; Eagleton, 1983; Koestler, 1975; Richards, 1924; Slatoff, 1970; Ubersfeid, 1982). 

We engage in art to purposefblly encounter emotional response. By acknowledging the 

fictitiousness, we diminish the distress of the situation had it been experienced in 

reality. As Ryle (1 949: 103) asserts, 

We can induce in ourselves genuine and acute feelings by merely imagining 

ourselves in agitating circumstances. Novel-readers and theatre-goers feel real 

pangs and real lifiings of the heart, just as they may shed real tears and scowl 

unfeigned scowls. But their distresses and indignations are feigned. 

Bolton (1986b: 121) suggests this occurs because we know there will be no real life 

repercussions. Similarly Langer (1953:3 19) drew on the work of Edward Bullough 

(1912) to claim that our attitude towards and response to drama are achieved because 

the relation between the work and the spectator is cleared of practical concerns. This 

knowledge allows us to enjoy the distress and pain we witness or create. For Koestler 

(1975:303) the nature of this response is one of the intrinsic values of art. We know a 

situation is not real but submit to the experience as though it is. For this reason, Koestler 

claims that all art experience involves the self-transcending emotions. Not only this, but 

as Reid (1989:20) claims, the function of emotion in art experience is not directed 

toward acting or overt external behaviour as it is in real life but toward conative action. 

The impact of this is "a reinforcement of attention to the work itself". 

Vygotsky (1976548) noted similar desire for vicarious emotional response in the 

observation of children's play: 

Play continually creates demands on the child to act against immediate impulse, 

i.e. to act on the line of greatest resistance. I want to run off at once - this is 

perfectly clear - but the rules of the game order me to wait. 

He observed that children enjoy adhering to the rules of games because they offer ways 

of inhibiting immediate gratification. The emotional response generated by following 

the rules and thus encountering delayed gratification is stronger than the immediate 



gratification that might otherwise be achieved. Vygotsky draws on the work of Spinoza 

to claim, 'An affect can only be overcome by a stronger affect'. Similarly, several 

writers, drawing on Freudian psychology, claim that pleasure is derived fiom the 

arousal of desire and the deferment of hlfilment that occurs in the ensuing pursuit of 

gratification (Eagleton 1983 : 193; Richards 1924: 73). 

The Role Of Expectation 
Sloboda (1 996), States (1 97 1 : 19) and Beckerman (1 970:49) assert that tension in art is 

allied to expectation. Before and during perception of the artwork, the spectator builds 

up expectations of that artwork and its progress. As in music, in drama these 

expectations might relate to the form or to the fictional narrative or a combination of 

both. Sloboda claims it is the expectation itself which evokes the response. States 

(1971: 19) suggests that the expectation evokes initial response and is characterised by 

the expectation of plenty felt at "the start of a promising play". All three writers suggest 

that tension arises as the artwork either denies or hlfils spectator expectations. 

Knowing this, the artist creates tension by manipulating the medium to play with the 

expectation. 

Sloboda relates his claim to an understanding of the fightlflight survival mechanism 

claiming that all organisms must respond to change for the purposes of survival. He 

claims we notice change as it happens or as it is impending. For Sioboda, emotional 

response is a signalling system which alerts us to this change. For him, art, music in 

particular, exploits this inherent biological response. Descriptions of 'tension of surprise' 

(as defined by O'Toole, 1992: 163-166 8~29130) support this claim. The spectator or 

participant experiences a sense of shock at an unexpected revelation or perhaps because 

of the time or place or manner of an expected revelation. Several writers (Dawson, 

1970; Koestler, 1975; Lawrence et al, 1982: 16- 17) recognise tension operating in this 

way. 

For the spectator, an unexpected surprise demands a major emotional readjustment. 

Koestler (1975:277) discusses this process claiming that the initial shock is followed by 

an oscillatory phase. During this oscillatory phase "the subject alternately believes and 
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disbelieves her eyes, until a fbll grasp of reality is reached at all levels". Koestler 

(1975:304) goes on to discuss the emotional impact which occurs when the surprise is 

accompanied by a change in direction in the events of the play. He claims that the 

emotion accompanying the change can be either sympathetic or more aggressively 

tainted. When the latter occurs, the tension is usually exploded in laughter. He claims 

that this is because there is a rupture between "emotion and reason". When the response 

is more sympathetic, he suggests that spectators tend to sympathetically engage with the 

hero, following his or her story and perhaps emotional path fbrther. 

While not denying that human response to art may at least partially involve an 

inherently biological process, Sloboda's claim that these responses always relate to the 

fight or flight response is problematic. It contradicts Koestler's suggestion that emotion 

might fall into the categories of either self-asserting or participatory tendencies. 

According to Koestler (1975:286), only the self-asserting tendencies relate to 

emergency reaction. Plutchik (1 970: 12) recognises a broader understanding of 

emotional reaction than Sloboda. In his definition of emotion he states: 

An emotion is a patterned bodily reaction of either protection, destruction, 

reproduction, deprivation, incorporation, rejection, exploration or orientation, or 

some combination of these, which is brought about by a stimulus. 

Further, Maslow (in Jourard & Landsman, 1980:91) suggests that emotional reaction is 

response to basic need. For him these basic needs include (in hierarchical order) 

physiological needs, safety needs, belongingness and love, self esteem, self- 

actualisation, cognitive and conative needs, aesthetic needs. He argues that the lower 

order needs must be satisfied before the higher order needs can be met. 

If, as Koestler claims, all arts experience is self-transcending then perhaps the emotional 

reaction to drama might also relate to one of these other forms of emotional experience. 

By claiming that emotional response to art is directly linked to this fight/flight reaction, 

there is no recognition that the art experience is vicarious, involving a range of different 

possible identificatory processes. Sloboda's claim may be true of our response to music 

(as he claims). It may also be true of dramatic tensions such as 'surprise' and 'conflict' 

and those arising from and contained within isolated segments of narrative. It does not 



take into account the more complex operation of tension in the whole structure of a 

dramatic work though. For example, as States pointed out, when irony is operating, a 

different intellectual and emotional response is occumng. 

Irony is fbndamentally an intellectual, or cerebral phenomenon, whereas music 

is sensuous, emotional, and asks for no conversion or recognition of meaning 

(States, 197 1 :23 1). 

Also, tensions of 'task', of 'intimacy', and of 'ritual' as outlined by O'Toole (1992) are 

less likely to be related to the fightblight mechanism. 

Further claims linking the experience of tension to expectation are noted in the work of 

Dawson (1970:30). He claims that dramatic tension arises in response to the recognition 

of instability. Drawing on Langer's notion of form in suspense, he suggests that the 

spectator perceives that the state of affairs might at any moment be changed into 

something crucially different mawson, 1970:29). For this to occur, Dawson (1970:33) 

suggests that the dramatist must create the instability by offering the illusion of a 

possible fbture which the audience are led to wonder about. The writer must offer the 

audience a subdued sense of what the action might be. The dramatist maintains the 

instability by not allowing the fbture to emerge into full consciousness until the action is 

complete. Bolton (1 979: 76) makes similar claims. 

Dramatic Conflict 

As well as the role of expectation some writers continue to focus on notions of 

'oppositional development' in their discussions regarding the creation and experience of 

dramatic tension. For instance, States (1971: 14) claims that dramatic tension is 

operational when we can detect oppositional development or a tendency towards 

contradiction. The notion of oppositional development emerged from Ancient Greek 

philosophy (Scott, 1979:288). For States (1971:23), "drama is the extension of 

oppositional development into the sphere of human action and passion". 

The acceptance of a link between oppositional development and dramatic tension might 

account for the continued use of the term "dramatic conflict". In the past, the words 

conflict and tension were often used interchangeably by writers. Bentley (1965:4) for 
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example discussed conflict as tension claiming that humans respond emotionally to the 

elements of conflict. According to O'Toole (1 992: 162) this emerged fiom ancient Greek 

practice where the dramatist was concerned to balance "protagonist with antagonist and 

strophe with antistrophe, into a dialectical system of thesis and antithesis". He claims 

that such dramatic structures draw attention to conflict between the characters as a 

central source of tension. 

O'Toole (1992) and Bolton (1979:76) refuse to use the term conflict in this general way 

but apply it to specific situations in the drama. For O'Toole (1992:29) conflict is an 

involuntary tension which emerges when the characters' attitudes towards each other 

directly influence their motivations producing constraint. Koestler (1975:350) claims 

that conflict between characters occurs as a result of a clash of ideas or temperaments or 

incompatible value systems or codes of behaviour. He goes on to claim that for the 

conflict to operate as tension for spectators, they must be led to accept both sides of the 

quarrel as valid. If this occurs spectators experience "a clash between two simultaneous 

and incompatible identifications" (Koestler 1975:350). Within process drama, Bolton 

(1979:Sl) suggests that for the conflict to operate as tension it must be linked to the 

conceptual question being explored in the work. 

Beckerman (1970:75) identifies 'direct' and 'oblique' conflict claiming that when it is 

direct the characters are apparently aware of the tension between them. When oblique, 

the conflict between the characters is implied rather than overt. In such situations, the 

implicit activity communicates the unspoken feelings to the audience. The characters do 

not overtly admit to the existence of the conflict. This results in the action proceeding 

by insinuation rather than argument. Beckerman suggests that oblique tension "offers 

the potential for a confrontation that never occurs". 

As this example indicates, and as O'Neill (1988a:3) has pointed out, conflict itself does 

not create tension. Rather, as she suggests, tension is produced by introducing 

'constraints' which inhibit or preclude "the expression of crude conflict or emotion" 

(O'Neill, 1988a:5). When this occurs the spectator or participant is more likely to focus 

on the impact of the conflict. States (1971 :23-24) makes similar claims about the impact 



of tension claiming that it is linked to the production of instability on human behaviour 

and relationships. He claims that to understand this we need to consider the effect the 

conflict or instability has on human passion and interest. 

Identity, Power And Control 
ONeill(1988a:3) claims that the "truth" discovered by spectators or participants as they 

respond to the drama relates to the notion of identity. Following Abbs (1982:33) she 

claims: 

... the great questions of our times with which art must engage are to do with 

identity and community ... the need to be and the need to belong (O'Neill, 

1988a:3). 

O'Toole (1 992: 149) also draws on the work of Abbs and ONeill but goes further. He 

claims that humans respond emotionally to the gap between the urge and its fulfilment 

because they have an inherent desire to "create and assert identity [and] to exert control 

over the communal situation" (O'Toole 1 992: 1 50). In O'Toole's theory, the operation of 

dramatic tension is linked to human desire to exert power and control. This presumption 

that all humans have an innate desire to exert control over the communal situation has 

been challenged by a number of writers including French (1981) and Friedan (1989). 

Both relate such claims to a concept of male identity which they argue is not necessarily 

common to all. As Friedan says: 

..traditional narrative structure re-enacts and dramatizes the male's struggle and 

search for identity, which is to say, his process of socialisation. Thus the 

movement of a subject (hero) desiring (con) quest of an object (princess) 

symbolically inscribes narrative with positions of specifically male desire 

(Friedan 1989: 184). 

O'Toole's (1992: 150) claim regarding the relation of dramatic tension to power and 

control emerges fiom a study of classical Greek practice. In Greek tragedy the hero is 

destroyed. The tension is created by the questions the action raises as heroes pursue 

their goals and is resolved as the answers confirm human powerlessness. In Classical 

Greek Comedy, similar questions are raised in the audience, but the work answers the 

questions, closing the gap between the urge for power and control and its denial in a 
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way that offers the audience a sense of comfort and security. Although the notion of an 

ordered world to which all humans simultaneously respond has been questioned by a 

number of contemporary theorists (e.g. see Kristeva in Sellers, 1990: 84; Lather 1991 :5; 

Lyotard 1984:37; Poster 1984: 154; Walder 1992:346), O'Toole says the answers 

simultaneously satisfy and affirm an ordered world. 

Emotional Engagement And Changed 

Understanding 

As spectators and participants experience the drama, two worlds (that of the drama and 

their real world existence) are held in the mind simultaneously. Bolton suggests that 

because we hold these two understandings (at least subconsciously) in our minds as we 

respond to the drama we are immediately focused towards making generalisations of 

our understanding. He suggests that participants and spectators cease to focus on the 

particular of the event. Similar to Heathcote (Wagner 1979: 76), Bolton (1 984: 144- 145) 

uses the terms "the universal" and "the particular" as he describes this, claiming that our 

response is ftrst personal thus particular. He recognises this as being culturally 

determined. He claims we make generalisations of specific experiences as we read them 

against our understanding of all such experience. Bolton describes the conclusions 

drawn as universals. 

Without some link being made between real life and the events of the drama, the 

spectator would make no meaning of the event. Although many writers have questioned 

the notion of "universal meaning" (e.g. see Kristeva in Sellers, 1990: 84; Lather 1991 :5; 

Lyotard 1984:37; Nicholson 1995:23; Poster 1984: 154; Simons 1998; Walder 

1992:346) there must be a balance between making associations with meaning in the 

real world and engaging in the fictitiousness of the event. As Koestler (1975:296) 

asserts, dramatic conflict always reveals some paradox that is latent in the mind of the 

spectator. For this same reason, Dawson (1970:41) claims that drama can only exist 

somewhere "between the two poles of complete sympathetic identification and complete 

detachment". A vicarious response to the event of the drama requires some form of 

identificatory rapport to occur. 



While agreeing that identificatory rapport is essential, Boal's (1995:42-46) use of the 

term 'metaxis' indicates a different position fiom Dawson. According to the Liddell- 

Scott-Jones Lexicon of Classical Greek (1999), the word 'metaxis' is derived fiom the 

writings of Homer, Aristophanes, Aristotle and Plato. In all these texts, 'metaxis' means 

'betwixt and between'. Different contemporary writers adopt different perspectives 

regarding the term. Boal, for instance, claims that 'metaxis' occurs when the participants 

(spect-actors) belong to the world of the drama and of their own real-life oppression, 

simultaneously and "utterly and completely" (Boal, 1995:43). He defines 'metaxis' as 

"the state of belonging completely and simultaneously to two different autonomous 

worlds: the image of reality and the reality of the image". An important factor in Boal's 

concept of 'metaxis' is that the participant has created both. 

While Bolton (1984: 162) uses the term 'metaxis' to refer to the phenomena of the 

participant holding the two worlds in the mind simultaneously regardless of the specific 

response, O'Toole's (1 992: 166-1 70) use of this term is different again. Bod argues that 

there is no vicarious identificatory rapport when 'metaxis' occurs. In O'Toole's 

understanding, 'metaxis' arises as tension when the vicarious identificatory rapport 

occurs in such a way that the events in the real world are highlighted and questioned by 

emotional response to a paradox in the fictional world. When this occurs, it is the gap 

between the real and fictional and the participant's response to this gap which sparks the 

significant emotional and intellectual response. For O'Toole (1992: 169) 'tension of 

metaxis' is created "by dissonance of the fictional event within the real context". 

Beckerman (197057) suggests this occurs because there is a contrast between the 

illusion and its referent simultaneously contained in the spectator's imagination. No 

such contrast is present in Boal's concept. In this thesis, 'metaxis' is defined as the 

tension created when there is a disjunction between the way participants or spectators 

respond to the drama and the way they would normally respond to a similar 'real life' 

event - but only if they are movedlaffected by the discrepancy itself. 



Although not sharing identical perspectives, Boa1 and O'Toole indicate the potential 

power of 'metaxis' to offer opportunities for new understanding to emerge. Bolton's 

claim regarding the metaphoric nature of drama supports this: 

Drama is metaphor. Its meaning lies not in the actual context nor in the fictitious 

one, but in the dialectic set up between the two (Bolton, 1979: 128). 

Lawrence (1981:24) claims there are three levels of meaning where a change of 

understanding might occur in response to drama. The first, he suggests is contextual and 

surface level. Like Bolton (1984: 144-145), he suggests that the second involves a 

change of understanding at a universal level. For Lawrence, the third level involves 

personal change of understanding. He suggests that at the concrete, surface level we 

gain objective facts; at the universal level (which he claims is abstracted and shared by 

the participants) we gain universal concepts beyond the immediate context of the 

specific event; the third level involves a change in individual personal meaning 

(Lawrence, 1981:25). For him, this occurs because the participant draws on past feeling 

experiences to make associations with the universal meanings developed at the above 

level. Although Lawrence's claims regarding the universal nature of experience are 

problematic, his assertions regarding the link between emotional engagement and 

changed awareness seem plausible. According to Lawrence (1981:25), real change in 

understanding can only happen if the spectator or participant is engaged at a personal 

'feeling' level. He claims that "without endeavour to engage this 'feeling' level of 

experience, any change in understanding will be largely cognitive in nature, or may not 

be possible to achieve at all". 

Similar to Lawrence's claim, Brecht, while rejecting the evocation of empathy, 

encouraged the engagement of feeling in theatre. In the Short Organum, he wrote, 

We need a type of theatre which not only releases the feelings, insights and 

impulses possible within the particular historical field of human relations in 

which the action takes place, but employs and encourages those thoughts and 

feelings which help transform the field itself (Brecht 1948:85). 



Brecht did not reject emotion (as often thought) but rather, like Boa1 (1995:42-46) 

rejected evocation of empathy6. 

Koestler also suggests that a spectator must be engaged at a feeling level if new 

awareness or understanding is to emerge. His analysis of how new awareness and 

understanding is created appears similar to that of Lawrence (1 98 1). Koestler (1 975:63) 

suggests that after spectators' feelings are engaged in a certain way, they become aware 

that their own excitement is 'unreasonable'. He suggests this latter awareness induces 

self-criticism. Spectators are able to see themselves from the outside. In the process of 

engaging this critical feeling response there is a process of bi-sociation. New meaning 

emerges as the result of the spectator or participant bi-sociating subjective experience 

with an apparently objective fiame of reference. 

If new understanding or awareness is to develop, the mental and emotional energies of 

the participants or spectators must be engaged. The purpose is to not to encourage 

emotional experience for its own sake, but for the potential to bring to living 

consciousness the experience in a new way that becomes unified and total in the mind 

of the spectator. As Bentley (196553154) claimed, art is not a matter of cognition but of 

re-cognition. "..it does not tell you anything you didn't know.. . it tells you something 

you know and makes you realize". 

For new understanding or awareness to emerge, the perception of the object must be 

transferred to a new perception. If the transfer to a new perception is to occur, then the 

experience of the object must be encouraged to happen in such a way that reflection is 

induced. Dewey (1973:536) explains the process. Humans live in a constant state of flux 

moving between discord and harmony with the environment. As life is conducted, 

people continually become conscious of a loss of integrationlharmony or perhaps an 

impending loss of integrationlharmony. Emotion is the conscious sign that a loss of 

harmony or an impending loss of harmony has been recognised. If this sense of discord 

is not allowed to merely wash over us it has the potential to produce reflection. If in the 

See Ben Chaim (1984:25-26) and Willett (1964: 145). 



process of reflection, the response to the discord is a desire to restore harmony, emotion 

is converted into an interest in "objects as the realization of harmony." If harmony is 

then realised in this way, the observer incorporates the material of reflection into the 

objects or initial situations as their meaning. 

The keen spectator or participant savors the mental and emotional attunement offered by 

the experience of the drama. Dewey cites Coleridge to claim: 

The reader should be carried forward, not merely or chiefly by the mechanical 

impulse of curiosity, not by a restless desire to arrive at a final solution, but by 

the pleasurable activity of the journey itself (in Dewey 1973:528). 

The purpose of the spectator/participant is not to rush to the end but to be held in a 

relationship to the work as the work is experienced. 

Shklovsky (1917 in Lemon & Reis 1965: 11) expresses a similar belief. He felt that in 

daily life, human response was habitual, constantly retreating into the unconscious and 

automatic. He noted that people left statements unfinished and replaced things with the 

simplest symbols attaching these simple symbols to the concept and ignoring firther 

thought about the problem and concept itself. In this process, easy conclusions are 

drawn and the conclusions wash over us in a shallow and meaningless way. The event is 

soon forgotten. For him, the purpose of art is to offer an opportunity to recover this lost 

aspect of life. As he claims, "Art exists that one may recover the sensation of life; it 

exists to make one feel things, to make the stone stony" (Shklovsky 1917: 12). 

Barthes (1990: 14) also refers to this notion when he differentiates the text of bliss and 

that of pleasure. For him the text of pleasure raises no questions and confirms rather 

than challenges. Pleasure is reflected by response which includes feelings of fulfillment, 

euphoria and contentment. In such a text, the spectator does not have to consciously 

control the response. The body (and mind) react of their own accord. In his words, the 

work is "devoured". No deep processing is required. The response is immediately felt 

and understood and thus may be expressed in words (Barthes, 1990:20). Similarly, 

O'Toole (1992: 169/170) refers to drama which "provides the missing clause" claiming, 

"it presumably just takes its place in the network of ritual reassurance and redress which 



maintains the status quo". Boa1 (1979: 155) describes this as "the poetics of oppression". 

The text of the playwright who raises questions in the spectators and then answers them 

for them is unlikely to offer opportunity for new meaning to emerge. Readers and 

spectators must be engaged in such a way that they are involved in working out 

solutions (Iser, 1978:48). Iser refers to this as participation in the text rather than 

contemplation of it. Dawson (1970:3 1) and O'Toole refer to this as partially unresolved 

tension. Texts which do not induce participation lack the resistance necessary to induce 

reflection. The incorporation of resistance in a work of art is an invitation to reflection 

(Dewey 1973563). The process of reflection offers the possibility of the emergence of 

new meaning. 

If new meaning is to emerge, the fiction must be sublimated in the mind of the spectator 

or participant. Connection must be made between the spectator'slparticipant's own 

mental and emotional life and that of the art work. For this to occur, the art work must 

point to something beyond itself in the mind of the beholder (Koestler, 1975:368). In 

such a process, spectators or participants recognise a general pattern and make 

connections between this and some need or question in their real intellectual and 

emotional lives. In this way, Beckerman (1970: 134) claims that the drama and the 

experience of the drama are brought into an "imaginative harmony". Beckerman refers 

to this as "heightened living" and claims it can only occur if the fiction is sublimated in 

the mind of the spectator. 

For Koestler, making a connection between one's own life and that of the art work 

involves a similar process which, as mentioned earlier, he refers to as bi-sociation. Bi- 

sociation is the juxtaposition of two concepts or perhaps images or metaphors to create 

a new concept, image, or metaphor in the mind of the spectator or participant. The 

process of bi-sociation does not guarantee the emergence of new meaning. The manner 

in which different matrices are bi-sociated will influence the result. Koestler (1975:45) 

suggests that laughter results fiom the collision of the matrices, while intellectual 

synthesis involves afirsion of the matrices and aesthetic experience is evoked by 

confrontation of the matrices. While the same pair of matrices can produce different 



effects in different spectators/participants, the act of bi-sociation potentially offers 

opportunity for new meaning to emerge. 

The art work itself must encourage the processes I have described. By using dramatic 

and literary devices the artist forms the material in such a way that moments of tension 

and resistance are created in the work. For Dewey (in Preminger, 1974:846) "the 

existence of resistance defines the place of intelligence in the production of a work of 

art". Similarly, Shklovsky (1917: 12) claims that the technique of art is to make objects 

unfamiliar, to make forms difficult, to increase the difficulty and length of perception 

because the process of perception is an end in itself and must be prolonged. By creating 

dramatic tension in the work, the artist offers opportunities to move the engagement of 

the spectatorfparticipant fiom the perception of things as they are immediately and 

ordinarily known to a new perception. 

Conclusion 
Several theories regarding the nature of dramatic tension have been briefly discussed. 

Two key positions emerge. Both draw association between emotional experience and 

the operation of dramatic tension. In one, tension is related directly to the experience of 

the characters in the drama. Significant to this is the premise that spectators and 

participants identie directly with the characters and undergo similar emotional response 

as they are presumed to be experiencing. In this theory, (fiom which the term 'tension of 

intimacy' emerges) tension is said to arise as characters pursue goals and meet resistance 

to their purposes. The disposition of the individual characters and the nature of the 

situations in which they find themselves are thought to be significant in creating the 

specific emotional response. 

The other position discussed views tension as a direct experience of participants or 

spectators as they respond emotionally to the perception of contrast. That contrast can 

either be contained within the work or between the 'real world' and the dramatic. If 

'tension of intimacy' is created in this way, then presumably the term 'intimacy' applies 

to the nature of the experience of the spectator or participant as they respond to the 

drama. 



Both positions indicate a need to M h e r  consider the nature of intimacy before 

beginning to work as a playwright. The first approach raises a number of other 

questions including: Are some characters more likely than others to experience 

intimacy? Is there a character type with a disposition towards intimacy? In what 

situations is a character more likely to experience intimacy? If tension arises in the gap 

between the character's goal and its accomplishment, what goal does one have when 

intimacy is operating? Is it really a voluntary experience? Can characters experience 

intimacy when they have not consciously planned to engage in it? Do people desire to 

exert power and control over the communal situation as they simultaneously experience 

intimacy? 

Further questions regarding the nature of intimacy are raised for me as I consider the 

potential link between the experience of dramatic tension and the emergence of new 

knowledge or understanding. What is the link between the two? What are the necessary 

conditions that this might occur? The theories discussed here indicate that such an 

occurrence is dependent on the consciousness of the spectator or participant. Therefore, 

as well as experiencing emotional arousal (though not necessarily empathy) participants 

and spectators must undergo some form of identificatory process. The work must induce 

at least a subconscious awareness of past experience and/or feelings. This past 

knowledge is then juxtaposed against the feelingdexperience of the present moment to 

produce a new awareness. The writers discussed in this chapter suggest links between 

the experience of tension and this occurrence. Most often the link that is drawn relates 

to the presence of 'moments of resistance' in the work which serve to delay the action 

and prolong the experience. Can the experience of intimacy potentially offer such 

opportunity? Is there a link between 'tension of metaxis' (as I use the term) and 'tension 

of intimacy'? Further understanding of the nature of intimacy is clearly indicated before 

I can begin to answer these questions and in the following chapter, this aspect is 

discussed. 



CHAPTER FOUR 

THE NAT OF INTIMACY 

In Chapter Three, the premises informing O'Toole's naming of different types of 

dramatic tension were briefly discussed. Considering Ryle's and O'Toole's theories 

together indicated that 'tensions of relationship' (including intimacy) were named 

according to the nature of the fictional situation causing the apparent emotional 

response of the characters. Ethis is the case, what is intimacy? What is 'tension of 

intimacy'? What situations offer opportunities for the experience of intimacy? Further 

questions were raised regarding the potential relationship of 'tension of intimacy' and 

the emergence of new knowledge for the participant or spectator of the drama. In an 

attempt to answer these questions, I turned to consider the literature regarding intimacy. 

The term intimacy derives from the Latin intima meaning innermost. As Malone and 

Malone (1987: 19) point out, our grammatical use of the word intimate varies its 

meaning. As a noun it might describe a close friend, as a verb it means to hint at or 

make known indirectly and as an adjective means personal, private, detailed, deep or 

innermost. It is often applied euphemistically to sexual relations. The broad use of the 

term also gives rise to a range of conflicting theoretical arguments concerning its nature. 

Although Richard Sennett (1974) probably offers the most well known discussion of 

intimacy in fie FUZZ of Public Man, a different articulation of intimacy is offered by 

Patrick and Thomas Malone (1987) in The Art of Intimacy. The Malone theory, 

developed from their work in existential psychiatry and apparently influenced by Martin 

Buber's I and Thou (1970), explicitly separates the concepts of intimacy and closeness. 

Other key writers including Sennett (1974) and Dowrick (1993) do not make this 

distinction. Furthermore, many of the aspects of experience Sennett associates with 

intimacy, Malone and Malone associate with closeness. The differences are definitional. 

Reflection on personal'experience of intimacy also indicated a need to separate these 
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two concepts. For this reason, Malone and Malone's theory of intimacy was found more 

pertinent and forms the basis of discussion in this thesis. 

The term intimacy does not name emotional response though it might contain it. For 

Malone and Malone (1 987:7), intimacy is the sense of connectivity between parts. Like 

Buber (1970) and Jourard and Landsman (1980:95), they suggest that this sense of 

connectivity is a basic dimension of human reality occurring not only between humans 

but also in science, astronomy and the animal world. Perhaps it can also occur as 

humans connect with an art work. For them it is not an intellectual or social construct. 

They claim it is false to equate intimacy with sentimentality or romanticism. For 

Malone and Malone (1987:3), intimacy names a dyadic relationship where the two parts 

operate in balance. 

Other writers take different positions on the nature of intimacy. Russell Meares (1997) 

links intimacy to secrecy and claims it can only be present in human-to-human 

relationships. He suggests that humans learn to be intimate, not as babies, but when they 

are about four years old as they learn the nature of a secret. He suggests that when we 

learn that we have thoughts inside us that are ours alone, we also learn we have 

something to share. For him, this is the basis of intimacy. For this same reason, Jane 

Goodall (see Meares, 1997) claimed that chimpanzees did not have the capacity for 

intimacy and declared that intimacy could only be experienced by humans. 

According to Malone and Malone (1987: 17), intima, being the innermost part of 

ourselves, contains "our most profound feelings, our enduring motivations, our sense of 

right and wrong, and our most embedded convictions about truth and beauty". It also 

contains the behaviour which expresses these aspects of the Self: While some might 

interpret this as "soul", these writers suggest that it is not. Rather they describe it as 

participation in the soul experience. For them soul is unconscious requiring no closeness 

or accommodation. Thus they claim that intimacy acts as a bridge between reality and 

the soul. 

To explain their theory regarding intimacy, Malone and Malone (1987:32-38) elaborate 



concepts of I, Me and Self. In their theory, I is subject. Me is object. I experiences. 

Experiences happen to Me. In this differentiation of the two positions, one acts and the 

other accepts the encounter. For example, the child who loudly demands, "I want ..." is 

adopting an I (subject) position. The person who declares, "Nobody ever thinks about 

me.." is adopting a Me (object) position. For Malone and Malone, the integration of I 

and Me creates Self. Further, they claim that when Selfis experienced in intimacy I 

becomes more aware and Me becomes more sensitive. 

Buber's theory, though not identical, appears similar. In a new translation of I and nou,  

Walter Kaufmann (Buber, 1970: 12-48) introduces Buber's theories with a classification 

and discussion of different ways-of-being. In Buber's theory, the terms I-I, I-It, It-It, 

We-We, Us-7hem and I-irhou (or I-You in the new translation) are used to name the 

different ways of being-in-the-world. In an encounter where communication between 

two humans is attempted I-I might be recognised when a person uses words in a way 

that indicates that communication is a one way message &om the communicator 

(Kaufmann in Buber 1970: 12). Malone and Malone discuss this concept as dominant I. 

I-It is indicated when people see others as enemies and so focus on themselves against 

the other. Here, the Me of Malone and Malone's theory is more likely to be dominant. 

The communication imbalance suggested by both also suggests an IMe imbalance 

similar to that suggested in Malone and Malone's theory. In Buber's theory, It-It 

emerges when people are consumed by their interest in the object of the activity. Here 

being engrossed is an end in itself Similar to Malone and Malone's theory which 

suggests that dominant I and dominant Me preclude the emergence of Self, none of 

these instances indicates a balance and integration of the IMe positions. This balance of 

IRMe producing Selfencountering the world is described by Buber as I-7120~ or I-You. 

Jourard and Landsman (1980) indicate that this balance is seen as the basis of healthy 

personality by a number of theorists including Coan (in Jourard and Landsman, 1980:9) 

and Maslow (in Jourard and Landsman, 1980:p6)'. Rollo May (196957-73) makes 

similar claims. 

' See also Maslow (1970: 149-180) 



For Malone and Malone this concept of SeIfis only experienced in intimacy. They 

suggest that the essence of intimacy is feeling closer to Self(which requires the 

integration of 1 and Me) while in a relationship with someone or something else 

(Malone and Malone 1987:49). This sits comfortably with the theory of Meares above. 

In learning the nature of the secret, the child engages in the process of integration of I 

and Me. 

Malone and Malone (1987: 19) claim the intimate experience involves being in touch 

with the real Seg A similar notion of a real or authentic self has been recognized by a 

number of key theorists working within the field of existential psychology (e.g. see 

Jourard and Landsman, 1980: 185-1 86; Maslow, 1969 & 1970; May, 1967) as well as 

writers such as Csikszentrnihalyi (1993: 14-15). Sennett (1974) critiques the value of 

authenticity which he regards as introspective. This is disputed by Malone and Malone 

who argue that as we experience intimacy, we do not have a sense of looking in at 

ourselves. For them, being in touch with the Selfinvolves neither introspection nor 

mediation. 

Dowrick (1 993 : 5 1) describes intimacy in human relationships differently. She draws on 

the work of Christopher Lasch (1979 and 1984) to suggest that intimacy is established 

in a relationship between two people when there is a "creative" tension between 

separation and union, between individuation and dependence. She suggests that each 

person in the intimate union recognises their need for and dependence on the other. 

Rather than submitting to these whims the person experiencing intimacy continues to 

recognise the other as separate. This differs from the Malone and Malone position 

because it suggests a degree of willed consciousness in human response to and control 

of the bond. Like Malone and Malone, Turner (1982:46) suggests a lack of volition. He 

too draws on Martin Buber's notion of I-Xhm claiming this dynamic only emerges when 

people intuitively move towards a freely chosen common goal. Furthermore, he claims 

that action is not initiated because a result of any kind is contemplated. The desire to 

satisfy personal outcomes is a major reason why Sennett (1974) critiques the value of 

intimacy. Turner, Malone and Malone, and Buber do not consider the desire to satisfy 

personal needs or interests a factor in this dynamic. 



Dowrick's description offered above is more likely to bear resemblance to Malone and 

Malone's (1987:38) definition of love which they say is formed by the union of intimacy 

and closeness. They go on to elaborate the qualities they associate with love and the 

qualities often cohsed  with intimacy but which they suggest are not. For them 

(Malone and Malone, 1987: 11/12) love is indicated by a unilateral relationship where 

one demands nothing of the other. There are no rewards beyond the experience. It is an 

unreasonable response evoking response in the other. Love tolerates neither hesitation 

nor reservation but rather demands total commitment to the other and acceptance of the 

other as they are. There is no concern with the response of the other. They suggest those 

sharing the bond of love feel a sense of shared identity and experience humility in 

recognition of being part of a greater whole. Aptly, they use John Donne's poem to 

express this: 

Love is a growing, or full constant light, 

And his first minute after noon, is night (Donne in Malone and Malone, 

1987: 15). 

If the qualities of love combine those of intimacy and those of closeness where are the 

boundaries? Which qualities belong to one and which to the other? Malone and Malone 

approach this problem in two ways. First, they identify feelings and meta-feelings 

(Malone and Malone, 1987:78) arguing that feelings are primary e.g. joy, elation, anger, 

sexuality, curiosity, fear. They describe meta-feelings as subjective states occurring in 

response to primary feelings. Here they list guilt, consideration, embarrassment, 

modesty, politeness. While these might be labelled as meta-feelings, all appear to 

describe learned behaviour. Perhaps it is the incorporation of learned response which 

indicates the presence of closeness rather than intimacy. If one accepts that the presence 

of intimacy is indicated by primary feeling response and that learned responses are 

aspects of closeness, then many of Dowrick's (1 993 : 50) and Sennett's (1 974) assertions 

relate to closeness rather than intimacy. Certainly Dowrick's suggestion that in intimacy 

we care about what someone else feels suggests closeness and meta-feeling. Intimacy, 

according to Malone and Malone, involves primary feeling response. 



Sennett (1974:220) articulates two defining characteristics of an intimate society. The 

first is narcissism which he defines as, "the search for gratification of the self which at 

the same time prevents that gratification from occurring". The second is gemeinschafl 

which is a sense of community where people share full and open emotional 

communication with each other. While the second might be present in intimacy, as 

defined by Malone and Malone, the first is not. Following Malone and Malone's 

defining characteristics of intimacy and closeness, it is more likely that Sennett 

describes and argues against a 'close' society rather than an intimate one. Although he 

does not recognise the closeness/intimacy separation, he articulates this himself 

The reigning belief today is that closeness between persons is a moral good. The 

reigning aspiration today is to develop individual personality through 

experiences of closeness and warmth with others. The reigning myth today is 

that the evils of society can all be understood as evils of impersonality, 

alienation and coldness. The sum of these three is an ideology of intimacy 

(Sennett 1974:259). 

Although Sennett and Malone and Malone appear to offer opposing arguments they in 

fact argue the same case. The differences, as I have already mentioned, are definitional. 

The evils Sennett attributes to intimacy are aspects, not of intimacy but of closeness in 

Malone and Malone's definition. The problems of intimacy identified by Sennett are the 

problems of closeness recognised by Malone and Malone. 

Malone and Malone suggest that by identifying situations where the closeness aspect 

has been reduced, the defining characteristics of intimacy are easier to identify. The 

situations they suggest contain reduced closeness include human experience as people 

relate to strangers or as they respond to the object world. Not only this, but Malone and 

Malone (1987:49) suggest that it is easier to experience intimacy in relation with an 

object than with another person and also easier with a stranger rather than someone who 

is close. Sennett's arguments support this claim. So too do the assertions of Jourard and 

Landsman (1980:270). The Malones and Sennett suggest this happens because personal 

knowledge interferes with intimacy. Jourard and Landsman speculate that it occurs 

because there are no apparent consequences of disclosure and revelation between 

strangers. If knowledge is used to increase closeness, intimacy is less available. 

67 



Sennett (1 974: 15) himself recognised this problem of closeness, claiming, "Human 

beings need to have distance fiom intimate observation by others in order to feel 

sociable". He goes on to argue that the more people feel isolated by their silence in the 

very public shared spaces we inhabit the more they compensate in their private lives, 

"by baring themselves to those with whom [they want] to make contact". Intimacy is 

less likely when one consciously attempts to become close in this way. 

The Defining Characteristics Of Intimacy 

Whereas Sennett (1974:220) defines narcissism and gemeinschaft as the defining 

characteristics of intimacy, Malone and Malone (19875 1) define them as connection, 

animation and creativity. In this thesis a similar (though not identical) position to that of 

Malone and Malone is adopted. Here, connection, animation and heightened awareness2 

are deemed to be the defining characteristics. 

A greater sense of connection is experienced because both I and Me positions are 

illuminated when Selfis experienced in intimacy (Malone and Malone, 1987:55). As 

previously mentioned, I becomes more aware. Me becomes more sensitive. Knowledge 

of the greater universe, normally unavailable to either the I or Me positions alone, is 

increased. Although Dowrick (1953:50) also describes a sense of connection present in 

intimate relationships, her description is quite different. For her, increased connection 

is an increased closeness and relates to the fact that people experiencing intimacy feel 

that they know what someone else is feeling and believe that what they are feeling is 

also known by the other. This process is referred to as mirroring (Kohut, 1971 in 

Dowrick, 1993:50) or attunement, "the confirmation that what I am feeling you can 

know" (Stern, 1985 in Dowrick, 1993: 50). Sennett points out the danger of such 

presumption in a society which has conflated private and public images. When the 

Australian public judged Lindy Chamberlain to be guilty of murder, the public 

The term 'creativity' carries broad potential meaning depending on the theoretical perspective of the 

writerlreader. For this reason, 'heightened awareness', which carries similar meaning to that intended by 

Malone and Malone, is used. 
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presumption of guilt was based on an interpretation of what was presumed to be her 

private and thus authentic self The public felt that they knew both what she felt and 

ought to feel. The sense of connection described by Malone and Malone does not imply 

mirroring or authenticity in this way. Rather, it bears more resemblance to Buber's 

understanding of I-Thou as a way of experiencing the world. 

The sense of connection experienced in intimacy is not limited to human relationships 

but might also be experienced in relation to the Universe (Malone and Malone, 

198752). A person might experience intimacy while sitting on a mountain or looking 

out to sea. There appears to be a close resemblance between this description and what is 

variously described as an aesthetic moment and what Csikszentmihalyi (1993: 178-179) 

describes as a characteristic of flow. In suggesting creativity as a component of 

intimacy, Malone and Malone say that in such experience, the object recedes in our 

consciousness and the experience of the object ascends. This is similar to Buber's claim 

that I-Thou becomes possible when I becomes conscious of itself as subjectivity without 

any object. It is also similar to Dewey's (1973:540) discussion of heightened vitality or 

awareness. In this thesis, the term 'heightened awareness' rather than 'creativity' is used 

to describe the third defining characteristic of intimacy. 

The sense of connection experienced in intimacy causes greater spirit or energy. The 

term animation derives fiom the Latin 'animal meaning spirit. Malone and Malone 

(1987:63) suggest that increased energy also increases our capacity to be different. For 

them, heightened awareness is an outcome of animation. They suggest that it enables 

people to think, feel or do something they have never felt, thought or done before. In 

conclusion, they suggest that, "awareness of me when I am close to another enables me 

to change'' (Malone and Malone, 1987:62). They go on to suggest that intimacy allows 

us to break out of the cycle of being addicted to familiarity. To support this claim they 

cite studies of brain function which indicate that human tendency is to prefer what is 

already known and to seek information to confirm that knowledge. They claim, 

"intimacy is what allows us to avoid the danger of searching for the perfection of 

familiarity"(Ma1one and Malone, 1987: 62). 



The Qualities Of Intimacy 
In addition to the defining characteristics of intimacy discussed above, Malone and 

Malone (1987:267-271) identify the primary areas of consciousness of Selfwhich 

appear to be operative in the experience of intimacy. Furthermore, they claim that 

intimacy is more likely if opportunities to experience these qualities are increased. In 

this thesis, the primary areas of consciousness of Self - free choice, personal integrity, 

acceptance, personal surrender, self-responsibility, attentiveness, presence, risk-taking, 

participation and systemic detachment, and playkl engagement3 - are identified as the 

qualities of intimacy. Each is briefly explained in the following section. 

Free choice 

The first quality which must be present in the experience of intimacy is free choice 

(Malone and Malone, 1987:267). If intimacy characterises the relation between two 

humans then each must choose to be with the other at this moment. In moments of 

extreme outside adversity people often experience this desire to be with another. The 

way people may bond with each other in situations of disaster illustrates this. The 

situation releases people from the normal conventions of behaviour and permits the 

freedom to be intimate in the moment. Jourard noted: 

An encounter with death hnctions as an invitation for many people to live more 

decisively, more intensively and more authentically (Jourard and Landsman, 

1980: 185-6). 

Perhaps such situations encourage the removal of the masks of manners and other 

rituals of politeness which Sennett (1 974: 15) suggests characterise the impersonal 

relationships experienced in public life and inhibit the development of intimate 

relationships. 

One reader, responding to an earlier draft of this thesis, asked if there was a relationship 

between the way people might experience intimacy in extreme situations of outside 

adversity and what occurs in the Stockholm Syndrome. The 'Stockholm Syndrome' 

3 These qualities draw from (but are not identical to) those suggested by Malone and Malone (1987). 
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describes the bond that can arise between captor and captive (or abuser and abused). It 

was first used to describe the phenomenon of a woman (in Stockholm) who bonded 

emotionally to a robber when he held her hostage in a bank for six days. Currently, the 

term is applied to situations of domestic abuse. The sense of attachment occurring in 

intimate situations (as defined here) is not the same as that which occurs in the 

Stockholm Syndrome which is characterised by a lack of fiee choice and an imbalance 

of power (Martinez, 1991). In the Stockholm Syndrome, people do not learn that the 

outcomes of their lives are ultimately their responsibility. Free-choice is a necessary 

requirement for the experience of intimacy. The notions of commitment implied in 

Csikszentrnihalyi's (1 993, 1996) descriptions of flow, Maslow's (1 970) concept of self- 

actualizing experience, Coan's (in Jourard and Landsman, 1980: 9) optimal self and 

Jourard's (Jourard and Landsman, 1980:205-207) real self, bear similarity to the concept 

of free choice as described here and indicate a potential relationship between these 

various concepts and the nature of intimacy. 

Personal integrity, acceptance and personal surrender 

Personal integrity involves a willingness and ability to withhold self-judgement. 

Acceptance involves a willingness and ability to withhold judgement of the other. 

Personal surrender involves a willingness and ability to give oneself to the moment. 

These qualities, present in the experience of intimacy, relate to a lack of censorship 

(Malone and Malone, 1987:267). The presence of censorship in a close society is 

critiqued by Sennett (1974: 153) who recognises that "self-consciousness about being 

different inhibits the spontaneity of expression". Malone and Malone point out there can 

be no censorship of the self or of the other in an intimate relationship. People 

experiencing intimacy accept not only the other for who and what they are without 

judgement but also offer themselves totally, as they are. Jourard and Landsman (1980:6) 

describe this as a quality of the real-self which does not "repress entire dimensions of 

experiencing". Again this is recognised by Maslow (1 970: 155) as a quality of self- 

actualizing experience. People who are able to operate in this way experience less shock 

regarding the behaviour of others and less personal shame regarding their own 

behaviour. Dowrick (1 993 : 196) also implies a lack of censorship claiming: "It is not 

possible to be intimate without also relinquishing the desire to control and be 



controlled". This acceptance occurs for both people experiencing the intimate state. The 

relational state of being must be and must remain simultaneous. If either attempts to 

control or cause the other to be a particular way, intimacy is no longer available. 

As previously mentioned, Malone and Malone (1 987: 78) suggest that the sense of 

acceptance associated with intimacy has no meta-feelings associated with it. You do not 

for instance feel good, you just feel accepting. Furthermore, they argue that acceptance 

should not be confbsed with a feeling that one understands or belongs because both 

involve meta-feelings. These latter belong to closeness not intimacy. For them, 

acceptance is timeless whereas closeness is temporal. 

Self-responsibility 

Although I have used a situation of extreme outside adversity or danger to illustrate the 

way individuals sharing intimacy might choose to be themselves in the moment they 

share, Malone and Malone (1987:268) argue that there can be no dependent feelings 

simultaneously present. This is another reason for classifying Sennett's argument as 

being against closeness. He claims that the need to belong and find a sense of 

communal identity and the presence of narcissism with its accompanying search for 

gratification from others are defining features of an intimate society (Sennett, 

1974:220). His arguments suggest the presence of dependent feeling which is a 

characteristic of a close society. Those experiencing intimacy feel totally responsible for 

themselves. Similar recognition of autonomy is present in the theories of Maslow and 

Coan (in Jourard and Landsman, 1980:6/9). Maslow (1 970: 160- 162) claims that self- 

actualizing people, rather than being dependent on others, tend to enjoy solitude. 

Attentiveness 

A sixth quality identified by Malone and Malone (1987:268) is attentiveness. They 

suggest that intimacy is always characterised by an openness to hear and to see. Focus is 

on the experience itself as it is occurring rather than feeling a need to respond. Jourard 

also recognises this as a quality of authentic self : the person welcomes and explores the 

opportunities and challenges afforded by each situation (Jourard and Landsman, 

1980:261). Similarly Maslow (1970: 171) suggests this as a quality of the self- 



actualising person, claiming that there is a continued freshness of appreciation and an 

ability to see the unique in commonplace experience. 

By remaining open in this way, the person experiencing intimacy also takes risks. The 

risk-taking occurring in the experience of intimacy involves being willing to not know, 

to let go of preconceptions. Dowrick (1993: 183) supports the idea that risk-taking is a 

quality of intimacy adding that we also risk being changed by the experience of tuning 

into someone else's reality. 

Presence 

A M h e r  quality of intimacy is presence. Malone and Malone (1987:269) assert that 

when intimacy is experienced, there is no concern for the fbture or the past. Focus is 

totally on the here and now of the experience. Maslow (1970:226) suggests that 

presence in response to art is often manifest in an inability to describe the experience as 

it is occurring. Csikszentmihalyi (1993: 178/179) writes about a similar phenomenon 

recognised in the experience of flow claiming that, "action and awareness merge into a 

single focus". 

Participation and systemic detachment 

For intimacy to occur one must experience a sense of participation while maintaining 

systemic detachment. Drawing on General System Theory, Malone and Malone 

(1987:49) suggest that all humans have a sense of participation in a system; the system 

itself always being greater than the sum of its parts. When systemic detachment is 

maintained, a sense of commonality and an increased understanding of difference can 

potentially be produced in members of the system. Malone and Malone (1987:269) 

claim that "the ordinariness of our similarities allows us to share our ordinary 

differences. Such sharing of difference is intimacy". 

This sense of participation is central to Koestler's (197554) notion of participatory 

emotion or self-transcending tendencies. He suggests that when the self is experienced 

as part of a larger whole, our sense of participation, identification and belonging are 



increased. Similar to Malone and Malone's earlier suggestion that the bond of intimacy 

might occur between humans and between people and objects, Koestler (1975:54) 

claims that the sense of participation may be with "Nature, God, mankind, Universal 

order, or the Anima Mundi; it may be an abstract idea, or a human bond with persons 

living, dead or imagined". 

Koestler suggests that the emotional states arising in such situations encourage the 

person experiencing them to "behave as a part of some real or imaginary entity which 

transcends, as it were, the boundaries of the individual self'. His discussion of the self- 

assertive class of emotion (Koestler, 1975:54) implies that integration of I and Me to 

create Self has not occurred because here, "the ego is experienced as a self contained 

whole and the ultimate value". In the latter class of emotion, the sense of participation is 

reduced. 

The negative impact of systemic attachment is one of the major factors of Sennett's 

(1974) critique of what he terrns an intimate society. Like Sennett, Malone and Malone 

(1987:49) suggest that systems tend to have the ability to capture members. But unlike 

Sennett, Malone and Malone assert that a system can be held together by either intimacy 

or closeness, or a combination of both. They claim that closeness in a system fosters 

socialization and civilization. For them, stability is often an outcome when a system is 

held together by closeness. The stability of such a community is probably based on 

hierarchical structures. Sennett (1974:261) argues that in such societies, maintaining the 

community oRen becomes an end in itself. 

Rather than the stability offered by a close system, intimacy in a system provides 

growth. In intimacy you are a member of a system but not a captive of it. This occurs 

because people experiencing intimacy maintain a sense of Selfwhile being members of 

the system. They remain aware of other parts of the system. Maslow (1 975: 167- 168) 

refers to this in his discussion of the democratic character structures present for self- 

actualising people. He claims that they make judgements based on a reading of 

individual characteristics rather than those emerging fiom membership of the group. 

The bond between the self and the system is reduced. Malone and Malone (1987:269) 



use the term naturalness to describe a reduction of such a bond. For them, being a 

natural self means being less a captive of the system of which we are part. In reality, it 

is likely that a system will only remain healthy if closeness and intimacy are balanced. 

Playful engagement 

In hrther explaining how (in the presence of intimacy) a person might be a member of a 

system without being a captive of the system, Malone and Malone (1987:270) draw on 

their understanding of the nature of playfulness. They claim that being playkl is the 

only way one can remain a self within a system. By being playfbl we avoid capture by 

the system. Sennett (1974:66) recognised that in a society that he termed intimate (but 

which I would call 'close' rather than intimate) humans lost "the capacity to play". 

Malone and Malone suggest that the reason being playful allows one to avoid capture 

by the system is that in play we share the spirit of the game. It is participation in this 

(rather than participation in the game) which becomes communal. For Malone and 

Malone, this form of engagement is central to the experience of intimacy. The sense of 

Selfencouraged by being playfbl in intimacy allows one to remain detached from the 

system while in a relationship offered by it. Furthermore, they suggest that intimacy 

allows us to know that we are not the system in which we participate. 

Flow, Communitas And Intimacy 
Several of the 'qualities of intimacy' (though not all) appear to be present in the 

experiences of flow and communitas as described by Turner (1982)4. There are also 

important resemblances between Malone and Malone's descriptions of intimacy and 

closeness and Koestler's (1975:297) description of the hypnotic effect which can be 

experienced by people in crowds. 

Whereas Turner's description of flow, similar to the concept of intimacy articulated 

here, appears to have no meta-feelings attached, communitas does. Communitas appears 

Earlier I have mentioned Csikszentmihalyi's (1990, 1993) use of the word "flow". Turner's definition is 

not identical. 
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to combine elements of closeness and intimacy. For Turner, flow (the experience of an 

individual) may be a component of communitas (experienced between or among 

individuals) or may be a way that structure is transformed into cornmunitas. Turner 

(1982:55-56) lists as the qualities of the nature of flow: holistic sensation; acting with 

total involvement; lack of conscious intervention; action follows action according to an 

internal logic; a unified flowing from one moment to the next; perception that we are in 

control of our actions; little distinction between self and environment, between stimulus 

and response, or between past, present and fUture. Turner's suggestion that there is little 

distinction between self and environment is the only possible apparent contradiction 

between flow and intimacy appearing in his list. I list this as a possible contradiction 

rather than a definite one because Malone and Malone's definition of Selfis perhaps 

more particular than that of Turner. If Turner is suggesting by this claim that individuals 

feel a sense of attunement with their environment when flow is experienced, then the 

existence of flow in the experience of intimacy is likely. 

As mentioned above, cornmunitas is experienced between or among individuals. Turner 

(1982:47) identifies three forms of communitas: spontaneous, ideological and 

normative. The first and the last of these appear relevant to a discussion of the nature of 

intimacy. Turner (1982:47/48) describes spontaneous communitas as a style of personal 

interaction. He claims it is deep rather than intense, occurring when compatible people 

"obtain a flash of lucid mutual understanding on the existential level". For him this 

produces a sense of endless power because those sharing the communitas feel that all 

problems, whether they be emotional or cognitive, can be resolved if the group 

maintains its ability to continue to see itself as "one entity". Turner describes this as 

inter-subjective illumination and as "essentially us". 

Turner's (1982:47/48) description of the nature of spontaneous communitas incorporates 

the type of qualities associated with connection as outlined in the Malone and Malone 

definition of intimacy. He suggests that persons experiencing spontaneous communitas 

relate directly to the other person(s) as they present themselves. There is no withholding 

of the self in this interaction. Like Malone and Malone who suggest the presence of 

systemic detachment, Turner (1982:44-48) argues that individuals who interact in 



spontaneous communitas are fieed fiom the constraints of culturally and structurally 

defined encumbrances (like role, status, reputation, class, caste, sex) of the larger 

system. Instead, he suggests that those sharing the spontaneous communitas "become 

totally absorbed into a single synchronized event" (Turner 1982: 48). 

Turner (1 98250) appears to imply that those sharing spontaneous communitas create a 

sub-system, which operates in a figure-ground position with the greater system. It is not 

clear whether Turner is suggesting that consciousness of Selfis lost in this process. If he 

is, then this differs fiom the Malone and Malone position which suggests that the 

individual experiencing intimacy remains conscious of the Selfwhile in a relationship 

with another. Turner (1 982:49-50) does suggest that there are inherent contradictions 

between spontaneous communitas and a marked structured system. For him, the impact 

of such a contradiction is that cleavage occurs amongst those sharing the communitas. 

The result is that sub-systems are formed within the communitas which can only 

continue in this way as long as the power dynamic between them remains balanced. For 

Turner, communitas is always temporary and often only momentary. He suggests that 

"the experience of communitas becomes the memory of communitas" (1982:46). 

Turner (1 982:49) describes normative communitas as 

... a perduring social system . . . a subculture or group which attempts to foster 

and maintain relationships of spontaneous communitas on a more or less 

permanent basis. 

In today's society, cults and fanatical religious groups are often bound by normative 

communitas. Within the communitas, notions of freedom, liberation and love may be 

valued but because such groups tend to feel threatened by the structural systems which 

surround them, strict rules and regulations designed to protect them against the outside 

world are often developed. Sennett's (1974) critique of contemporary "intimate society" 

is a critique of the normative communitas which he feels modem society has become. 

Within drama, the relationship forged by the two girls in the play, Daughters of Heaven5 

(Forster, 1992) potentially exemplifies such a structure. The rigidity of the rules of the 

5 This play is described further in Chapter Five. 



internal structure (their relationship) increase proportionally as external pressure to 

destroy the normative cornmunitas is experienced or perceived. W i l e  such a group may 

begin by sharing intimacy, the continuation of this is unlikely. It is somewhat of a catch- 

22. Ifthey do not behold their enemies (in the greater structural system), they will 

succumb to them, but by beholding their enemies and increasing their own structural 

rigidity, they become what they behold. 

Initially, such groups are often aroused to formation and participation by a single leader. 

Koestler (1975:297) recognises such behaviour when he describes the impact of 

political demagogues on fanatical and single minded crowds. Sennett (1974) too 

recognises the potential dangers inherent in society dominated by individual personality 

(p 238) and "fantasied common personality" (p 223). Does such a group share intimacy? 

Some of the qualities apparently common to the experience of intimacy and 

membership of such a group are free choice, lack of censorship of others within the 

same system (acceptance), presence and participation. There are also important 

differences. 

In intimacy, the sense of acceptance experienced has no meta-feeling attached. In a 

fanatical crowd, meta-feeling is far more likely. Using Malone and Malone's earlier 

differentiation of intimacy and closeness, it is more likely that members of such a 

crowd, similar to those experiencing normative communitas, feel a greater sense of 

closeness and a reduced sense of intimacy. It is likely that dependent feelings are 

associated with the experience. Furthermore, risk-taking is likely to be reduced within 

the sub-system. Unlike the experience of intimacy, people who participate in this way 

are members and captives of the system. Here, the sense of SeZfis reduced. While 

intimacy requires connection, animation and heightened awareness, this form of 

behaviour seems to be limited to connection. Here, and in the normative communitas, 

we might see the "tyranny" so despised by Sennett (1 974:338). 

Conclusion 

In this chapter I began to identify the nature of intimacy. I articulated the defining 

characteristics of intimacy as connection, animation and heightened awareness. 
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Furthermore, I asserted that intimacy is most likely to be experienced when 

opportunities to undergo the 'qualities of intimacy' are provided. These qualities include 

fiee choice, personal integrity, acceptance, personal surrender, self-responsibility, 

attentiveness, presence, risk-taking, participation and systemic detachment, and playfbl 

engagement. I therefore conclude that 'tension of intimacy' arises in response to a 

dramatic work as a particular experience of participants and spectators. Similar to real 

life experience, in drama it will be identified by the presence of the defining 

characteristics of intimacy - connection, animation and heightened awareness. In 

addition, I conclude that its presence is most likely to occur if the dramatic work offers 

opportunities for the 'qualities of intimacy' to be experienced. Following this, and 

having accepted the premise that participants and spectators identify directly with the 

characters in the fictional situation of the drama6 experiencing similar emotional 

response as they are presumed to undergo, I conclude that 'tension of intimacy' is most 

likely to be produced when characters experience the 'qualities of intimacy' as they 

interact together. The following table summarises these qualities. 

Table Two 

Qualities of intimacy 

This was discussed in the previous chapter. 

Free Choice 
Personal Integrity 

Acceptance 
Personal Surrender 

Self-Responsibility 

Attentiveness 

Presence 

Risk-Ta king 

Participation and 
Systemic 
Detachment 
Playful Engagement 

Each character must choose to be with the other. 
Both characters withhold self-judgement and self- 
censorship. 
Both characters totally accept the other without judgement. 
Both characters willingly accept the participation of the 
other in their sense of union. 
Both characters experience a feeling that they are totally and 
hlly responsible for themselves. 
Both characters are willing to be open - to hear, to see, to 
experience. 
Both characters exist in the here and now - experiencing 
total consciousness of now. 
Both characters are willing to let go of preconceptions; they 
risk being changed by the experience of tuning into someone 
else's sense of reality. 
Both characters maintain a sense of seIfwhile in the union 
offered by the intimacy. 

Both characters engage in the spirit of the relationship. 



Reflecting on this, I determined that if I was to create 'tension of intimacyf as a 

playwright, I would need to create fictional situations that offered the characters the 

opportunity of experiencing the 'qualities of intimacy' as they related to each other and 

their environment. As noted in the preceding chapter, the propensity or disposition of 

the characters and the situations in which they engage are likely to influence this. 

Theory discussed in this chapter indicates some situations that might offer opportunities 

for intimacy to be experienced between characters. These include (but are not limited 

to) those where personal knowledge between characters is reduced (e.g. between 

strangers) and where they share experience against an outside adversity. What other 

situations potentially offer such opportunity? This needs fbrther consideration before 

beginning to create myself. In the following chapter I attempt to extend this 

understanding by reflecting hrther on drama and personal experience. 



CHAPTER FIVE 

CTER RELATIONSHIPS 

AND FICTIONAL SITUATIONS 
In an attempt to develop my understanding of the nature of fictional situations which 

might be driven by a 'tension of intimacy' I began, not by attempting to create, but by 

considering my response to plays, scripts, stories, process dramas or segments of plays I 

had recently experienced. Although (as mentioned in the introduction) the play Vita!-a 

Fantasy (Hardy, 1991) had been significant in influencing my desire to begin the study, 

I found the distance of time made it very difficult to re-consider my response to it. I 

attempted working fiom the script (including accessing the director's annotated script) 

but still was unable to determine fiom this why the work had seemed so significant as I 

experienced it. Few of the plays I watched or read seemed to contain relationships 

characterised by a situation of intimacy. There were however three dramatic texts that 

were highly useful in the way they informed me at this stage. They were Summer of the 

Aliens (Nowra, 1992), Daughters of Heaven (Forster, 1992) and the process drama 

previously mentioned, 7he First Fleet. 'Tension of intimacy' was potentially inherent in 

the fictional context (as defined by O'Toole, 1992: 14) of each of these plays. In this 

chapter I will discuss these texts in detail to highlight the potential moments of intimacy 

within them. Following this I discuss Beckerman's (1970, 1990) concept of segments of 

action. This is extended by Wher  reflections (including reflections on personal 

experience) contemplated at this stage of the study. 

Reflecting On Dramatic Works 

The first play considered was Summer of the Aliens (Nowra, 1992). Although I did not 

see 'tension of intimacy' as the major source of tension throughout this text, I did believe 

that the relationship of Dulcie and Lewis in the first scene held this experience. In this 

scene, Dulcie and Lewis, both 14 years old, crouch in a gully. In the distance there is a 



shooting range. Lewis is peeling the sunburned skin from Dulcie's back. Their 

conversation flits from one concern to another as they offhandedly and naively 

comment on the world around them. It seemed a complex dynamic. I responded to the 

child-like quality of the characters' communication. They were able to say openly what 

they thought at one level but seemed to reserve deeper emotional feelings. There was a 

contrast between the apparently open behaviour of the characters and the way adults 

might normally behave together in such a situation. For me, the dynamic was lost as 

soon as one character was able to voice her previously unspoken feelings while the 

other did not. The frank childlike honesty was lost. I recognised the need for both 

characters to be open with each other. I was also led to wonder whether a sense of trust 

and innocence in the relationships of those involved is always present in this form of 

tension. 

The second play that was significant in developing my understanding at this point was 

Daughters of Heaven. I responded, not to a performance, but to the script. This play by 

Michelanne Forster is a dramatic exploration of an event that occurred in Christchurch, 

New Zealand in 1954 - the Parker-Hulme case. Two girls, perhaps lesbian lovers, killed 

the mother of one of these girls. In the play, the events of this case are portrayed 

through three levels of action. At one level, a character is used to comment on the 

action. At another level, the legal facts are established. The third level, which was of 

particular interest to me, was the development and portrayal of the relationship of the 

girls in the lead-up to the crime. 

I found my response to this play interesting, not because intimacy was apparent, but 

because I felt that in rehearsal and production the relationship could have been subtly 

developed to contain this form of tension. I felt this would depend on "down-playing" 

an overt sexual relationship between the girls. I could see that if the play was directed to 

play this aspect down, (accepted between the characters but unspoken and ungratified) 

the dramatic power of the text would be enhanced. I drew the conclusion that intimacy 

might be more likely to develop as a tension if the relationship of the characters was to 

some extent "held at arms length", being pulled together by one force but remaining 

separated by another. I thought the tension might emerge from these opposite pulls. 



Similar to my response to Dulcie and Lewis' early scene in Summer of The Aliens, I 

noted in Daughters of Heaven that both characters were aware of an unspoken truth. 

Giving voice to the silenced aspects would have encouraged the characters to be either 

drawn closer together or pushed further apart (as happened in Summer of the Aliens). 

Either action could potentially destroy the tension. This is supported by an earlier claim 

of Malone and Malone (1987:49) who suggested that personal knowledge interferes 

with intimacy. 

The nature of the fictional setting also seemed significant in contributing to the effect 

achieved. In Summer ofthe Aliens the fictional location had the potential to be the 

prison and the freedom of the characters. When it no longer offered this potential but 

became a fixed state (and a different fixed state) for each, the tension was gone. 

Furthermore, the characters here appeared to operate in a space which they shared 

totally - a little like being joint tenants rather than tenants in common! In my reading, 

both accepted the total space as their own and each accepted the other's ownership of 

the total space. 

In Daughters of Heaven, the girls' use of the fictional space in relation to each other has 

a similar sense of joint ownership, of mutually sharing the whole. The emotional impact 

of their continued need to share a space in this way seems to be enhanced by greater 

outside adversity. The actions of other characters threaten to invade their sense of 

jointly and solely owning the space they occupy. Similar to the impact of the fictional 

space in Summer of the Aliens, the fictional space of the bedroom is the prison and the 

freedom of the two. So here the characters operate in a space which itself has a 

contrasting and conflicting effect. Their presence in this space seems to increase the 

effect of their potential intimacy. 

The nature of the fictional space was also significant in the creation of 'tension of 

intimacy' in the First Fleet Drama. In this drama, the characters share a small confined, 

closed setting - a cell on board the ship. The 'tension of intimacy' seems to relate to the 

ability of the fictional characters - the prisoners - to be close, and to touch. The contrast 

here might be between the same characters' normal (and more guarded) use of this space 



and the (less guarded) use of it in this moment. Again when this happens there is a sense 

of joint ownership of the whole. 

In the First Fleet Drama, the group shared a common experience normally alien to them 

all. Every character had a silent and emotional response to the event. I considered this 

idea in relation to other fictional works. If I were to adapt Lord of The Flies (Gelding, 

1954) for the stage, there is potential to create a moment of sustained silence when the 

children are first wrecked on the island and together contemplate their state. This may 

only be sustained for a moment. Again, it is likely that the state can only be maintained 

for as long as the initial feelings remain unspoken. Once humans start to articulate these 

sorts of feelings and problems, change is likely. This happens because voicing the 

concerns could allow characters to realise that in fact, they do not share similar feelings. 

As well, once humans are aware of "a problem" attempts are made by some to control 

their world. The act of speaking and listening (let alone determination to action) starts 

the process of change. Perhaps this is another reason why personal knowledge appears 

to interfere with intimacy. 

In the First Fleet Drama, the shared and silent response was in direct contrast to the 

"normal" behaviour and interactions of the characters. The previous scenes developed 

by the participants had incorporated the same characters in direct conflict with disparate 

thoughts and feelings being openly vocalized. In the scene driven by a 'tension of 

intimacy', the silence of the characters allowed a shared need for security, comfort and 

love to surface. These feelings seemed so much more open, more raw. The silence here 

was not entirely a lack of sound - although this occurred in some scenes as well. When 

the characters spoke they did so in several ways. They refused to openly address their 

real concerns and feelings and spoke about the mundane. There was a sense that this 

was not what they were thinking and feeling. Their shared feelings seemed to initiate a 

shared response. As well, they incorporated a sense of ritual. Together they sang and 

moved in rhythm. The rhythm captured their shared feelings. Similar to the other 

dramatic works which inspired this response in me, the unvoiced though mutually 

shared thoughts appeared to be significant to the impact of the tension. 



I considered the nature of ritual' I saw in this drama and wondered how this was 

different to other forms of ritual I had witnessed which did not produce the same sort of 

response. One of the impacts of ritual for the participant seems to be the temporary 

belief (for the duration of the ritual) that all participants are bound together in a 

relationship closer than they might acknowledge in their everyday lives. This may be a 

subconscious or semi-conscious knowledge rather than one that can be articulated. The 

rules of the ritual encourage this response. In group ritual, a moment (or moments) of 

similar and shared emotional response which might be in contrast to the participants' 

normal behaviour seems to be sustained. The ceremonial and set patterns of behaviour, 

coupled with the shared emotional response (probably significantly influenced by the 

rhythm) ensure that individual and separate thoughts are not voiced. In ritual, the sense 

of connection is enhanced if not initiated by the rules of ritual participation to which 

participants have at least subconsciously agreed. Intimacy does not necessarily have the 

same inherent rules. 

A hrther difference between intimacy and ritual appears to relate to the presence or 

otherwise of a predetermined end point. When one participates in ritual, there is 

knowledge that the ritual will come to an end; that the sense of connection may not last. 

The participants know in advance that they will return to their normal behaviours. This 

may or may not seem desirable to the participants but never the less seems to be present. 

There seems to be less a sense of a defined end point when participants are engaged in 

intimacy. 

All willing participation in ritual appears to involve a shared sense of purpose and the 

achievement of a closeness shared by all. Intimacy seems to have less of a sense of 

purpose beyond the connection offered in the moment. Another difference relates to the 

nature of the emotional response. Some rituals, particularly those which involve a 

louder and faster rhythm, appear to induce more extreme emotions of euphoria or even 

hate in the participants. When I witnessed intimacy in the ritual, the feeling was quite 

different. I saw a more subtle feeling of deep satisfaction, of quiet and pleasant 

contemplation of the moment. 

' Ritual is addressed more thoroughly later in the thesis. 



These observations supported the claims of Malone and Malone (1987) and Dowrick 

(1993) regarding the nature of intimacy. All indicated a sense of connection and a sense 

of balance in the relationship. Every situation seemed to involve (at least temporarily) 

primary feeling response where personal value judgements were held in abeyance. In 

addition, the characters (in the fictional situations) and humans (in the real-life 

situations) appeared to willingly engage in the moment and mutually offered themselves 

openly and honestly to the other. In all situations, humadcharacter belief in the moment 

involved confirmation that what one felt the other would know. The 'qualities of 

intimacy' - fiee choice, personal integrity, acceptance, self-responsibility, attentiveness, 

risk-taking, presence, participation and systemic detachment, personal surrender and 

playful engagement - were potentially present in every situation. Furthermore, in the 

fictional situations, when an action or statement of a character altered or removed one of 

these qualities, the intimacy was lost. In the scene from Summer of the Aliens this was 

lost because Dulcie continues to openly express herself while Lewis is unable to 

continue to be open in the situation. In The First Fleet this was sustained till the end. In 

Daughters of Heaven, the continuation of these qualities would significantly depend on 

choices made by actors and director. To some degree it is likely that all intimacy will be 

lost as the play continues because the girls lose their sense of systemic detachment. The 

play could be directed to encourage the intimacy to continue longer by maintaining this. 

As soon as the girls begin to believe in themselves as the system, as soon as they are 

unable to operate as individuals within that system, intimacy will be lost. By losing this 

quality, their connection becomes one of closeness rather than intimacy. The tension 

driving their relationship is also likely to alter in nature. 

Considering these thoughts about how 'tension of intimacy' might be created and 

sustained raised other questions, ideas and doubts. Initially I had asked, can 'tension of 

intimacy' form the major source of tension in the dramatic work? If it was to be the 

major source of tension, I saw it as being present and significant throughout the text. 

However, as I analyzed my response and noted how this form of tension might work 

(above) I also noted that one of the major effectslfactors here seemed to be to hold 

things still, to prevent change. Moreover, the characters engaged in such action seemed 



to have no purpose beyond the moment they shared. To have had an external purpose 

would have destroyed the relationship and the tension. 

Segments Of Action 

I was encouraged to go back to the work of Beckerman (1970, 1990). Using his concept 

of segments of action allowed me to consider some of the questions regarding character 

action that had been raised by my previous thought. Using Beckeman's concepts, a play 

(or process drama) may be seen as a series of dramatic segments. In works that rely on 

the development of narrative, where the spectators' attention is directed to focus on the 

characters and the events which occur for them, each segment appears to consist of 

three stages. These are status quo, disruption to the status quo, character response to the 

disruption or changed conditions. At first I considered the initial source of tension as 

emerging from a combination of the status quo and its disruption. 

The status quo, as I use the term here in consideration of narrative, refers to the dynamic 

relationship of the characters in relation to each other and their place and time and 

outside forces (i.e. their situation) which in some way (though not always immediately 

and obviously identifiable) is in a precarious state of balance. Within a narrative 

segment, or one that encourages such a reading, the dynamic and tentative state of 

balance is likely to relate to perception of tentative balance in human existence, 

aspirations, and relationships. Was the relationship of the characters in Summer of the 

Aliens, Daughters of Heaven or The First Fleet held in a tentative state of balance in the 

segments which appeared to be driven by a 'tension of intimacy'? For Dulcie and Lewis 

in Summer of the Aliens this seemed to be so and related to a contrast between the 

openness of their actions and the mutually withheld "voicing" of other aspects of their 

lives. In Daughters of Heaven, the tentative state of balance within the girls' relationship 

related more to their individual grasp of reality than to something between the two. In 

The First Fleet Drama the precarious sense of balance in the status quo eventuates 

because of the contrast between the characters' normal relationships with each other and 

this moment. 



In the second stage of the segment, an action, event or attitude acts on the precarious 

balance potentially altering the dynamic by motivating response. This is similar to 

Ryle's (1949) notion of the eddy in the stream. This action, event or attitude must be 

sufficient to stimulate emotional reaction and response in one or more characters within 

the fiction. The occurrence stimulating response could be: 

e an action of any character or group of characters present or implied 

a change or potential change in physical circumstances or situation 

a projected change in the imagination of a character 

an event in the background activity 

change of attitude of a character to the present circumstances 

Again I thought about these statements in relation to my own perceptions of the 

presence of intimacy in the dramatic scenes I had analysed. One of my feelings in 

response was that nothing disrupted the status quo. Rather, it seemed to continue as a 

tentative state of balance on an indefinite basis. Where the status quo was disrupted, the 

intimacy was lost. 

I tried to look at this from another perspective. Rather than considering the status quo 

and its interruption as naming the tension, I considered the disruption andlor its 

response as naming the tension. In The First Fleet we then see the normal deprived, 

caged state of the female prisoners as the status quo. They are hostile and violent. A 

birth of a still-born child or the severe physical punishment of a cell-mate provides the 

disruption to the women's normal behaviour and attitudes towards each other. The 

'tension of intimacy' emerges in their reaction which is in direct contrast to their normal 

world. If we consider Summer of the Aliens in this way, the status quo might be 

interpreted as two children living in a town which oppresses each in one way or another. 

The disruption to this then becomes the sense of connection offered by being together in 

this moment apparently isolated from their real worlds. Here, the tension emerges in the 

disruption and their reaction to it. Again it is offered by a contrast between a sense of 

isolation in the normally oppressive world and the connection offered in this moment. 

If, in Daughters of Heaven, the status quo is interpreted as two girls, each locked into a 

private family world which they reject and in which they feel rejected, then the 

disruption is offered by the sense of connection they achieve together. Response to the 



disruption is to act on the beliefs by withdrawing fbrther into a private, shared world. 

Here the 'tension of intimacy' potentially names the disruption and the response and 

again emerges because of a contrast between oppression and a sense of isolation in one 

world and a feeling of connection and freedom in the other. This was slightly different 

in Vita!-A Fmtasy. The two women lived in a subtly oppressive world. Not only did 

they find a sense of connection together against this background, there was also a 

continual threat of disruption to their connection because of the impending possible 

action of others. A M h e r  contrast was produced between what the characters wanted 

and what they dreaded. 

As evident in the analysis above, in the third stage of the segment the characters respond 

to the changed conditions either internally producing reactive segments, or externally, 

producing active segments (Beckerman 1970:80). In active segments, the action is 

generally specific and goal oriented. In Hmlet, the prince sets conscious goals and 

encounters resistance to the achievement of these in the action. Such action relates to an 

urge to have power and control over a situation. As O'Toole (1992:27) pointed out, the 

tension is sparked by the urge and sustained in the gap between the urge to achieve the 

goal and its attainment. 

In reactive segments, the action is not goal-oriented but experience-oriented. The action 

is concerned with characters adjusting to the precipitating circumstances or venting 

repressed thoughts and feelings or experiences which have been released by those 

circumstances (Beckerman, 1970:85). In the dramatic situations analysed above, often 

action driven by 'tension of intimacy' was contained in reactive segments. The 

characters' feelings and thoughts were released in the situation. Revelations that 

occurred in this way were open and honest and mutually accepted by characters within 

the situations. In general, had any of the characters made conscious goals to achieve an 

external purpose the intimacy would have been (or was) lost. 

The exception seemed to be where two characters continued to share a dynamic 

relationship which operated in contrast to a background threatening to that relationship. 

In a play like Daughters of Heaven, strong conscious goals are formed in relation to the 



outer world. Their purpose might be interpreted as either a desire to have power and 

control over the world or to assert their own identities (and their joint identity as a 

couple) within it. 'Tension of intimacy' could continue if the two girls fully and equally 

share the goals and the action taken to achieve them and do so, not to consciously assert 

power over others, but to satisfy feelings of personal pleasure. This was also evident in 

Eta!-A Fantasy. 

Considering these ideas, I wondered if intimacy could be the major source of tension in 

active segments? Could a character (party to the intimacy) ever make a conscious goal? 

Is a character party to the intimacy always displayed as powerless in the overall action? 

For the intimacy to continue neither of the characters initiates change unless they are 

ignorant of how it will change their dynamic. If the intention was to take action to 

purposehlly alter the dynamic then the intimacy would already be lost because central 

to it is the desire for the characters to hold the relationship as is. If a character initiates 

the change, s/he must do so unknowingly in terms of its effect on the relationship in 

question. For the intimacy to exist there must be a strong sense of unspoken knowledge 

between the two characters that would inhibit this occurring. The only possibility seems 

to be if the attempt to change the external world is premised on a desire to maintain the 

status quo - to prevent a change to their relationship. 

In all dramatic segments the source of motivation and human reaction to that source are 

significant factors in the arousal of emotion and thus the operation of dramatic tension. 

Analysis of character motivation in the segments of action considered indicated that all 

involved impulse rather than reasoned or calculated response. They might also have had 

an underlying (though unacknowledged) spiritual yearning. The impulsive reaction 

seemed to relate to either (or both) the innate nature of the characters (e.g. the two girls 

in Daughters of Heaven and the two women in Vita!-A Fantasy) or to the extreme 

situation in which the characters found themselves. In Summer of the Aliens, Dulcie and 

Lewis achieve a child-like charm in the initial display of their relationship as they both 

act on impulse. Their motivation to do so partially relates to their age but also to their 

need to escape the rational world of adult humans. 



As well as the direction the character response might take, Beckerman (1970:71) claims 

that a m h e r  variable of motivation is the strength of response. The strongest 'tension of 

intimacy' occurred when the strength of the reaction of the characters appeared equally 

matched. 

Further Reflections 

As well as reflecting on dramatic works, I concentrated on my own feelings when I 

believed a situation was characterised by intimacy. This allowed me to understand the 

defining characteristics and 'qualities of intimacy' firrther, as well as consider a broader 

range of situations which might enhance or diminish the possibility of its presence. 

Several significant aspects additional to the earlier analysis emerged. 

One of my first thoughts was that the status relationship of people experiencing 

intimacy is held in an equal balance. I also felt that the sense of connection relied on a 

balance between a sense of nurturing and being nurtured. Both parties adopt both 

positions simultaneously and each accepts the position of the other at that moment in 

time. Intimacy seems to require both parties to continue to hold a balance of power 

between the nurturedhe nurtured positions in this way. 

As well as seeing a potential link between the presence of a balance in power and a 

balance in the nurturehe nurtured positions, I drew fbrther associations between the 

nature of intimacy and the experiences of spontaneous communitas, flow and limen or 

margin. All are modes of interaction. Analysis of my own "real-life" experiences, as 

well as the apparent experience of characters engaged in fictional situations which 

might have been deemed "intimate" indicated that the qualities Turner (1982:47-48) 

attributed to the experience of spontaneous communitas were present in the experience 

of intimacy. These common qualities include open and honest personal interaction 

which is direct, immediate and total. Similar to Malone and Malone's (1987:269) 

suggestion that intimacy involves systemic detachment, Turner suggests that 

spontaneous communitas releases the participants from cultural encumbrances such as 

role, status, reputation, class, caste and gender. Both offer a sense of freedom in the 

experience of the moment. Those experiencing either intimacy or spontaneous 



communitas experience a sense of mutual understanding. Turner goes further to claim 

that the experience of spontaneous cornmunitas is deep rather than intense, involves 

sympathetic rather than empathic identification and gives rise to a feeling of endless 

power. Mrhile Turner attributes this to the experience of the "essential us", Malone and 

Malone attribute it to the experience of Self. 

Turner (198255-56) also suggests that communitas has something of a flow quality. 

Similar to the experience of intimacy, the person experiencing flow feels in control of 

their own actions. At the same time, the distinctions between self and environment, 

between stimulus and response and between past, present and future seem blurred. 

There is a narrowing of conscious focus. The person experiencing flow feels an intuitive 

sense of unity, solidarity, repletion and acceptance (Turner 198255-56). Like intimacy, 

the response seems to be impulsive rather than involve consciously planned reaction. In 

the experience of "flow" and intimacy, actions require no rewards outside themselves. 

For me, Victor Turner's description of the moment he labels limen or margin sums up 

this response: 

. . . when the past is momentarily negated, suspended or abrogated, and the W r e  

has not yet begun, an instant of pure potentiality when everything, as it were, 

trembles in the balance (Turner 1982:44). 

This experience may embody a moment of celebration, joy, perhaps a peacefbl quiet, 

providing the quality of pure potentiality and the desire to hold the moment in abeyance 

are present. 

Conclusion 

Consideration of these real-life and dramatic situations encouraged me to draw tentative 

conclusions about the way 'tension of intimacy' might be created (by me as a 

playwright) in the fictional context of the drama. The following key points were 

identified as potentially significant: 

1. individual character traits or propensities 

2. the fore-grounded events, actions and attitudes which might stimulate characters to 

respond to each other in an intimate way 



3. the background situations or circumstances which might stimulate or enhance tpe 

likelihood of intimacy in character response 

4. the nature of character interactions and response 

With these ideas in mind, I turned to the task of writing a play. In the following chapter 

my early attempts to write are described and discussed. 



CHAPTER SIX 
THE FIRST WRITING 

ATTEMPTS 

In this chapter, three of my early attempts to write are briefly described and discussed. 

As a playwright, I initially worked with pen and paper -jotting down ideas, images, 

character sketches, possible premise statements and snatches of dialogue. These were 

recorded in what I referred to as the writer's notebooks. Following Van Manen's (1990) 

suggestion that the researcher achieve distance through the act of reflective writing, in 

the evening (as I typed) I undertook a second stage of writing. The handwritten 

notebooks were not transcribed directly. Rather, they were extended by incorporation of 

descriptions of my process. This second level of writing offers the reader a more 

comprehensive picture of the writer's process. A third level of writing is achieved as the 

researcher reflects on the process retrospectively. This chapter incorporates writing at 

the latter two levels. Extracts presented in italics are drawn from the daily typed 

notebooks. 

The First Writing Attempt 

In my first attempt to write, I endeavoured to put the theoretical understanding 

regarding intimacy and tension aside to create a possible scenario. I hoped that my 

reading and concentration on them would encourage these notions to emerge 

subconsciously in the work. As I began to create, I wrote in my notebook: 

As I sit and stare and think, pen poised above my (near&) blank page, questions 

and statements concerning humanity begin to formulate in my mind Will 

humans always have the ability to destroy other humans? Humans destroy each 

other rather than change theirflxedpreconceptions of themselves and the world 

Would even a 'gentle'person destroy another human rather than face changing 

their preconceptions of themselves and their world? What are the consequences 

for the one who destroys? Do they "realise" or is it that by seeing the destruction 



they have caused, their preconceptions of themselves are shaken in some way? I 

continue to focus on humanity and questions of humanity as I take in the world 

around me. I note that assimilation of the peoples of the world is an impossible 

task, that acceptance can only sometimes be possible because moral and 

spiritual judgements are so righteous and exclusive. 

And then I start to see images, visualfragments, perhaps from a play. I 

concentrate on the images, watching them unfold like fragments of a movie in 

my mind. I see a girl. I concentrate on the girl. For some reason she says "social 

worker" to me thozrgh not in the sense of a formally trained social worker. 

Rather, I think she might be the krnd of person who likes to take on people's and 

community problems and try to solve them. A busy-baty - but with good 

intentions. She stands there. Quite still. I see that she is in a country town. It 

reminds me a little of Miles but I can also see that it is not. And then I know that 

she has a boyfriend who works on a local station. He comes to town on Friday 

nights and spends the weekend in town. Perhaps he has four days ofl I see more 

young people (and him) at the pub, at parties. I have another vision of sand 

dunes and see the young people in various groups there on the beach and the 

dunes. I see informal picnics. And I know this grrl wants to change the world 

She has a vision of the world that is naiLe but wonderfil. I am reminded of 

"News from Nowhere"' and wonder if she has perhaps read it? Maybe she's a 

nurse in a local hospital? Is she new in town? Is this her first job? Is she the 

local teacher? Does she befriend the local cop? Both are outsiders, transferred 

in .... I start to see what she sees. I start to see horrrfic violence. I see people who 

turn away, ignore. But she does not. And then I see her betrayed, brutally 

attacked i%e silence of the locals. Would he (the police oflcer and her friend) 

turn a blind eye in the end? He might? I see the dam. I see her dead body 

floating there. I see the silence of the locals as they continue their lives. I see a 

town fill of secrecy and violence and wife beating and rape and incest. And I 

know they always remain silent. And always will. And I feel I have a play to 

write. 

' Morris, W (1890J1970) 



But what on earth could this have to do with intimacy? I can't foresee intimacy 

in the relationships of the characters. I can't imagine experiencing that feeling 

as I witness the play as I create or even that a spectator might later experience 

this. 

I abandoned the idea. I could see that I had been drawn to an innocent and trusting 

character - the outsider who enters and stimulates the action through her openness and 

honesty in a situation that cannot tolerate this. I also envisaged her as the kind of 

character who does what she does for the good of others rather than because she wants 

to gratify her own needs. Although it was not intentional (and I did not recognise it at 

the time), in retrospect I can see that I had drawn a character operating from Marilyn 

French's in-law feminine pole of experience (198 1 :23). I saw her as a character of 

nurture and of compassion. I saw her as a character who speaks the truth in a situation 

where others maintain their silence. I intuitively wanted to work with these character 

qualities yet the structure I had envisaged would have removed this character and these 

qualities at the beginning of the play. The contrasting background which might have 

highlighted her innocence destroyed the character totally before the play's events got 

under way. The emerging dramatic action would have been a result of the destruction of 

this position. Intuitively I had been led to a contrast between her qualities and those of 

power and destruction inherent in the fictional situation. 

The Second Writing Attempt 

I began again. Again I allowed myself to concentrate on images in the mind, to at least 

start subconsciously. I titled the play - The Girl Who Walked With a Pram. I was 

fascinated by the image of the initial character created. In the typed (second level) 

notebooks I wrote: 

I have new visions (pictures in my mind) of a new character. I see a girl with a 

pram. I watch her as I wash up, as I lie in bed, as I sit and stare at a new blank 

sheet of paper. I think she's about 20 - I'm not entirely sure. In this sense, she's 

sort of bluny. She walks across a large open space in the far distance of my 

vision. It's a theatre stage space but it's very large and vast and distant from me. 
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There's something about her pace as she moves across. SteaaFy but neither brisk 

nor weary. Sort of accepting. It's one of those old fashionedprams like I imagine 

British Nannies use. I imagine that the pram holds a jar of human ashes not a 

child. I hear her voice. She has a husky voice. I can 'tyet tell what she is saying. 

She remains in the distance. She intrigues me. 

I start to see more prams -prams everywhere. I play with the images. I am 

amused by a vision of many women walkmg putposefilly with prams like those 

movies where you see the business men of the City of London dressed in their 

suits and bowler hats and umbrellas moving purposefilly about their business. 

The scene is highly sfylised, orchestrated, choreographed - black and white. I 

feel the need to be serious. I don't take this image seriously. Iponder this Zone 

girl some more. Outwardly she appears laid back, happy-go-lucky, easy going. 

But I wonder, is she really? Is she a victim of incest? 

I see her waiting there in the distance - tempting. But who is she tempting? Me? 

Or others? As I watch her, I think about her story yet I do not yet know her 

story. Who does she wait for? Does she wait for her mother? Her brother? Who 

was the incest partner? Who has forgven and who needs forgiving? What really 

destroys? Do we need to forgve and forget before we can deal with ourselves? 

What ifthe man (was it her father?) died? What if the family was destroyed, not 

by the man's behaviour but the woman's inability to forgive and forget and the 

hate that lived on? I see this girl with the pram as the duughter. I wonder, does 

the hughter cany the father's ashes? K?y would she? Is it because she insists 

on burying him with her mother and sister and brother present? 

As I continued to write I began to see the girl on a Greek island, still with the pram, still 

with the jar of ashes. The pram was also full of sheets. I watched her work, cleaning 

rooms and changing beds. The notion of incest and its relationship to trust and truth was 

an area I continued to be fascinated by. I imagined this girl to be the victim of incest. I 



read case studies2. I contemplated the questions of power and control inherent in the 

stories as well as the impact such behaviour had on the total family unit. I spoke to 

people who had been involved in such situations: the mothers, the daughters, never the 

fathers3. 

Rather than focus on a situation that was violent I was fascinated by the idea that a 

young girl might interpret the incestuous behaviour as loving. How then does she deal 

with her sense of self if she is ultimately rejected? 

I started to contemplate the questions and themes that emerged for me. Continually 

these came back to questions of trust and truth - its presence, its absence, its abuse. In 

the hand-writtten notebook I wrote: 

the trust a child places in a parent to care for and nurture them, the trust the 

community places in families to care for and nurture children and the trust a 

family places in a community to care for and help them; the trust we place in 

journalists, police, church, people generally, politicians to act ethically. 

I was also concentrating on questions of acceptance and rejection. 

By the time I developed the final scenario of her life, the jar of ashes had disappeared. 

The girl was older, perhaps in her mid twenties. Her back-story was developed. In the 

hand-written notebook, I wrote: 

For many years, the girl who walks with the pram was a victim of incestuous 

behaviour on the part of her father who is a known and respectedpolitician. 

Rather than reject her father's advances she had always accepted them, adored 

him, believed he loved her, believed they had a special relationship. 

Her pain emerges when she becomes pregnant and her father denies and rejects 

her. He arranges for her to have an abortion, shuts her up and shuts her out of 

his life by paying for her to go away to Europe for a year. While she accepts her 

2 e.g. see Bates (1996). 

In retrospect I acknowledge this choice relates to personal bias. 



father's public denial she cannot understand or accept his private reactions of 

rejection. 

Her mother chooses to be oblivious, chooses to accept the father's lies rather 

than acknowledge the possible truth. R e  daughter has the abortion. She goes 

away to Europe and becomes more and more obsessive in her behaviour. She 

buys newspapers from home and makes a scrap book about her father. She 

writes to him continually but he refises to reply to her letters with anything 

other than the issue offirther money. R e  more he rejects her the more obsessed 

she becomes. She starts wearing maternity clothes although she is no longer 

pregnant. She buys the pram and starts to use this as a means of transport to 

cart her belongings. She never openly discusses the incest with anyone. Her 

world is one of personal pain and denial. 

I was still fascinated by this character, by the questions such a situation raised in me. 

Rather than continue to explore the ideas as I might normally if I was going to create a 

play about such a girl, I decided I needed to develop another character with whom she 

might find a sense of connection - someone with whom she could be intimate. I 

considered a friend, a teacher, a stranger, an older woman. The idea of an older woman 

who was also a stranger appealed to me. I did not see this girl as the kind of girl who 

has a friend. I saw her as a loner, unable to communicate because she is unable to accept 

herself and her situation. I focused on an older woman whose husband had recently 

died. She was not grief stricken but relished the sense of freedom her husband's death 

finally offered her. At last she might live for herself rather than for others. I was 

attracted to the contrast of the two characters - one who is supposedly finally free (but is 

she really?) and one who is caged by her own past. 

I needed to find a way for them to meet, a need for them to communicate openly with 

each other. No matter what I contemplated this would not happen. Inherent in the 

younger girls' personality was a refbsal to live in the real world of the older woman, an 

inability to be open and honest. Dramatically I felt this was the strength of the girl. 



Problems in the writing emerged because I thought I needed to make the characters 

connect in an open and honest way early in the work if 'tension of intimacy' was to 

emerge as the major source of tension. For that tension to be sustained, I thought the 

characters would need to continue to share a sense of connection (characterised by the 

'qualities of intimacy') throughout the play. The character of the girl could not relate in 

this way. If I forced her to face the truth so that she could, the dramatic questions I was 

exploring disappeared. If she did not live in a world of denial there was no play. 

I wondered whether an extreme background situation would be sufficient to force her to 

be open and honest, at least in the moment. What situation like this might the two share? 

I wondered how the dynamic might be changed if the older woman had her own history 

of incest? Still this did not work for me. While I could see that I might move them 

towards a state of intimacy and thus the possibility of creating a 'tension of intimacy' 

later in the work, I could not envisage how this might be produced throughout. 

I changed tack. What if the character of the younger girl was a fictitious creation of the 

older woman, someone in the mind of the older woman, rather than someone real? What 

would happen as she related to someone emerging from her sub-conscious? What does 

it say about her that such a girl is like an inner voice to her? Can we relate intimately 

with someone in this way? When I contemplated how I might do this, the open and 

honest nature of the older woman changed. She was in conflict with the inner voice. 

Again, if a 'tension of intimacy' had developed it would have emerged as perhaps a final 

state, an outcome of the action rather than a continuous force throughout. 

The play was abandoned. I contemplated why it would not work for me. As I have 

already noted, one of the major problems related to my fascination with a character who 

hid so much, who lived in a world of denial. To experience intimacy, the character had 

to relate openly and honestly with someone else. The direction I wanted the work to 

take precluded this possibility. This character continually censored her own feelings, 

refbsed to even allow them. Although I might have developed a character who could 

respond impulsively, reacting to instinct rather than reason and operating fiom a 

position which determined that she just exist rather than having intentional goals to 



external action, this was insufficient. The characters needed to operate openly and 

honestly. I determined that the next attempt would include characters who were 

psychologically operating fiom a stronger and healthier perception of reality. When my 

later attempts also failed I was drawn to the comments of States (1971:51) and Maslow 

(1 954/1970: 150). In a 1954 study of 'healthy personality', Maslow planned to 

incorporate analysis of fictional characters but could find no characters (of the same 

culture and time as the human participants in his study) who displayed the qualities of 

healthy personality. States claimed: 

If Lear and Oedipus were better men - if they were, let us say, Duncans, and 

simply clear and virtuous in their great offices, as opposed to being headstrong - 
the ironies would eventually over-whelm not only hero but poet as well (States, 

1971:51). 

The Third Writing Attempt 

Still unaware of the problematic nature of the characters I was creating, I determined to 

develop characters who were "emotionally stable" and who operated fiom and with the 

characteristics I had determined would be necessary for someone to experience 

intimacy. I was still focusing on an attempt to create 'tension of intimacyt in the fictional 

frame as the characters pursued action and responded to each other. I continued to work 

from the assumption that if 'tension of intimacy' was the central source of tension it 

would be of sufficient force or impact that it influenced the decisions the characters 

made about their own action or the way they behaved in relation to the action 

throughout. I also thought that for 'tension of intimacy' to be the major source of tension 

it would drive the action in every scene. 

I began by trying to develop a more healthy character - someone who might have the 

potential to experience intimacy in her relationships with others. As I developed the 

character of Ellie, I consciously attempted to create someone who would have the 

ability and willingness to be open, honest and trutffil with herself and others. She 

needed to be able to accept her own reaction and that of the other person without 

censorship or reservation. This character would act on instinct and impulse rather than 

reason. 
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At first Ellie had no purpose, no goals beyond her day to day existence. She was 

complacent and accepting. I imagined her as a young (16 year old) girl growing up in an 

Australian country town in the 1960s. With this character in mind, I asked myself 

"What's up?" - and answered - nothing. Although I would have found the country town I 

imagined her to be in as narrow minded and oppressive, I did not initially see her 

reacting to it in this way. I imagined her to be satisfied with her lot. I saw her planning 

to leave school and work in the local factory just as her sister had done. Such a 

complacent character would not drive the drama. If she (and her relationships to others) 

were to remain central, the dramatic action would have to emerge as she responded to 

an internal dilemma or an external action, event or character. 

My initial response to these thoughts was to still make her accepting of life and her lot, 

but to place her in a violent and oppressive family situation. I questioned the sense of 

truth in this. If she was complacent and accepting of such a situation, she had either to 

be in denial or to believe that this was normal, that all people live in this way. If the 

first, then she did not display the qualities of openness and honesty I had determined she 

had and needed. The only possibility emerging from this was that she believed this was 

the norm. If so, then threats to her acceptance of that norm (suficient to ultimately alter 

her awareness) would potentially result in dramatic action. I saw her acceptance of her 

lot, her perception of the norm, embedded in her context (both family and town) to 

some degree. A challenge to this was more likely to come from outside. I imagined the 

possibility of a new teacher coming to town as I had in the earlier script (the first 

attempt). Could she develop an intimate relationship with this teacher? Could this 

teacher change her perceptions of herself and her situation but continue to allow her to 

act openly and honestly as she responded? 

As I thought about these questions so I considered aspects regarding the background 

situation which might enhance the presence of intimacy in a fore-grounded relationship. 

If intimacy was going to characterise the relationship of Ellie to this teacher, 

"something" would need to encourage a common concern or interest to arise. Further, as 

Ellie interacted with this teacher, she would need to become aware of her own sense of 



isolation and the oppressive nature of her background situation in a way she had not 

before. The teacher's interactions with Ellie would have to offer the opportunity for the 

intimacy to emerge and continue. The actions and events happening around the two of 

them in the town might fbrther enable them to share a sense of connection as they 

responded to those outside forces. Once some sort of connection had occurred, others 

might threaten this. 

With these ideas in mind I began to create. At this stage I really could not say I was 

writing a play because the work had no central question. It was not really about 

anything. To some extent, I began to write to try to get a feel for the town and Ellie's 

relationship to others in it. I was trying to set up the narrow-mindedness of the time and 

the place, of her background situation. I was also trying to set up a 'tension of intimacy' 

in the relationship of the other girls with Ellie sitting as the outsider, the contrasting 

position. I wanted to show that they were waiting for the arrival of a new teacher. The 

scene4 created at this point was not successful for several reasons. While I think to some 

extent it did give a feel of the time and the place and the world the girls were locked in, 

it had too strong a sense of a potential future. Ellie and the absent Fran did not feel right 

to me as characters. I could not imagine Ellie either mixing with these girls or being 

accepted by them. I was unhappy, in terms of where I might go, having positioned the 

status of the father as I had. 

What interested me in the scene as I was writing was also potentially the reason I would 

not be able to achieve a 'tension of intimacy'. I liked the way the girls were narrow 

minded but my sense of them was that the way they behaved was a front, a game they 

had to play in front of each other. Peer group pressure and their need to be seen to be 

conforming was too strong to allow them to be themselves, to be open and honest. In 

retrospect, the only way I can see the possibility of 'tension of intimacy' driving such a 

scene would be if something of huge significance to them all had already happened so 

that their banal chatter on the bench became a cover for something they were not saying 

but were all thinking - and knew they were all thinking. While the original intention 

here had been to give them a sense of "just being" as they sat in town waiting, the fact 

See Appendix 4 



that they waited together for the new teacher gave them all a specific purpose. Not only 

did this purpose emerge as stronger than their sense of "just being", I also had a sense 

that their individual reasons for being there and the strength of their desires in relation 

to this were too disparate. For a common focus to have appeared their responses to the 

situation needed to be equal in intensity and nature. Here emotional response was 

subdued. The external event was of mild significance and curiosity to the girls. 

I began again. I developed the characters of Ellie and her sister Fran more thoroughly. I 

imagined the physical appearance and inner qualities of both characters. As I considered 

them, so I was considering the relationship they might have to each other, their 

background situation, the influences on their lives. As well I was considering how each 

character might be positioned in relation to questions of loyalty and betrayal. This led to 

further understanding of who they were and what their story might be. 

Developing the characters 
My final sense of Ellie was as a tall, fit, healthy, 16 year old, still at school. I pictured 

her physical appearance. I sensed her as proud, strong, athletic. To me she was beautifid 

but not pretty. I saw her as a little scruffy. Her sense of beauty emerged for me from her 

stature and attitude. An apparently strong person. A working class person. I saw her as 

intelligent, a high achiever. I saw her achievements being irritating to others, 

particularly the young boys in the town who did not like to be out done by a girl. I 

imagined her standing up to them, lashing out at them. For all of her brilliance I saw her 

as unworldly, innocent and gullible. I imagined her as motherless. I decided that she had 

never known her mother and that she had been brought up by her father and paternal 

grandmother who had recently died. When her Gran was around she acted like a mother 

to Ellie. When she died the sisters only had each other for emotional support. I imagined 

that the closeness of the sisters might change again as Fran directed her attention 

elsewhere. I saw the father as emotionally distant. I saw him as hard working and poorly 

paid. I saw him as a drinker with a foul temper and a foul tongue. 

I did not want a perfect character. I saw her weaknesses too in a way those who did not 

know her well might not. Although she appeared strong, happy, an easy-going sort of 

person, deep down she was insecure, often felt lost, did not know what she wanted but 
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knew she did not have it then. The external world knew two different people. To her 

sister, she was who she was. She avoided going to places where she would not feel 

comfortable and confident. Although she rarely showed it, her feelings were easily hurt. 

She was stubborn and strong willed but even-tempered. In some ways she was searching 

for some sense of truth in her life. 

I imagined the kinds of things that would disappoint her. I saw her disappointed by the 

fact that her father could not be bothered to go to her speech night when she received an 

award in grade ten; that they never had a piano; that she never learned piano; that the 

boys in her town were so juvenile; that her Gran died and there was so much she wanted 

to say to her and so many questions she wanted to ask. 

I pictured the house she and her sister lived in and saw the squalor. I imagined that 

neither she nor her sister took particular interest in housekeeping, I imagined that the 

local community would look down on them for this. The house was small and basic. 

The sisters shared a room. There was a kitchen, a sitting room, a bathroom, a closed in 

front verandah. I saw a water tank, an outside toilet, a wood burning stove. The girls 

took responsibility for chopping the wood and lighting the fire. 

I had a sense that many of Ellie's peers silently admired or envied her freedom, courage, 

sportsmanship and intellect. At the same time she was not generally popular. Most girls 

of her class did not continue on at school in this town. She was very much caught in the 

situation that those of her own class imagined she thought she was too good for them 

while the middle class kids thought her background was too common for them. 

She was politically naive. An important aspect of her sense of morality was attempting 

not to be judgmental. She accepted others for who and what they were. Her personal 

premise related to the saying "do unto others as you would have them do unto you". At 

first I thought of her as contented and relatively unambitious, perhaps aspiring to a job 

in the local factory just as her sister had done earlier. Later I changed this. My later 

sense of her was that she was determined to leave this town, to make something of her 

life. I also saw her as a staunchly loyal person. 



Having developed Ellie in this way I wondered did she have the potential to display the 

necessary character traits? Unlike the earlier developed characters I thought she had the 

potential to be open and honest with herself and her sister although she might not 

always display these aspects of personality. I saw her attitude towards life and living 

emerging from the feminine pole of experience. Her desire to move on (added later), to 

leave the town she found herself in, related to her desire to experience life more hlly. I 

pictured her relating to her sister without reservation or censorship. Her ability to 

operate from instinct and impulse rather than reason was less sure. Such a publicly 

guarded person might not do so. To some extent, I thought this would be determined by 

the situations she found herself in. 

I turned to consider the personality of Fran in the same way I had done for Ellie. I 

pictured Fran as slightly older than Ellie, about 19. I saw her as slightly heavier, not fat, 

but with the impression of someone solid, in personality as much as look. She was a 

very grounded person - easy-going, accepting, content, happy. I imagined this to be 

reflected in a more rounded posture and in the way she moved. Fran was the kind of 

person who found a sense of enjoyment and satisfaction in most occasions - an absolute 

optimist. She was also very forgiving. She had no aspirations beyond what fell her way. 

I pictured her as conservatively dressed, neater than Ellie would bother to be. I saw that 

she cared about her appearance, would read fashion magazines, wanted to be "up to 

date" - but never outlandishly so. 

I saw her at work and imagined her to be working long hours for little pay on a 

production line in a local clothing factory. Like Ellie, she was a capable person. She 

took pride in her work and gained a sense of satisfaction from it. I saw her as friendly 

with the girls she worked with. I imagined them together, sharing their interests in 

clothes, work, dates. I had a sense that she would one day like to be a supervisor. As 

well, I saw her at home, on the weekend, sewing and reading. I imagined the books to 

be romantic novels and historical fictions. 



I considered her memories of her dead mother and grandmother. Like Ellie she adored 

their &an. She had only vague memories of her mother but the knowledge she had died 

giving birth to Ellie caused a terror of childbirth. She knew this was unreasonable. 

Perhaps one day she would aspire to a child of her own. I considered her relationship to 

those close to her and how her life had made her what she was. Fran was accepting and 

understanding of her father and his way of coping with the world in a way that Ellie was 

not. Whereas Ellie had no understanding of their father and just seemed to rub him up 

the wrong way, Fran being a much more jovial and open person got along with him 

quite well. He understood her where he could not fathom Ellie. 

Fran was the one person who probably understood Ellie. She saw and understood the 

things Ellie loved as well as those that caused her hurt and confbsion. She loved Ellie 

dearly and would do anything for her as she knew Ellie would in return. I had a sense 

that their relationship was so close that they each knew what the other was thinking 

without either having to say. Each was loyal to the other. While some in the town saw 

the girls as neglected, Fran did not consider herself neglected in any way and fiercely 

denied that Ellie was. 

I saw her as tidier than her sister Ellie. I saw her as a stickler for punctuality. She could 

not bear people's cruelty and would openly oppose those who broke her moral code of 

conduct. She was superstitious. She read her stars every week but usually managed to 

interpret these as she saw fit. She sometimes had her tea leaves read by one of the older 

women at work. She was sceptical but still tried to figure it all out. Her superstitions did 

not extend to old wives tales. Although not a church-going Christian, she believed in a 

god. 

As I did for Ellie I stopped to see if these character traits were consistent with my 

thoughts in the earlier analysis. Again I thought this character would have the ability to 

be open and honest with herself and others. I felt she was also the kind of person who 

could accept her own reaction and that of Ellie without censorship or reservation. While 

I saw Fran as a more grounded character than Ellie, I hoped she would still act on 

impulse and instinct. 



Having created more depth to the characters I tried to create a scene with the two 

together which might be driven by 'tension of intimacyJ5. Again I was dissatisfied with 

the scene. It seemed contrived and trite. To some extent, I had ignored my original 

feeling of what I wanted to do here. I had pictured a scene where Ellie and Fran sat on 

the beach together, totally silent, apparently inactive, staring into the sunset. They were 

just sitting. Just being there together. Rather than accept this, I had filled the scene with 

chatter. Rather than allow my original feeling of holding a moment between them (as I 

observed them) I doubled my purpose with a need to set the context for what the 

audience might be seeing. 

I put the scene aside and turned to consider the background context of the two girls a 

IittIe further. I wanted to give them more reason to connect. I wanted to increase the 

sense of contrast between their existence together and the background events of the 

community. 

Creating the background situation 
I continued to think of the play occurring in a country town in the 1960s. I thought of 

the town as more narrow minded than I had before. As mentioned previously, I wanted 

the background situation to be oppressive to both characters. As I contemplated several 

possibilities I began to think of the Vietnam War and the impact it had on those who 

were drafted and the loved ones they left behind. I decided to give Fran a fiance, Bob, a 

young local man who had been drafted. To increase a potential contrast between the 

attitudes of the grls and their father I thought of the father as supportive of the draft. 

Having decided to set the play in the 1960s required hrther research. I needed to 

develop a stronger sense of the era, to develop a picture of life at the time. My research 

focused on the Vietnam War, the impact of this on the families of those who went, the 

experiences of those who went, the fashions and music of the time, as well as other 

events occurring on the home front. I read newspapers and magazines of the time. I 
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reflected on my own memories of family life at the time. A time line of events of the era 

was created6. 

The dramatic question 
As I reflected on this material and on the two girls I had created, I began to consider the 

dramatic questions I might explore in the work. Similar to my earlier thoughts I was 

returning to think about notions of loyalty, betrayal, trust and truth. In my typed- 

notebooks I wrote: 

To whom are we loyal? To whom are we not loyal? Is loyalty desirable? 

Betrayal ... A sense of loyalty can destroy an individual but a lack of loyalty can 

&troy humani ty.. . . Loyalty is admirable but not universal& achievable.. . What 

would we sacrzfzce for the sake of loyalty? ... Out of fear and ignorance we 

destroy what is dzflerent and what we don't understand. 

I contemplated the way these three characters might be positioned in relation to 

questions of loyalty and betrayal. I saw Ellie as loyal to Fran; Fran as loyal to Bob and 

Ellie; Bob as loyal to his country. But had Australia been loyal to the boys they sent? 

Perhaps other characters might potentially be loyal to themselves or to no one. As I 

thought about these questions of loyalty I kept wondering, why do humans destroy what 

they do not understand? 

I decided I wanted to move the work in such a way that Ellie ultimately betrays the 

person she loves most - her sister. I wanted this betrayal to arise because of (rather than 

despite) her sense of duty and loyalty. Ellie must make a decision, take action, premised 

on her own fear and ignorance because of her sense of duty and loyalty. 

I seemed to be starting with the end of the play (in terms of the chronological narrative 

and the question being raised) rather than the beginning! My sense was that Bob had 

returned from the war, severely emotionally scarred, deeply distressed. I saw him as 

potentially violent and dangerous. I thought that Fran would feel honour bound to 

continue her plans to marry him. I thought her need to continue with her plans to marry 
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him would be Wher  increased if she was already pregnant. There was no unmarried 

mother's pension in 1969. I felt that Ellie's sense of devotion to her sister would have 

encouraged her to do all in her power to stop the marriage going ahead. I imagined her 

trying to convince her sister and failing. I imagined her being willing to lie to prevent 

her sister marrying this man. I saw her accusing him of a rape that never took place. I 

saw him being lynched by the locals; being locked away; Fran forced to be alone; Ellie 

being forced to give up her own plans for her &re because she needed to stay to care 

for Fran. 

Creating the play 
Although I still did not have a strong sense of how I would get to this end point, I 

started to create again. I pictured using the first scene originally created (the two girls 

sitting on the beach) without any dialogue occurring. I moved "the knowledge" of this 

first scene to a second frame of action where Fran was writing to Bob. I wrote another 

fkame of action - Bob at war - and inserted it in the middle of the letter writing. I wanted 

a voice-over to read the letter as the spectators watched Fran write. I wrote a hrther 

scene with Fran waiting for news of Bob as she prepared to go out one evening7. Again I 

was dissatisfied with what I had created. I stopped and analysed and reflected. I began 

by analysing the original scene between Ellie and Fran. 

Reflection 
The first scene, with Ellie and Fran on the beach contained many of the criteria I had 

previously determined might be present in a scene driven by 'tension of intimacy'. A 

sense of connection characterised by openness and honesty was encouraged as both 

characters responded to the situation. The way they responded to Ellie's good news, the 

knowledge of their hture together, allowed them to share a common focus. Together 

they enjoyed this moment and this knowledge. They shared belief and reaction to it. 

Their fun-loving banter indicated a shared emotional response similar in direction, 

nature and intensity. There was no apparent attempt to form a purpose or gratify a future 

in the relationship beyond what was offered in the moment. If I was to put myself in the 
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shoes of one of the characters and experience the situation then it might contain feelings 

of deep satisfaction, of quiet and pleasant contemplation of the moment. 

The status relationship seemed balanced. Neither character appeared to be attempting to 

exert power or control over the other nor did they seem to desire to have power or 

control exerted over them. There was no attempt to control anything outside themselves. 

They appeared to share total acceptance of the moment, themselves, the other and the 

sense of connection simultaneously. As well, I thought the sense of connection they 

experienced relied on a balance of power between the need to nurture and be 

simultaneously nurtured. The characters shared an understanding of the event and its 

implications. They seemed to have similar feelings about their town and knew their 

mutually shared goal of being together would continue. 

So what was lacking? While Ellie seemed to act on impulse, Fran's reaction was perhaps 

a little more reasoned. Ellie had more sense of abandonment in her responses than was 

present in Fran's. In many ways I thought the scene (in particular, the characters) tried 

too hard. This occurred because, rather than 'just be in the moment', they were 

explaining themselves. The characters did not share a mutual concern of any 

consequence. There was no sense of external adversity. Nor was there a previous 

problem sufficient to offer a contrasting sense of freedom in the moment. 

I stopped to think about the apparent experience of the characters and my experience in 

response to them. I thought, if I was in the shoes of one of these characters, if I had been 

there with my sister, experiencing such a relationship and such a moment, I might have 

experienced it as intimate. As I was writing, I took on her feelings directly in this way. 

As I sat back and watched them though, I did not respond with the same feelings. I 

found the scenes boring and dull. I did not experience 'tension of intimacy' in response. 

I began to analyse the other frames of action I had created. I thought about the way I 

had created them. When I wrote the first scene on the beach, I had taken on the role of 

Ellie as I wrote. As I did so, I experienced the scene from her perspective directly. 

When I created the hrther two fiames I had not done this. I had sat outside and watched 



and listened to the action happening in my head. I had a sense of Bob's youth and 

innocence and the brutality of war, and of Fran's innocence juxtaposed against the 

brutality she took for granted. I was an outsider looking in. My emotional experience 

was stronger (and bore more resemblance to my earlier experience of 'tension of 

intimacy') in response to a layering of text containing no obviously intimate scenes than 

it was in response to the directly intimate relationship created. I began to question the 

theoretical assumptions informing my practice to this point. I decided to stop writing 

and consider my response to drama and these theoretical assumptions further. 

Conclusion 
In this chapter, I reflected on drama and personal experience with the intention of 

developing my understanding of how intimacy might be created in the character to 

character dynamic of the text. I focused on: 

1. individual character traits or propensities 

2. the fore-grounded events, actions and attitudes which might stimulate characters to 

respond to each other in an intimate way 

3. the background situations or circumstances which might stimulate or enhance the 

likelihood of intimacy in character response 

4. the nature of character interactions and response 

As a playwright, I attempted to create dramatic action which might contain suitable 

characters and relationships. In the process of doing this I concluded that intimacy can 

only occur in the fictional frame of the action if characters: 

share a common focus 

experience a sense of connection characterised by open and honest communication 

experience a shared sense of belief in the moment they mutually experience 

each experience a similar emotional reaction (in nature, direction and intensity) to 

the moment 

do not attempt to form a purpose or gratifl a fkture beyond the moment 

experience fairly equal status dynamic 

do not attempt to exert power and control over the other 

do not desire to have power and control exerted over themselves 



share total acceptance of the moment 

experience a balance between the nurturehe nurtured dynamic 

None of my attempts to create were successfbl. When I reflected on my work here, I 

became aware that the assumption that humans identie directly with the characters they 

witness or create was problematic for me. If 'tension of intimacy' was to be created, it 

had to be experienced by the spectators and participants - not just be an apparent 

experience of the characters in the fictional frame of the action. As I wrote, I did not 

seem to share similar response as that presumed to be occurring for the characters in the 

drama. I began to wonder if my emotional experience as a participant or spectator ever 

"matched" the emotional experience apparently experienced by the character. Is my 

experience as a playwright different or similar to my experience as a spectator or 

participant? I also began to wonder whether my emotional experience of the drama, and 

thus my experience of tension, was ever a direct response to a situation occurring (and 

contained) in the fictional frame. In an attempt to answer these questions, rather than 

continue to create this play, I turned to consider some of the more well documented 

tensions discussed by O'Toole (1 992). Instead of applying the label of the tension (e.g. 

'tension of intimacy', 'tension of conflict') to the apparent experience of the character in 

the fictional frame, I began to consider what they might refer to if I applied them to the 

spectator's or participant's experience of the drama. After all, as Bolton (1984:91) 

claimed, tension denotes human experience of structure. As a spectator or participant 

might I experience tensions of 'surprise1, 'mystery' or 'conflict' when the characters do 

not? Might the characters apparently experience these, when I do not? If so, what are 

the implications for me as I work to create 'tension of intimacy1? These questions are 

considered fiuther in the following chapter. 



CHAPTER SEVEN 
CONSIDERING THE 

EXPERIENCE OF TENSION 
Earlier in the thesis' I discussed (and accepted) the theoretical claim that dramatic 

tension (including 'tension of intimacy') is created as characters pursue goals and meet 

resistance to their purposes. The presumption of this theory is that spectators and 

participants identi@ directly with the characters in the fiction and experience similar 

emotional response as they are presumed to undergo. Yet, as a writer creating I found 

this was not always the case. While the characters' emotional experiences do contribute 

to my experience of dramatic tension, my emotional response does not necessarily seem 

to match theirs as I create. I attempted to create 'tension of intimacy' by creating 

characters who could share an intimate relationship. Sometimes I identified directly 

with the characters in the action and experienced similar response. At other times I 

engaged differently. I could experience the defining characteristics and 'qualities of 

intimacy' when the character action and dynamic did not. Conversely, the character 

action could contain apparent experiences of intimacy when I (as a writer and later 

reader of my own action) did not. I wondered, was this always the case? Did I respond 

in different ways at different times to the dramatic action created by others? For 

instance, do I experience feelings associated with conflict as I respond to dramatic 

situations containing conflict? How do I respond to dramatic situations containing a 

dilemma for the characters in the action? If the experience of the character and that of 

the participant or spectator is not identical, how might the labels be applied? I 

wondered, must the labels (conflict, dilemma, mystery, secrecy, surprise and task) be 

applied to the experience of characters in the fictional situation? Might they also be 

applied (as 'tension of metaxis' is) to the participant's or spectator's emotional 

experience of the drama? I began by considering the nature of conflict. 

' See Chapter 3. 



Conflict 
Earlier I discussed the notion of 'tension of conflict' from a perspective of character 

action and interaction. I drew on O'Toole's (1992:29) claim that conflict was 

involuntary (fiom the point of view of the characters) and arose when the characters' 

interests, needs and/or attitudes towards each other directly influenced their 

motivations. I drew on Koestler (1975:350) to claim that the clash between the 

characters might arise as a clash of ideas or temperaments or as a result of incompatible 

codes or value systems. Following Beckerman (1970:75), I argued that the conflict 

could be either direct or oblique. When direct, the characters are aware of the tension 

between them. A character might experience direct opposition to thought, action, 

planned action or belief The clash might emerge as a clash of wills or as a clash in 

physical action. 

But how do I as a spectator or participant in process drama respond emotionally to the 

presence of direct conflict? Do I engage in the same way as I imagine the characters 

have engaged? What is my experience of the drama? 

In a play like Shakespeare's Romeo and Juliet, there is direct conflict evident in the 

opening of the play. The House of Capulet and the House of Montague continue an age- 

old feud. The young men are in conflict in the street. The clash emerges as a clash of 

physical action, of temperament and of will. If I were to engage directly as I imagine the 

battling characters might, I would feel the 'tension of conflict' directly. As a spectator of 

that action, my response is quite different. My curiosity is aroused because this action is 

occurring at the beginning of the play. My focus turns to wonder about how the artists 

(actors, director etc) might evoke the passion of this play in this instance. This happens 

because I know the work and know the story. I am engaged by the visual and aural 

stimuli. I am curious. I do not feel conflict. 

I analysed my response to a situation of direct conflict, not occurring at the beginning of 

a play, but once I had engaged more fblly. In Sophocles' play, Antigone's desire and 

determination to bury her dead brother brings her into direct conflict with Creon the 

King. As a spectator I do not feel the emotion that either of the characters apparently 



feel. When a performance of this role has been successfbl for me, I experience a sqnse 

of injustice at an intellectual level. I admire her determination. I loathe his. But I do not 

feel like I am personally engaged in a conflict. 

In a play like the Caucasian Chalk Circle (Brecht, 1963) we ultimately come to a direct 

conflict between two women who attempt to pull the child across the circle. While they 

apparently experience the emotion associated with their particular conflict, as a 

spectator my feelings are for the child and the injustice of the greater situation. I have 

not been led to believe in the equality of both sides of the argument. This has been 

intentional on the part of the playwright. Instead, spectators are led to see and respond 

emotionally to injustice in the world. As a spectator my emotional experience might 

more closely resemble that of dilemma. 

I turned to think about contemporary theatre. Was my response here different? In 

Katherine Thomson's (1992) Diving for Pearls, a situation of conflict is contained in a 

more naturalistic work. The stresses of the situation that Den and Barbara find 

themselves in finally leads to a clash of will, of belief and of temperament. For the 

characters the experience of the conflict is direct. As a spectator I am moved by the 

hopelessness of the greater situation, by the fact that the circumstances the characters 

find themselves in has inevitably led them to this. I do not experience the tension as 

conflict but with a sense of acceptance and sadness that the way humanity lives and 

operates can bring us to this. 

As I discussed earlier, Koestler claims that for the conflict to operate as tension for 

spectators, they must be led to accept both sides of the quarrel as valid. This leads to 

spectators experiencing, "a clash of two simultaneous and incompatible identifications" 

(Koestler, 1975:350). The experience of this for the spectator involves quite a different 

emotional reaction than that supposed to be occurring for the character who must favour 

one side of the quarrel. If the conflict is overt, compelling and judged to be evenly 

balanced, the spectator's reaction is likely to be accompanied by a sense of pleasure. 

Providing the conflict is compelling and seems evenly balanced for the characters, 

spectators can 'take sides' and still experience significant response. In such 

circumstances, response is not to the conflict itself, but to questions from beyond the 



drama which are stimulated by experiencing the action. Human response is greater than 

that of the character. If spectators have identified with one particular character rather 

than another, their pleasure in response might be accompanied by a sense of dread, 

loathing or longing. 

I wondered how I responded to the presence of conflict in process drama. Often here, 

conflicts are oblique rather than direct. Exceptions to this include when a teacher enters 

in role to directly oppose the actions or beliefs of the participants in role within the 

drama. Sometimes two sides or groups oppose each other directly. If the participants 

have engaged playfully in the drama, their sense of conflict is tempered with a sense of 

enjoyment. They have entered the spirit of conflict rather than the conflict itself. They 

know it is not real but agree to participate as though it is. Sometimes the feelings of 

conflict are accompanied by extra determination to succeed. When this occurs, the 

conflict strengthens the participants' commitment to their fictional tasks and goals. 

I turned to consider what happened when the conflict was oblique, implied rather than 

overt. If the characters do not overtly admit to the presence of a conflict between them 

but continue to operate with this knowledge present but subdued, it is likely to impact 

on their direct emotional experience of a range of situations. The conflict might be 

experienced by the spectator as a form of suspense - Will the characters ever openly 

acknowledge their difference? If only these characters would.. . Or perhaps the pleasure 

of the experience will involve a sense of dread - spectators dreading the thought of what 

might occur if and when characters do openly acknowledge their difference. The 

spectator might be wishing this knowledge would openly surface between the 

characters. In either case, the experience for the spectator is not one of conflict. 

Again, where such a conflict is implied but not overtly addressed in process drama, the 

reaction of a participant is likely to be far more complex than that presumed to be 

occurring for the character. Characters within a fictional situation (refusing to openly 

acknowledge and thus subduing their emotional feelings) experience a situation 

differently from the participants in process drama. In process drama the participants 

know the truth. Not only does the character choose to withhold knowledge, the 

participant has also agreed to do so. There is a double level of deception unavailable to 
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the character. There is a sense of contrast and tension inherent in the participant's 

reaction at the real level, as well as within the fiction. In process drama and theatre, this 

discrepant awareness, coupled with the non-direct activity in which the participants and 

characters engage, creates the emotional response. The additional level of deception in 

the process drama work alters the nature and intensity of that response. 

I returned to consider the problem I faced. Could the label 'tension of conflict' name the 

participant or spectator's experience of the drama or only the fictional situation 

contained in the structure itself! Certainly it is human experience of structure which 

contains emotional response but the label seems to name the emotions of the characters 

rather more directly, than it does that of the participant or spectator. To some degree, 

within process drama, the participant's emotional experience is similar (though 

tempered by the pleasure of the knowledge of participating in a fiction) to the imagined 

emotional experience of the character experiencing direct conflict. Here, more easily 

than in response to theatre, 'tension of conflict' names the fictional situation containing 

direct conflict and the experience of that situation for the participant. Could the same be 

said of the other forms of tension identified by O'Toole (1992)? 

Dilemma 
O'Toole (1992:29) defines dilemma as the emotional response involved in facing 

"choice between two purposes/goals, or between two potentially disadvantageous 

courses of action in pursuit of the purposelgoal" . Using different terminology Dawson 

(1 971 : 3 1) and Koestler (1 975: 3 50) also write about this means of creating tension. 

Looking at this from the characters' perspective, the choices faced by the characterls in 

these circumstances must all involve pressing repercussions from their perspective. In 

Sophie's Choice (Styron, 1979), a 'tension of dilemma' is created for the character when 

a mother is forced to choose which of her children will be executed. The dilemma is 

intensified by her knowledge that both children will be killed if she makes no choice. 

As O'Toole (1992:28) claims, such a tension is involuntary because the character does 

not willingly seek the situation nor willingly engage in the situation producing such a 

choice. 



It is easy to see how the label 'tension of dilemma' names the apparent experience of the 

character in a fictional situation. Can it also name the response of a participant in 

process drama or a spectator of theatre? Does it name my response as an artist (actor, 

writer or director) creating? 

In process drama, dilemma might be experienced by the participants in a similar manner 

to that apparently experienced by the characters in such a fictitious situation. For this to 

happen, the participant identifies directly with the imagined experience of the character. 

Participants project their own understanding of such a situation and their own emotions 

into the role as they create and experience the dilemma in the action. There is a potential 

difference though. In the Seal Wve Drama (O'Neill, 1995b), the mother faces the 

dilemma - should she tell her child the truth? As a participant, that person has 

knowledge of the fUture unavailable to the fictional character. The 'tension of dilemma' 

is two-fold. There is a dilemma in the situation but there is an added contrast between 

the participant's knowledge of the fbture and that of the character. 

This double-layer of knowledge can also operate and impacts on the creation of 'tension 

of dilemma' in process drama when a teacher uses two different roles to interact with the 

participants who continue to adopt the same role. In a process drama stimulated by 

Robert Bolt's (1960) Man for A l l  Seasons, the participants might be enrolled as devout, 

loyal but ambitious members of Sir Thomas More's household. Together (with the 

teacher-in-role as More's wife) the participants swear an oath of allegiance to Sir 

Thomas and develop plans to hide and protect him from Cromwell. Each is sworn to 

secrecy. Later, the teacher-in-role as Cromwell challenges their loyalty by demanding 

they reveal his whereabouts. The challenge is accompanied by the threat of punitive 

action and the offer of personal gain. 

Although the experience of dilemma is obviously more complex in process drama for 

the participant than it is for the fictional character, it still names the situation and the 

emotional experience of character and participant. 

As a spectator of dilemma in the fictional action, response depends on the way a 

spectator has engaged in the work. In Bolt's (1960) A Man For Al l  Seasons, Thomas 



More faces a personally compelling dilemma yet, as a spectator or reader, I do not, 

experience a similar response. On the other hand, the dilemma faced by Sophie in 

Sophie's Choice is so compelling to me as reader that I project myself into her position. 

By doing this, I vicariously experience the emotion of personally facing, not only this 

particular dilemma, but all similar dilemmas. Here, as with response to tension created 

through conflict, I respond, not to the individual aspects of story or character, but to the 

significant questions and dilemmas I imagine are potentially faced by all humanity. 

In Shakespeare's Romeo and Juliet, both of the young lovers are potentially faced with a 

dilemma created by their loyalty to their families and their desire to satisfy personal 

pleasure. The potential for this to be realised as 'tension of dilemma' can only emerge if 

the production encourages the spectator to focus on questions of extreme human passion 

and interest. It can only emerge as dramatic tension if the work encourages a compelling 

reading. The story itself is unlikely to do this, yet the dramatic presentation of that story 

might. 

In theatre and process drama, 'tension of dilemma' potentially names the situation as an 

experience of the character and of the participant or spectator. For the spectator and 

process drama participant, the experience of the dilemma is potentially more significant 

than that apparently experienced by the character. Not only do the spectators respond to 

the questions of humanity raised in them by the work but, as occurs in process drama, 

they might also be enabled to see ramifications of which the character must necessarily 

remain ignorant. 

Mystery And Secrecy 

O'Toole (1992: 148) and Oweill (1988a:3) have claimed that mystery and secrecy are 

the primary audience tensions. Does this imply then, that rather than naming a situation 

in the fiction, here the label applies to spectator and participant experience of the drama 

- not the character experience? Or do they mean that the tension occurs in theatre as an 

experience of the spectator or (apparent experience) of the character within the fiction 

but has less significance in process drama? Again I turned to consider character action, 

spectator and participant response. 
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When 'mystery' labels my experience as a spectator, I sense there is something I do not 

know and simultaneously feel I need or desire to know. Both must be present. The 

spectators' awareness that there is a gap between what they know and do not, coupled 

with a desire to close that gap produces a sense of thrill and excitement. At the same 

time, similar to the experience of the child playing "fort-da" recognised by Freud (1 920) 

and described by Eagleton (1 983: 186), the spectator does not want the answer to come 

too soon. Spectators enjoy 'the gap' and the effort they must take to close it. 

For the spectator, the strength of the response varies in different situations. The greater 

the implications of the final knowledge (in spectators' perceptions) the more significant 

the response is likely to be. They might be projecting forward, imagining what the 

outcome might be, continually judging this against the knowledge they already have. 

They might be asking themselves - is this what happened or is going to happen? Is that 

why? Spectators respond not only to the gap between their knowledge and the full 

situation but also to their response to that gap - "Have I guessed right?". 

Although the situations spectators respond to in this way must offer a gap between what 

is known and what they believe is possible to be known, this does not imply that the 

character within the fictional situation is having a similar experience. For the spectator 

there is a 'tension of mystery' in the moment of the dilemma (between the character 

facing the dilemma and making a choice). What decision will the character make? One 

presumes the character does not have the same sense of mystery. 'Tension of mystery' 

can label the response of the spectator without (at the same time) labelling the response 

of the character. 

Does mystery ever label the experience of characters in the fictional situation (as it does 

for dilemma and conflict)? A sense of mystery might be experienced by characters in 

the action. For that sense of mystery to be significant for the characters, they must 

respond much as the spectators have. There must be knowledge that they are aware they 

do not have and a desire to know the answer, to close the gap between what they know 

and do not. The more significant the character's need or desire to know, the more likely 

the discrepant awareness will produce response in that character sufficient to arouse 
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emotion. But for the situation to arouse such significant response that it would be 

labelled by the name 'mystery' would require it to directly stimulate the resulting action 

pursued by the character. Characters enter the action to find the answer. A delay 

between the desire to know and acquisition of the knowledge might intensify their 

emotional response and the action but whereas the spectator delights in the delay 

between lack of knowledge and knowing, the character does not. We see this with 

Hamlet. He wants to know if his uncle really killed his father. He takes steps (by setting 

up the performance of the players) to find out if he is right. Yet this does not produce a 

significant 'tension of mystery'. Hamlet's desire is more focused on revenge than on 

knowing. For the mystery to operate as tension in this way, the character must be 

focused on the gap between not knowing and knowing. Here the gap is significantly 

reduced because Harnlet already believes he knows. 

How does the spectator respond to the character's experience of mystery? There are 

several dramatic situations where a character apparently experiences mystery which is 

sufficient to produce a feeling of tension in my response. Sometimes this lasts only 

briefly. Perhaps the character wonders - who came to call? what is in the present? who 

wants me? what is going to happen? why did he come to see me? what will my daughter 

be like? will I get on with her? I might enjoy a character's sense of delight as they 

contemplate the mystery inherent in these questions. If the tension is to continue the 

answers must be withheld. The character and the spectators must foresee significant 

implications in the answers they perceive as possibility. 

In a detective story, the 'tension of mystery' is sustained as a character within the action 

pursues knowledge of the truth. If spectators have identified directly with the 

"detective" (or those who adopt this position) then they too probably follow a similar 

emotional journey as they attempt to unravel the mystery before them. In response to 

theatre, this is often more complex. In a play like Blackrock, (Enright, 1996) all in the 

town know someone has committed a brutal murder. To some extent, as spectators we 

desire to know the answer - who did it? For some of the characters, there is a similar 

desire to know the truth and this drives their response. But spectator attention is not 

focused to contemplate this question as significantly as it is directed to concentrate on 



the impact of the event on the characters. Emotionally, my experience of the work is not 

one of mystery. 

Looking at the labelling of tension in this way, 'tension of mystery' seems to name the 

experience of the spectator in response to a situation. That situation may or may not 

itself contain an event of mystery. Is this also true of participant experience of 'tension 

of mystery' in process drama? 

In ONeill's drama, Mystery Pictures, (O'Neill and Lambert, 1982: 154) the children 

enrolled as medical experts face a mystery - a puzzle they must solve. Here, the pretext 

establishes the mystery and the predominant tension in the drama is one of mystery for 

the participants and the characters. There is opportunity for the children to experience 

an added sense of delight in the knowledge that they ultimately know the answer. It is 

within their power to take the action in a direction which would solve the mystery or 

withhold such a response and continue it. 

At one point in the Forest Park Drama (O'Toole, 1992:224-5), the characters also face a 

mystery. Unlike the drama above, this has not been established by the pretext and is not 

the major source of tension throughout. In role as artists, the children have worked hard 

to establish "Forest Park". They invite the senator to open their park. The teacher-in-role 

as the senator refuses to open the park when she arrives. Initially there is a significant 

'tension of surprise' for the characters and the children. As the action continues, the 

children (in and out of role) face a mystery. Will the senator ultimately agree to open 

their park? Will they win in the end? This continues 'under' other tensions of e.g. task as 

the children attempt to solve their problem. But the 'tension of mystery' is lost to some 

degree, overshadowed by the 'tension of the task'. The children (in role and out) have a 

stronger desire to win, to prove they are right, than their desire to face the possibility of 

the park never being opened. In a way this is similar to Hamlet's response as he sets up 

the performance of the players to observe his Uncle's reaction. There is a sense of 

mystery. Am I right? Did he kill my father? The need to be "proved right" does not 

match the ramifications of losing. Losing will bring a feeling of disappointment, end the 

story. 



Similar to response of a spectator, 'tension of mystery' can also be experienced by the 

participant but not the character. In O'Toole's (1992:224-5) Forest Park Drama 

mentioned above, the children were informed that "something" would happen in the 

drama to disrupt the easy flow of the action. As participants they were aware of an 

impending challenge. As characters they had no knowledge of anything impending. As 

participants they agreed to withhold their knowledge and delighted in doing so. 

A similar result was produced differently in the Zaire Dramd. A 'tension of mystery' 

was experienced by the participants but not by the characters in the process drama. As 

participants, the students were asked to adopt role as risk-takers. Having done this, a 

sense of mystery was created in them as participants. Why do we need to be risk-takers? 

What is going to happen to us? They expected something else. Yet as characters they 

did not have this knowledge. As risk-taking characters there was no need to think, to 

project forward, to wonder. Here, the 'tension of mystery' emerged because of the 

contrast between the real and the fictional. Without this discrepancy there would be no 

tension. 

Another example of a situation which increases participant experience of mystery 

without that mystery being an experience of the character in the fictional situation 

occurs when the teacher withholds knowledge but does not forewarn the children. If the 

children have little trust in their teacher and their ownership of the drama, this might 

produce tension but it is unlikely to be 'dramatic tension'. On the other hand, if the 

participants do have a sense of ownership over their drama work and do trust the leader 

to respect that ownership, they might accept (and enjoy) the teacher withholding 

knowledge and slowly revealing it. There is mystery for the participants in what might 

be revealed next, how it will be revealed, when it will be revealed. 

While mystery might apply to the experience of the character in the fictional situation 

(as dilemma and conflict do), it seems here that the strongest sense of 'mystery as 

tension' is when it names the experience of the participant or spectator, not that of the 

A brief outline of the Zaire Drama is offered in Appendix 2. 



character. Is this also true of secrecy? Is this why O'Neill(1988a:3) and O'Toole 

(1992: 148) called them the primary audience tensions? 

In some ways, secrecy seems the opposite of mystery. When mystery operates there is a 

sense that there is something we do not know and desire or need to know. When secrecy 

is operating, there is a sense we know something and cannot or should not divulge that 

knowledge. 

For secrecy to emerge as experience of the character, sufficient to produce dramatic 

tension, one presumes that the character knows or shares a secret of significance to 

themselves or others. Juliet has secret plans to marry Romeo. Juliet secretly marries 

Romeo. Very few characters are bound by that secret. Their knowledge of the secret and 

its significance produces emotional response in them and impacts on the action they 

take. The spectator shares the secret with the characters but the spectator does not 

experience a 'tension of secrecy'. They might experience a 'tension of mystery'. Will 

anyone else find out this secret? When will someone else find out this secret? 

In Ibsen's (1 879) Doll's House, the character Nora has a secret which drives her action 

but which is not immediately divulged to the audience. Eventually it is divulged to 

another character. As spectators we initially sense there is something more for us to 

know - something important. As we watch we search for answers. As spectators we 

experience a 'tension of mystery'. When the secret is ultimately shared with another 

character, both presumably feel the tension of sharing the secret. But as spectators, our 

experience is more likely to relate to wondering about the implications of her having 

shared her secret or holding it in the first place. Again, the feeling for the spectator is 

more that of mystery. 

In Nick Enright's (1996) Blackrock, the guilty character must maintain his secret. Here, 

we note O'Toole's (1992: 163) claim that knowledge is hidden from the audience and the 

other characters, to be revealed as denouement. As with the other situations mentioned 

above, the tension experienced by spectators may be a 'tension of mystery' but they 

cannot experience the 'tension of secrecy'. In all the circumstances mentioned here, 

secrecy is a structural device to produce action and is the experience of the characters in 
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the situation but not of spectators as they respond. In the way that it is experienced,, 

'tension of secrecy' seems to bear more resemblance to conflict and dilemma than it 

does to 'tension of mystery'. 

Does a spectator ever experience a 'tension of secrecy'? Do they ever feel complicit in 

knowing? This does and can happen in a number of ways. If the playwright structures 

the work in such a way that the spectator has been directly informed of the end of the 

play (e.g. through a prologue as happens in Romeo and Juliet) a bond of secrecy 

between the playwright and spectators can occur. Such a bond excludes the characters. 

The result can be similar to the experience of participants in the process drama where 

discrepancy exists between their knowledge as characters and as participants. Here, 

spectators agree "to not know" as they follow the story. If 'tension of secrecy' is 

produced in such circumstances, it is through a contrast between what the spectator 

actually knows and what they agree to know as they watch. Rather than encourage a 

'tension of mystery', the spectator's attention is re-focused to pay fbrther attention to the 

human experience of that situation. 

Secrecy can also emerge for spectators when they feel the character has shared a secret 

directly with them. In community theatre works such as Pots of Red Jam (Red Jam, 

1996) spectators may feel that the secrets of the characters' lives (which are also read as 

being the performers' secrets) have been directly shared with them. Red Jam is a 

women's collective which performs group devised, autobiographical, cabaret style 

works which celebrate the mature woman. For example, this play included dramatic 

action which exposed the secret impact of being middle aged and childless. If the 

content of the secret has significance for the spectator, a tension can emerge as it is 

shared. In such a situation the spectator feels honoured and trusted and simultaneously 

feels the responsibility of the secret. The spectator then takes these feelings back into 

the work. 

Secrecy can operate as a tension experienced by the participants (in and out of role) in 

process drama. In the Seal Wife process drama (O'Neill, 1995b) the motherlseal wife 

and the fatherPatrick share knowledge that is unavailable to their children. A tension is 

produced within the fiction by the characters' need to maintain the secret - to not tell the 
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children. There is no pleasure in knowing this secret. There is fear of what might 

eventuate if they were to divulge it, to openly speak of it, either to each other or to their 

children. There is also inherent tension between the desire to maintain and to divulge 

the secret. This tension is inherent in the structure of the fictional story. If the secret did 

not exist, the dramatic possibilities of the story would also be diminished. 

The participants of the process drama share the secret about the fictional parents and 

share knowledge of the children's exclusion from it. As participants, their knowledge of 

this secret and its importance to the action is crucial in the drama. The participant 

adopting role as the child agrees not to know to allow the action to continue. The 

participant adopting role as Patrick, the father, agrees not to tell the child to allow the 

drama to continue. The participants, in role as the mother, have an added dilemma. If 

they divulge the secret (in role) do they change the direction of the drama? Cease the 

action of the drama? Their sense of responsibility to the action of the drama may bind 

them to a fbrther layer of secrecy at a real level and produce a tension between what 

they feel they morally ought to do within the drama and their moral responsibility to the 

other participants. 

Like the tensions of dilemma and conflict, the spectators' or participants' experience of 

'tension of secrecy' has greater significance if, at least at a subconscious level, they 

respond to the immediate situation and to the meaning this has in their own experience 

of life. 

While 'tension of secrecy' might name the apparent experience of the characters 

engaged in the fictional situation, it can also be applied to the spectators' or participants' 

experience of the structure. When it is applied to the latter, the tension can occur in a 

number of ways. It might be that the spectators feel that the character or performer has 

shared a secretly directly with them. Perhaps they feel that the playwright has shared a 

secret directly with them to the exclusion of the characters engaged in the action. The 

tension seems to be produced by a contrast between our need to maintain the secret and 

a desire to divulge it. As a tension, this is strengthened if both relate to a sense of what 

is morally right. The more compelling both sides of the equation, the stronger the 

tension is likely to be. 



Surprise 
Earlier I had thought of 'tension of surprise' relating to the events in the fictional frame 

of the drama. I had imagined that the characters experienced the surprise and that the 

spectator responded to their sense of surprise. If'tension of surprise' is applied to the 

experience of the spectator or participant rather than the character, what does it label? Is 

it the same? Can 'tension of surprise' label the experience of the participant or spectator 

when it has not first been experienced by the character? 

O'Toole (1992: 163) described 'tension of surprise' as "the eddy caused by a secret 

revealed". This is not the same as the emotional response to the secret shared as 

discussed above. The emotional experience of surprise involves the sudden introduction 

of a new element into an already established situation so as to immediately transform it. 

The label 'tension of surprise' does appear to apply to character experience within the 

fictional frame. This occurs when a new element of sufficient significance to the action 

is introduced. The new element impacts on the character's project in some way. 

Character response to the surprise might involve a change of direction in the action or a 

determination to pursue the same course but with a different level of energy and 

commitment. 

Plays which contain a shock of surprise for the characters can do so in several ways. An 

action or revelation (either expected or unexpected) might surprise the characters and 

thus vicariously the spectators. When the shock is expected, the tension is a reaction to 

the sudden knowledge finally realized in detail, time and place. The 'tension of mystery' 

(as described in the examples above) might turn to a 'tension of surprise' as the 

revelations occur. Hamlet expected his stepfather would react to the presentation of the 

players. There is tension in the waiting (mystery) and a fbrther tension (shock of the 

expected) in the knowledge that comes with the surprise. Earlier in the same play, 

Hamlet receives an unexpected shock when the ghost appears to him. The emotional 

response in this situation is more immediate, more jolting. This is followed by further 

emotional reaction as the character deals with the new knowledge. 



The experience of the shock for the spectator does not necessarily match its apparqnt 

experience by the character. The intensity and the quality of the experience can be 

different. When the element of surprise is a structural aspect of the narrative directly 

experienced by the characters, spectators may react in several ways. They might receive 

the shock of surprise just as the character did. Horror films work in this manner. 

Spectators can also feign surprise to enjoy it. When we have previously seen a particular 

work which uses 'tension of surprise' in this way, our agreement to participate as 

spectators allows us to pretend we do not know so that we can enjoy the situation again. 

As spectators, we can also enjoy our response to the surprise rather than the surprise 

itself The experience of Hamlet's shock is enjoyed rather than the shock itself. 

Spectator response to a surprise experienced by the characters might also be 

experienced in other ways. As Kyra, in David Hare's (1 996) Skylight, opens the door to 

each new visitor, she herself experiences an emotional reaction to the surprise inherent 

in each situation. The spectator of this work does not experience a 'tension of surprise' 

but perhaps of mystery. Although surprise may be used as a structural device within the 

fiction, creating tension within the narrative action, the emotional experience of the 

spectator may or may not involve surprise. 

Looking at 'tension of surprise' from the perspective of spectator experience, Koestler 

(1975:277) claims that it demands a major emotional readjustment on the part of the 

spectator. He claims that when the tension is experienced as significant, the initial shock 

is followed by an oscillatory phase, in which "the subject alternatively believes and 

disbelieves her eyes, until a full grasp of reality is reached at all levels". Not only does 

this occur in response to narrative events but also to physical action. The initial reaction 

of the spectator as a physical performer begins a new feat often involves a shock of 

surprise. This often turns to relief when the action reaches its safe conclusion. 

As spectators, we can also be shocked by a character's actions and reactions, when 

neither they, nor any other characters appear to be. In Alma De Groen's two works, m e  

Rivers of China (1988) and The Woman in The Window (1999), it is the premise of the 

fictional and futuristic worlds she creates which produce the 'tension of surprise'. The 

unexpected and sudden juxtaposition of one image or idea with another (as happens in 
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De Groen's work) can also produce a 'tension of surprise'. Spectators respond to the 

shock of the meaning they make from the event rather than the separate images. In these 

circumstances the shock is not contained within the narrative but emerges through the 

form and in response to the idea of the plays. 

Other examples where spectators experience a shock or surprise not experienced by the 

characters occur in Red Jam's Pots of Red Jam (1996) and Stained Glass Ceiling 

(1998). By publicly portraying aspects of women's lives which normally remain private, 

as occurs in these works3, spectators may experience a pleasurable surprise if they 

suddenly realise they are not alone in their life experiences, reactions and thoughts. At 

the same time as the pleasure of this occurs, there is a sense of shock at the public 

nature of the private statement. We are shocked by the public statement but enjoy it in 

much the same way as we might react with amusement to a particularly lurid joke. We 

are also shocked and relieved to find we are not alone; that others have similar life 

experiences. 

Within process drama, surprise may impact on the participants and the characters they 

portray. In the Zaire Drama4, the participants, in role as adventurous risk-takers are 

often shocked (in reality as well as within the fiction) by the revelations ultimately 

revealed to them. They then take their personal sense of shock, indignity and injustice 

back into the fictional world. This is similar to the reaction of the spectator when the 

'tension of surprise' emerges as a response to the juxtaposition of ideas rather than 

merely to character action and reaction. While some participants in the Zaire Drama 

experience a sense of delight in having been ambushed, others do not. Those who have 

entered the drama playfiilly, who have engaged in the "spirit of the drama", are more 

likely to take delight in the ambush. This potentially creates a 'tension of metaxis'.' As 

participants, we are horrified by our action in the fictional world. At the same time we 

take delight in having created this. The shock of surprise comes from within the 

participants reacting to their own actions. The reported response of participants, 

3 e.g. In one segment of action, a cornpanson between the size of women's bottoms and the inadequate 
dimensions of public transport seating is dramatically presented. 

This drama, created by Julie Dunn, is outlined in Appendix 2. 
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indicates a similar occurrence was possibly evident in O'Toole's (1998) process dtama, 

Cloudworld. 

While 'tension of surprise' might name the apparent experience of the characters 

engaged in the fictional situation, it can also be applied to the spectator or participant's 

experience of the drama. When it is applied to the latter, the most significant reaction 

for participants and spectators appears to happen when they respond, not merely to the 

fictional or physical action, but to their own juxtaposition of ideas arising as a result of 

the action. Spectators or participants respond to their own response. The shock is 

produced within them rather than external to them. The 'tension of surprise' seems to 

emerge when they simultaneously experience a sense of enjoyment and of indignity at 

what they themselves have created. It can also occur as they simultaneously experience 

a sense of shock and delight as they become aware of a previously unrecognized sense 

of connection to others. 'Tension of metaxis' appears to be operating in these examples. 

Task 

Can 'tension of the task' apply to the experience of the spectator or must it apply to the 

experience of the fictional character or perhaps the participant in process drama? 

Human engagement in a task deemed significant to the individual is often accompanied 

by emotional experience. The nature of the task, the attitude towards it, as well as the 

degree of commitment and effort involved, can impact on the nature and intensity of the 

experience. This form of tension is experienced as a need to do, to complete, to succeed 

in a task which requires effort and involvement. 

Within the fiction, as an experience of a character, 'tension of the task' might involve the 

need to perform an action or fbnction or to persuade someone of something. If the task 

is deemed difficult but worthwhile, the character might experience a sense of pleasure. 

For a character within the fiction, the task might also be accompanied by a sense of 

urgency without this same sense of pleasure. For Antigone, the task of digging her 

Cloudworld, (National Drama Conference, Canterbury, England, 1988) explored children's rights by 
inviting participants to tender for a new exhibit in a Super Victim Theme Park With the fun and frivolity 
of a fair ground, participants were encouraged to design shows, rides and other forms of interactive 
entertainment depicting graphic oppression, child abuse, youth suicide, structural oppression etc. 
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brother a grave is urgent and significant. In Sljlight (Hare, 1996), Edward is presumed 

to experience such tension because it is imperative that he persuade Kyra to see Tom 

again. While this may be experienced as 'tension of the task' for the characters, it only 

takes on significance as tension for spectators if they read a significance beyond the 

moment in the action. Even if they do, they are unlikely to experience the same 

emotional response as that apparently occurring for the characters unless they have 

identified directly with them. It is more likely that a mild form of 'tension of mystery' 

will be produced in spectators. 

Within the fiction, 'tension of the task' might also be used to intensify the action when 

the characters face additional challenges in the pursuit of their goals. As the apparent 

experience of characters (in theatre or process drama), a sudden storm, or a bridge 

washed away can make a character's pressing need to reach the other side more difficult 

and more emotionally charged. A process drama may be structured in such a way that 

the participants (working in role) need to convince someone to take a particular course 

of action. The more difficult the task and the more serious the repercussions, the 

stronger the tension is likely to be. 

While it is easy to see how 'tension of the task' applies to a character's apparent response 

to fictional circumstances, can it apply to the spectator's experience? To some degree, 

'tension of the task' is inherent in the process of reading, experiencing and responding to 

the dramatic work. As spectators we must work to savour the experience and can take 

pleasure in the act of reading itself. This requires commitment on the part of the 

spectator and participant as it does for the character engaging in such a task. While the 

act of reading itself might be said to involve 'tension of the task', there is no other 

apparent way a spectator can experience it. 

While the same can occur in process drama for the participants, here 'tension of the task' 

can take on additional meaning. Within process drama, 'tension of the task' might be 

experienced by the participants, out of role, but engaged in the creation of the action. 

This might be seen in the group creation of a tableau, or where drama participants 

carehlly study artifacts or documents or interview a teacher-in-role to gather 

information to be used later in the drama. In this latter instance, the tension is similar to 
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the experience of a character engaged in such action. In the first example, the tension is 

that of the artist attempting to create meaning through the medium. A similar experience 

might be noted of a gymnast. As the gymnast stands facing the mat, waiting to begin a 

floor routine, energy and emotion are totally focussed on the task ahead. Part of that 

energy is directed toward maintaining absolute focus and concentration. In this example 

tension arises as a narrowing of concentration, a gathering and focussing of all energies 

which are then committed towards performing the particular task. 

'Tension of the task' can operate in a more complex way. In a process drama, Toys for 

the Millenium (Bundy, 1997) the participants are enrolled as toy designers and creators. 

In the initial frame of the action they are encouraged to go with the irony of the drama 

and design and create the most grotesque and violent toys for the children of the future. 

Within the fiction, there is "tension of the task' because market forces have ensured that 

only one design can be successful. Only one will be chosen and built. The toy designers 

strive to have theirs selected. At the same time, the irony encourages a playful response. 

The participants themselves attempt to outdo each other with the grotesque nature of the 

toys they design. There is 'tension of the task' for the participants and the characters. At 

the same time, the participants find what they are striving to achieve quite abhorrent. 

Here, 'tension of the task' is overlaid with irony and works within the fiction and at the 

level of participant engagement. The pleasure derived fiom engaging in the task in this 

way is juxtaposed against a feeling of horror at what the characters are doing and they 

themselves are enjoying doing. Again this experience involves 'tension of metaxis'. 

Conclusion 

In this chapter I have considered the nature of tensions of conflict, dilemma, mystery, 

secrecy, surprise and task. While 'tension of the task' seems more appropriate as a label 

of the participant's experience, all of the other labels used by O'Toole (1992) and 

considered here can be applied to spectator or participant experience of the drama. 

When the label is applied to their experience (rather than character experience as I had 

done earlier) different aspects seem to be significant in the production of tension. 

Viewing tension fiom the perspective of spectators and participants indicates that it 

emerges as they respond to the questions of humanity raised in them by the work. 



Spectators and participants respond to the immediate situation and to the meaning ,this 

has in their own experience of life. They respond to their response. A sense of contrast 

might be inherent within the complexity of the response e.g. when 'tension of secrecy' is 

operative the moral obligation of keeping the secret (induced by the drama) might be in 

contrast to their sense of moral duty outside the drama. 'Tension of surprise' occurs 

when they respond, not merely to the fictional or physical action, but to their own 

juxtaposition of ideas arising as a result of the action. The shock of surprise can induce 

disparate response simultaneously within the same participant or spectator. Knowledge 

that we participate in a fiction means that we can simultaneously experience a sense of 

shock and of delight, or of pleasure and indignity. As a label of experience, 'tension of 

surprise' is created by spectators or participants responding to their own response. 

A far more complex (and perhaps appropriate) understanding of the way tension 

operates emerges when we apply the labels to spectator or participant experience of the 

drama. I had been searching for a fictional situation which might contain an experience 

of intimacy for the characters. I had presumed that the spectators and participants would 

have similar experience. While this sometimes occurs, it seems more likely that 

spectators and participants respond to multiple layers of text occurring simultaneously. 

To consider the fictional situation alone is insufficient. To presume that spectators and 

participants identify directly with the characters in the fiction (experiencing similar 

emotional reaction as they are presumed to undergo) is also limiting. Of more relevance 

in the creation of 'tension of intimacy' is a quest for a dramatic text (not merely a 

fictional situation) which might induce the 'qualities of intimacy' in the spectator or 

participant in response. How would those qualities then be viewed? Earlier in the thesis 

I outlined the 'qualities of intimacy' and the possible meaning attached to each, when 

viewed as arising through a directly intimate fictional relationship. The following table 

summarises the 'qualities of intimacy' and the possible meaning attached to them when 

applied to participant or spectator (rather than character) experience. 



Table Three 
Qualities of intimacy 

(as applied to spectator or participant experience) 

This indicates a different approach is required. In chapter three I identified two key 

theoretical positions regarding the creation of dramatic tension. The first (which viewed 

tension from the perspective of character action and interaction) informed the thesis to 

this point and was found to be inadequate to account for participant and spectator 

response. The second position discussed there incorporated the belief that tension is 

created when spectators and participants respond to the perception of contrast. Rather 

than continue to limit my focus to character actions and interactions, a broader (and 

more complex) understanding of 'tension of intimacy' is likely to develop if I adopt this 

latter position. This does not exclude the possibility of character action and interaction 

FREE CHOICE 

PERSONAL 
INTEGRITY 

ACCEPTANCE 

PERSONAL 
SURRENDER 

Participantslspectators must be willing to suspend 
disbelief and engage with the work. 
Participants/spectators must be willing to withhold self- 
judgement and accept themselves (and their reactions) 
without censorship. 
Participantslspectators must be willing and able to 
withhold judgement of the drama - including individual 
aspects and the work as a whole as they experience it. 
Participantslspectators must be willing and able to give 
themselves to the moment of the work -to allow the 
work to be what it is. 

DETACHMENT 



creating tension. The contrast might be evident between the character's purpose and its 

denial or fulfilment, as claimed in O'Toole's (1992:27) theory. It could also occur in a 

number of other ways. Although Ubersfeld (1982: 129-137) does not use the term 

dramatic tension, she implies an experience of it when she refers to the notion of 

pleasure. Her concept also relies on the presence of contrast. She suggests that pleasure 

derives fiom filling a gap and that the source can be anything that "summons up an 

absence" in perception. Spectators and participants can take pleasure in the contrast 

between their reaction to the event were it to be real and their reaction in the knowledge 

this is drama. They can take pleasure in the gap created by figure-ground contrast and 

irony. They can take pleasure in visual and verbal invention. As well, spectators and 

participants can respond to the juxtaposition of meaning resulting from contrasting 

layers of text. In such situations, spectators and participants ultimately respond to what 

they themselves feel they have made or seen in the process of reading. 

This shift in my theoretical approach changed the direction of my work. I abandoned 

my quest to create a 'fictional relationship' containing the defining characteristics and 

'qualities of intimacy'. I turned to consider how I, as an artist/educator, might structure 

the drama to offer opportunities for participants and spectators to experience these in 

response. In the following chapter, structural devices which aim to produce such a 

response are discussed. 



CHAPTER EIGHT 

STRUCTURAL DEVICES AIMED 

TO IMPACT ON CEPTION 
If tension denotes human experience of structure, and is created through the perception 

of contrast, how might the artistfeducator structure the drama to induce the defining 

characteristics and 'qualities of intimacy' in spectator and participant response? How 

might I structure the work to induce the experiences of connection, animation and 

heightened awareness? What structural devices are most likely to offer spectators the 

possibility of experiencing free choice, personal integrity, acceptance, personal 

surrender, attentiveness, presence, risk-taking, participation and systemic detachment 

and playhl engagement'? 

Previous artists wishing to induce a specific reading or emotional response to the work 

have paid particular attention to the way the work is structured. Response to reading as 

well as questions arising during my own earlier contemplation indicates that several 

areas might be significant to my own study. Included in these are the impact of irony, 

figure-ground contrast, distancing and alienation devices and techniques designed to 

prolong perception. The 'qualities of intimacy' are potentially present in response to 

their experience. As well, for reasons that I will discuss hrther in the following section, 

the nature of ritual and its use and potential value in the creation of 'tension of intimacy' 

are considered. 

Irony 

Dramatists have used irony as a key strategy in the search for a response which offers 

the opportunity for new meaning to emerge but not all irony promises this. Some forms 

- -- 

I See Table Three on page 135, Chapter 6.  



or occurrences of irony are of more particular interest than others in this discussion. At 

its most basic, irony occurs as a result of a humorous or mildly sarcastic use of words 

implying the opposite of what they normally mean. Within drama, dramatic irony often 

describes the situation occurring when the implications of situation, speech or action are 

understood by the audience but not by the characters in the play. As Empson (1984) 

describes in his work Seven Types of Ambiguity, irony is not a single concept and may 

be created in a number of ways. Of particular interest here, because of its relationship to 

the operation of dramatic tension and to the possible experience of the 'qualities of 

intimacy', is the presence of an ironic perspective. 

An ironic perspective draws attention to an incongruity or irrationality and evokes 

emotional and intellectual response. The incongruity may be between what is expected 

to be and what actually is or it may be perceived in a situation or as the result of it. The 

importance of irony to this discussion is not as a presence in something but rather, as 

States (1 97 1: 225) suggests, "a perspective on something". Tension emerges for the 

participants or spectators as a result of the perception of possibilities in the natural order 

(States, 1971: 10). When irony is operating in this way the spectator or participant 

perceives a discrepancy in the relationship "between what is and what was or between 

what is and what should be, " (States, 1 97 1 : 77). 

Both discrepancies were evident in Michael Kantor's (1998) production of Brecht's 7he 

Caucasian Chalk Circle. In the fore-grounded story a discrepancy between what is and 

what should be was immediately evident as a wealthy and absurdly selfish mother chose 

between her child and her possessions. A fbrther discrepancy between what we 

recognise as the cruel and barbaric actions occurring on stage and what we ignore in the 

real world also exists. This is fbrther highlighted by discrepancy between the way one 

expects certain emotions and behaviours to be portrayed and the way they are made 

manifest in the stage action. Similar to my earlier suggestion that a contrast is always 

present when dramatic tension is experienced, here too the discrepancies of irony 

indicate contrast. 



Like other writers who have drawn associations between contrast and the existence and 

operation of tension, O'Neill(1996: 119) suggests that contrast is always evident when 

irony operates. Similar to States, she suggests that the contrast is in the relationship 

between appearance and reality: 

In irony the relationship between appearance and reality reveals itself as a 

contrast, an opposition, a paradox, an incongruity, a contradiction. It activates an 

endless series of subversive interpretations. It is a technique of saying as little 

and meaning as much as possible. It avoids direct statement and employs an 

objective dispassionate attitude that allows powefil and controversial issues to 

be investigated and illuminated (O'Neill, 1996: 1 19). 

Within process drama and theatre a number of techniques are used to heighten the 

contrast between appearance and reality. As in the Caucasian Chalk Circle discussed 

above, an outwardly rational context might be built on dubious or doubtfbl moral 

premises. Another example of such a situation can be seen in the previously discussed 

process drama created and led by Julie Dunn - the Zaire Drama. Here the participants 

are enrolled as adventurous risk-takers engaged in an expedition to capture animals. The 

"animals" are later revealed to be human. As O'Neill (1996: 121) suggests, irony is 

created in such situations because "hidden agendas operate, purposes are disguised, and 

expectations reversed". 

In the Zaire Drama, the impact of the irony is maximised because, while the 

participants may sense at the real level that all is not what it seems, plausibility for the 

surface meaning and conviction to the roles is created by the structure of the drama and 

the action of the leader. The irony does not become explicit until the leader in role 

announces the intention to capture pygmies. Once this happens and the participants 

argue against such action, the existing dramatic tension is resolved and the dramatic 

action is over. Koestler's (1975:73) suggestion that the ironist magnifies objectionable 

aspects of a society and juxtaposes these onto a different background is evident in this 

drama. 



For O'Neill(1996: 121) the tension created through the use of dramatic irony involves a 

complex response. The participant or spectator is invited to interpret, re-appraise and 

reject. She suggests that as we refuse to accept what is offered in the ironic world, we 

come to believe in the drama and this in turn leads to cognitive response. For her, irony 

entices participants into acceptance and mental collaboration. For Beckennan 

(1970:58), such tension gives the spectator the experience of "pleasant deception" 

evoked by "the interplay between stage activity and the imagined act". Dawson 

(1970:43) asserts that the response includes feelings of delight and exhilaration. 

Certainly this was my response as a spectator to the Company B Belvoir production of 

The Caucasian Chalk Circle mentioned above. 

In her keynote to the Brisbane IDEA Congress, O'Neill(1996) argued for the use of 

irony to create tension in the structure of process drama. She suggests that by using 

irony to create the tension in the participants themselves, structures for debate are 

established (O'Neill, 1996: 120). Within these structures accepted norms are challenged, 

a sense of community is created and participants are involved in the quest for solutions. 

When irony operates at this level, the participants follow a trail of complex logic to 

interpretation. Irony encourages spectators and participants to ask questions rather than 

confirming or supplying answers. 

Recognition of the ironic perspective has emotional and cognitive impact (O'Neill: 

1996). O'Neill suggests that the first reaction of the spectator or participant is often to 

think things are not as they seem. As I witnessed the opening scene of Kantor's 

Caucasian Chalk Circle my interest in the puzzle created for me as a spectator 

confirmed these claims. Because we respond in this way, O'Neill(1996: 121) likens the 

initial reaction to a negative shock of recognition where disbelief is invited. This then 

increases alertness and emotional distance. Not only this, but as O'Neill suggests, the 

participant or spectator then takes pleasure in recognition of the ironic stance. The 

audience enjoys the recognition of the real meaning below the surface of the interaction 

and behind the words. The pleasure is then turned to an interest in the uncertainties and 

questions raised. Confirming O'Neill's claim regarding the impact of implicit irony in 



process drama, I found my response to the above play involved filling gaps, completing 

hints and tracking hidden analogies. 

O'Neill suggests that the purpose of offering an ironic perspective is that by accepting 

the premise suggested by the ironic position, values and modes of reasoning are 

defamiliarised and exposed as implicit absurdities. She suggests the participants 

"discover the absurdity of the familiar and the familiarity of the absurd". Because of the 

way irony operates in drama, the participants are challenged to respond, re-interpret and 

to form judgements. The irony itself promotes this involvement (O'Neill, 1996). When 

irony is operating in this way, the tension is established in the spectator or participant 

rather than contained in the work itself According to States (1 971 : 175) the tension in 

response to irony is not an internal tension related directly to dramatic momentum but a 

tension between audience interest in the play and life. States (1971:39) suggests that 

irony does not involve a conflict of values or a sense of discontinuity within the fiction. 

Irony is also not isolated to a single moment within the action but rather emerges in 

response to "the summation of a very big idea" or as the "yielding of full truth and 

stability" in response to the action as a whole. 

Irony and the 'qualities of intimacy' 

Are the 'qualities of intimacy' present in the experience of irony? Are they precluded by 

the experience of an ironic stance? In order to begin to address these questions, analysis 

of my own response to recent dramatic experience was considered. Many of the 

'qualities of intimacy' did seem to be present in the experience of irony. The presence of 

trust was also significant in both the experience of intimacy and the ability of the irony 

to have a resonating effect within and beyond the drama. 

Free Choice 

As a spectator, my willingness to participate in the event and my trust in the performers 

including their ability to handle the medium appear to influence this aspect. A lack of 

trust inhibits response. As a spectator I can find myself holding back, sometimes to 

protect the performers, sometimes to protect myself. If 'free choice' is to be present the 

spectator or participant must experience a complete sense of trust. The presence of irony 
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itself does not necessarily inhibit this experience. This is likely to have influenced, 

participant response in O'Toole's South A$-ican Drama mentioned earlier (O'Toole, 

1992: 1591167-169). Descriptions indicate that some participants experienced the trust 

associated with free choice while others did not. 

The presence of free choice can also be linked to the style of presentation and the 

response this induces. Again I draw on my recent experience of The Caucasian Chalk 

Circle (Kantor, 1998). Not only did I trust the performers and the performance but the 

hrther I moved into the work, the more emotionally distanced and the more 

intellectually engaged I felt, the more I found myself willing to trust the work and my 

own response2. 

Personal integrity 

To experience personal integrity it is necessary to withhold self-judgement. Participants 

or spectators cannot judge their response as they experience it. They must allow 

themselves to be as they are. Similar to the experience of free choice, this is likely to 

relate to the degree of trust they feel in the circumstances. If I feel not only responsible 

for myself but also for the performers in some way, censorship of my own behaviour 

occurs and personal integrity is less possible. The withholding of self-judgement in this 

way is also necessary for the irony to be realised. 

Acceptance 

As well as withholding self-judgement, the nature of intimacy requires that people 

experiencing it withhold their judgement of others. One of the main purposes of 

adopting an ironic stance in the structure of the drama is to encourage such a response. 

When we withhold our judgement of others, we become aware of our own 

righteousness. By becoming aware, we are enabled to "let go" of preconceived ideas. 

Again though, this first requires a degree of trust. 

2 This will be dealt with further, later in this chapter, in the section addressing devices aimed to prolong 

perception or distance the spectator or participant. 
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Personal surrender 

The notion of personal surrender as a quality of the experience of dramatic tension 

indicates that as we experience the work we are willing to allow it to be what it is. As 

mentioned previously, irony can only produce dramatic tension if the participant or 

spectator recognises the ironic stance but is willing to allow this to remain subdued. By 

accepting the ironic premises on which the drama is built, the spectator must personally 

surrender to the work. Whether the work can sustain that surrender is likely to be 

dependent on fbrther matters which will be discussed later in this chapter. 

Self-responsibility 

If participants or spectators are to experience self-responsibility they do not overtly rely 

on others to make them feel a particular way. This requires one to be more open to an 

experience. A sense of trust in the dramatic encounter enables the operation of dual 

affect. When our willingness to participate in the fictional world created in the drama is 

increased, we are encouraged to rely on and enjoy our own reactions to the work. This 

in turn enables us to fblly experience the work. 

Attentiveness 

Attentiveness is characterised by an openness to hear and see. Further understanding is 

offered by consideration of my response to a potentially ironic situation which lacked 

this quality. The structure of the work, One Door Closes, (devised and performed by 

students of MacGregor High School, 1998) required the young and inexperienced actors 

to present rehearsed segments of work before hot-seating their characters with smaller 

audience groups. The rehearsed scene revealed a father, new stepmother and children 

experiencing difficulty in their relationships with each other. The impromptu answers 

offered by "the father" in the later hot-seating segment began with a hint of irony but 

then grew to be so extreme as to be outrageous (to my value system at least). A lack of 

perceived authenticity confirmed my previously held beliefs rather than offering the 

possibilities of new knowledge or insight emerging. Perhaps if the irony had been more 

subtle my response would have altered. I found myself responding rather than listening 

and experiencing because the irony was so overt. I would have been more open to hear 

and see if the problem presented in the personal encounter of the dramatic situation had 
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been more even. By judging the situation while I experienced the situation, the impiact 

of the irony was reduced and the possible experience of intimacy seemed to be 

precluded. 

O'Toole's (1992: 1591167-169) description of the South Mican Drama seems to indicate 

that for those who experienced a significant response to the drama, judgement was 

withheld in the experience. Those unable to withhold judgement were probably unable 

to fully experience the irony or the intimacy. In Cloudworld3, O'Toole notes a similar 

occurrence with participants who were unable to withhold judgement and thus accept 

the ironic perspective of the drama. 

The ability to withhold judgement also relates to the quality of risk-taking. Intimacy, 

like irony, requires those who experience it to give up prejudgement and presumption. 

We must be willing to be changed in and by the experience. Neither irony nor intimacy 

can be realised if the participant or spectator is unwilling to do this. Unless a sense of 

trust, not only in the other participants in the drama but in one's (at least immediate) real 

world context is present, the potential impact of irony and presence of intimacy are 

probably precluded. 

Presence 

Presence (total focus on the here and now) appears to be operative in the experience of 

irony. It is also present in response to action which has been delayed or prolonged (to be 

discussed later in this chapter) and what Barthes (1990: 14) refers to as bliss. Irony 

encourages consciousness of the here and now as it is experienced. Concern for the 

future and the past are reduced in the immediate experience. 

Participation and systemic detachment 

A hrther 'quality of intimacy' is the sense of participation experienced. This sense of 

participation is coupled with systemic detachment. The impact of such experience is 

3 For a brief description of this drama see Footnote 5, Chapter Seven. 



that the person experiencing it recognises difference between humans. By experiencing 

knowledge of difference, spectators or participants might be encouraged to recognise 

similarity of motivation (rather than action) shared by humans. Earlier I mentioned that 

my inability to feel a total sense of trust in the dramatic situation precluded my 

experience of openness. Within the same drama, my concern to allow others to "have a 

go" in the participatory aspects of the work encouraged my continued participation in 

the event (I continued to physically participate in the drama) but it did not hrther 

encourage my participation in the idea being explored in the work. Such participation 

relates to closeness, not intimacy. This may have characterised response of some 

participants in O'Toole's previously mentioned, South Afican Drama. 

Participation and systemic detachment have the potential to be present in the experience 

of intimacy and dramatic irony. Brecht's purpose in using the A-effect (to be discussed 

later in this chapter) and O'Neill's purpose in using an ironic perspective in process 

drama aim to achieve detachment from the system at the same time as they encourage 

the spectator or participant to become more aware of and judge that system. If the 

impact of the ironic distancing is sufficient to result in the emergence of new 

knowledge, increased awareness of self is also indicated. Again, the possible impact of 

irony and the experience of intimacy appear similar. 

Playful engagement 

The sense of playhl engagement recognised in the experience of intimacy is also 

present when one experiences tension created through irony. Similar to Malone and 

Malone's (1987:270) claims that this sense of playhl engagement increases our sense of 

participation in the "spirit of the game", O'Neill(1996) recognises that the presence of 

irony increases participant engagement in the questions of the drama. 



Conclusion - irony and 'tension of intimacy' 

When an ironic perspective is operating, understanding of the emergence of 'tension of 

intimacy' cannot be limited to consideration of the character relationships to each other. 

If irony is a perspective on something, rather than a presence in it, interest is not in an 

internal tension arising through the immediate relationship of the characters. When an 

ironic perspective is stimulating the response of spectators and participants, 'tension of 

intimacy' needs to be considered as it labels the quality of their experience of the drama. 

Such a response emerges as a realisation of the relationship of the elements internal and 

external to the dramatic work. Understanding the relationship between irony and 

'tension of intimacy' requires consideration of the complex relationship amongst 

iriternal and external elements. 

Developed understanding of the relationship between 'tension of intimacy' and irony 

might also offer greater understanding of the relationship between 'tension of intimacy' 

and 'tension of metaxis'. Certainly a relationship is suggested between the two in my 

reading of O'Toole's (1 992: 159,167- 169) description of a drama conducted in South 

Mica .  He describes a moment when a black youth, enrolled as a social worker, spent 

ten minutes cradling and comforting an Afrikaner teacher enrolled as a collapsed drug 

dependent. He describes the context and the reversed power relationships in the drama 

recognising their contribution to the emerging 'tension of metaxis'. This structure was 

also ironic. In this situation, the irony enabled the intimacy O'Toole noticed to emerge. 

The drama was framed by a background of need and violence in the fiction and by a 

structure of reversal in the roles adopted. Another example of the experience of 'tension 

of intimacy' and 'tension of metaxis' occurred for me as response to witnessing the 

dramatic action created by students enrolled as convicts in the First Fleet Drama. As 

leader of this particular process drama my role was probably closer to that of spectator 

than it was participant. Here too, the intimacy emerged as response to an ironic 

perspective developed by the students in the work they created. 

Although I can cite these two examples of process drama which indicate experience of 

'tension of intimacy' significantly influenced by the presence of an ironic perspective in 
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the structure of the work, I have no experience of such a response as a spectator of; 

theatre. If an ironic perspective can influence the presence of 'tension of intimacy' in 

process drama (in particular when an "outsider" experiences this looking in) it would 

seem likely that the same could occur in the experience of theatre. 

In both process dramas described, the experience in response was not universal. 

Although irony was operative in the structure of the South AAfrica~z Drama, O'Toole's 

discussion suggests that not all participants finally experienced the drama in the same 

way. The same could be said of the First Fleet Drama. It is unlikely that tensions of 

metaxis and intimacy were experienced by all. While the conditions may have been 

present in the structure, reaction to that structure significantly influenced the nature of 

the experience. 

While irony offers opportunities to engage the emotional and cognitive response of 

participants and to do so in such a way that they are encouraged to question values, 

beliefs and systems in the real world, the impact is dependent on increased emotional 

commitment at one level and increased distance at another. When irony is producing the 

dramatic tension experienced by the spectator or participant, increased emotional 

commitment to the juxtaposition of the real and the dramatic occurs. Such a reaction 

appears to be dependent on the spectator or participant simultaneously experiencing an 

increased distance fiom individual aspects or elements. By responding to the 

juxtaposition, the participant or spectator responds to the gap or contrast rather than to 

the individual elements. There are obvious links between such a response to irony and 

O'Toole's (1 992: 169) suggestions regarding the power of metaxis. He indicates that in 

the experience of 'tension of metaxis', response to the real is heightened because the 

participant responds to the paradox created in the contrast of the fiction and the real. For 

Fugard, (in O'Toole 1992: 169) the possibility of new meaning emerging in such 

situations relates to the inability of the dominant ideology to answer the questions posed 

by the juxtaposition. 

Can there be a relationship between such a response (created through the use of an 

ironic perspective) and the experience of 'tension of intimacy'? A relationship is 



suggested if we recognise that intimacy names a dyadic relationship where two pa@s 

operate in balance. In this instance the balance is between our response to the paradox 

and to our perception of what is real. If the spectator or participant responds in the 

manner suggested above, immediate judgement is likely to be inhibited. Perhaps irony, 

for as long as it is subdued, encourages emotional distance because it inhibits immediate 

meta-feeling or learned behaviour response to a single aspect of the drama. If the work 

itself inhibits or delays these, opportunities to create 'tension of intimacy' and 'tension of 

metaxis' might be encouraged. 

A further similarity exists. If one accepts Malone and Malone's (1987) articulation of 

the nature of intimacy and if 'tension of intimacy' names the nature of the participant or 

spectator response to the work, then the experience of 'tension of intimacy' will be 

characterised by animation, connection and heightened awareness. These three 

characteristics also seem to describe our response to irony when it is significant enough 

to emerge as dramatic tension. 

Further commonalties and questions are indicated. The experience of 'tension of 

intimacy', irony and 'tension of metaxis' all seem to be characterised by the experience 

of Selfwith its accompanying illumination of I (as subject) and Me (as object). There 

seems to be an increased alertness to both positions when intimacy, irony and 'tension of 

metaxis' are experienced. But if irony and 'tension of metaxis' rely on the simultaneous 

creation of emotional distance and intellectual engagement, is it possible for intimacy to 

involve similar experience? Is emotional distance contradicted by the nature of 

intimacy? Or does emotional distance merely inhibit closeness? These questions will be 

considered further later in this chapter. 

Figure-Ground Contrast 
As mentioned above, O'Neill (1996: 123) notes a link between the presence of an ironic 

stance and the use of contrast in the figure-ground relationship of the drama. In the same 

way that the presence of contrast has been noted as central to the operation of dramatic 

tension, so too, its presence in the figure-ground positions contributes to response. In 

the following section, the impact of perception of contrast in the figure-ground 



interaction and the implications of this for the creation of tension in general will be 

discussed. Possible implications for the creation of 'tension of intimacy' will be raised. 

Before Beckerman (1970) the terms figure and ground were more commonly used in 

discussions of visual art rather than perceptions in response to drama. Rubin, a Gestalt 

psychologist, first used the term in 191 5 when he noted what Kurt Kofka later called 

double representation: 

A circle drawn within a rectangle may be perceived as either a hole in the 

rectangle or a sphere on its surface. In either case a third dimension is suggested 

(Beckerman, 1970: 137). 

Similar to experience of visual art, this third dimension in drama is activated by the 

interaction of several planes of perception and experience in the mind of the spectator. 

Beckerman (1970: 141) and O'Neill(1996: 123) both use the terms figure and ground. 

For Beckerman, the background is defined by social context and values, style of 

dramatic presentation and treatment of stage space. Both writers suggest that contrast is 

achieved when the fore-grounded action is cast against a disparate background. In 

drama, it is sometimes difficult to tell whether certain aspects might be considered part 

of the background or the foreground. This is because of the complexity of the 

interaction of these aspects. As O'Toole notes, the structure of a work might be such that 

the background of the play's events become more central in the mind of the spectator, 

forcing them into the foreground position because of the contrast itself. He cites the 

example of Cabaret which has this impact for him: 

... the effect of this upon the narrative is to thrust the background into the 

foreground, to turn the lead-up to war in Germany into the primary narrative, 

and the apparently central individual figures into merely commentators, a 

secondary audience eye (O'Toole, 1992: 14511 46). 

Whether specific aspects are considered to be part of the figure or ground is less 

relevant than the contrast achieved by their interaction. Within drama a contrast is 

created when the playwright casts familiar action against an unfamiliar background, or 

when the reverse occurs. It is the interaction between the familiar and unfamiliar in the 

mind of the spectator which potentially creates the tension. 



The background does not have to be overtly present in the work. Within drama, 

contrast can be achieved when the background is unexpressed andlor subdued but 

implied. Contrast is possible in the latter situation because the background is present as 

knowledge in the minds of spectators. The suppressed background contrasts the fore- 

grounded action altering perception of the events and highlighting response to them. It 

is not necessarily the background of our own everyday existence as spectators here, but 

our knowledge of the social or political context of the plays events which are evoked by 

the work and which forms a contrasting background position. Beckerman (1 970: 13 8) 

cites the example of The Diary of Anne Frank where the action is concentrated on the 

domestic activity, feelings and relationships of a young girl growing up. Our knowledge 

of the events occurring outside her attic and of her eventual end form a background 

which is suppressed in the play but is present and significant for us as spectators or 

readers. The tension created is not suspense but similar to the way irony operates, a 

response to the subdued knowledge. 

In this work, as in other plays where the background is suggested but not hlly 

developed in the play, the writer creates shorthand allusions to the background which 

activate a greater sense of it in the mind of the spectator (Beckerman 1970: 139). These 

references may be evoked by character interaction or activity or by visual or aural 

stimuli emerging through the stage activity in some way. By continually evoking the 

references, the subdued background circumstances are kept alive. The background in 

The Diary of Anne Frank, and in other plays where such a contrast is created, forms the 

precipitating circumstances for the events which occur in the foreground and supports 

the action throughout. The contrast of the figure-ground positions continues in the 

structure of the work. Thus Beckerman (1970: 144) claims: 

As we trace the action of a play, we must be aware that this action always works 

against a background, inherent but incomplete in the play, present but 

unexpressed in the audience. 

Because we have this knowledge of the background and because our feelings and moral 

attitudes towards it are normally quite strong, the fore-grounded event can afford to be 
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quite 'undramatic', even mundane, yet still evoke response. Tension is created not only 

by the irony of audience awareness and character ignorance, but the interplay of this 

with the presentation of what might in other circumstances be a less significant story or 

relationship for some. When the background position is more overtly expressed within 

the work, contrast is created by offering a juxtaposition of the familiar and unfamiliar, 

the ordinary and extraordinary in the two positions. Audience sensibility is crucial in 

determining the contrast. The unfamiliar can only be appreciated if the familiar is 

recognised (Beckerman 1970: 142). For Beckerman, it is the bi-sociation of the familiar 

and unfamiliar which creates the tension. 

As Rubin's original experiments indicate (and as I have already mentioned), the 

classification of certain aspects of the drama as factors belonging to the figure or ground 

position is complex. For the purposes of discussion, I draw on Beckerman's position 

which indicates that character activity generally forms the figure position. A familiar 

figure position is indicated when characters face similar events to those the audience 

may have experienced, known as the experience of others, or can imagine as being 

within the realm of possible experience. To create a contrast when the familiar is 

offered in the fore-ground, the background position (expressed through style of 

presentation, code of conduct to which the action adheres, societal values and norms or 

social and political context of the action) must become the extraordinary or unfamiliar. 

While only one of these might be evoked, often several of these aspects come into play. 

As Beckerman points out, the complexity of the interaction of figure and ground cannot 

be viewed from a single perspective. "There are several planes of interaction between 

figure and ground, each differing slightly from the other and yet all connected" 

(Beckerman, 1970: 13 8). 

Writing in 1970, Beckerman (1970: 142) suggested that contemporary drama often 

utilises a familiar background. He claims that its use encourages spectator identification 

with the characters of the play. The spectator feels a sense of recognition in the 

characters. Contrast is then created by the recognisable characters pursuing activity 

which is less familiar. Beckerman argues that if a contrast is to be produced when a 

familiar background is used, compensation is required in the fore-grounded action. 



OWeiIl and Beckerman (1970: 143) assert that this is achieved by introducing the 

perverse, the clinical or the extreme in the fore-grounded events. For O'Neill(1996: 123) 

this contrast is achieved in process drama by offering a seemingly rational context and 

an irrational premise which presumably then influences the behaviour and pursuit of 

purpose of the characters in the foreground. 

When the unfamiliar background is created within the narrative context, an opportunity 

is offered for people to behave in a manner which might normally be considered 

inappropriate. The social norms and values are altered but remain acceptable to those 

who accept the fiction. When this occurs the impact of the figure-ground contrast 

operates within the person experiencing the event as part of the dual affect. In reality, 

the action is unacceptable but the conditions of the drama permit the activity. Thus a 

contrast is established between the normally acceptable and the rules and values 

accepted during the event. O'Neill(1996: 121) suggests that this is achieved in process 

drama by offering an unfamiliar background such as a visit to outer space or to a fbture 

time and place. O'Toole (1989) achieved this in the process drama Clouhuorld. As 

OWeill suggests, the setting becomes the excuse to behave in a manner which is 

normally considered inappropriate. 

A complex layering of contrasts between- the familiarity and unfamiliarity of the social 

norms and values of a society and the action considered appropriate in it is the structural 

premise of David McCartney's Asylum4. In this play, two apparently disconnected 

contexts (at least initially) are explored. In one context, a young man of questionable 

sanity attempts to write a history of Australia. Throughout, he and a young woman 

interact violently and sexually. Here the contemporary world is familiar but the 

responses of the characters within it are not. In the other context, McCartney presents 

the world of Macarthur, Bligh and the convicts of early settlement (a familiar narrative 

to Australians) but these characters do not behave or respond, nor are they presented to 

the audience, in an expected manner. For example, the Governor's wife politely offers 

tea in what appears to be an enclosed pig-pen. The officials behave in a grotesquely 

David McCartney's unpublished play, Asylum, was the winner of the 1996 George Landen-Dam Award 
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violent and sexual, animal-like manner. The convicts appear to operate in relative 

freedom outside the cage. Here, the background of familiar social values and norms is 

offered and challenged. As the play continues, the relationship of one world to the other 

becomes more evident. The contrast is created not only between the familiar and 

unfamiliar in each separate context but is strengthened by the juxtaposition of each of 

these on the other. 

The greater the familiarity of components in the background the more extreme fore- 

grounded action is likely to need to be if a sufficient contrast is to be created. While the 

social values and norms offered within a work might be familiar, the background 

position immediately becomes less so if the playwright simultaneously varies the style 

of presentation or treatment of stage space. The same can apply in process drama. The 

operation of such a shift depends to a large extent on the perception of the norm in the 

mind of the particular spectator or participant. What theatre-goers consider to be the 

norm, or a shift from the norm, varies from one to another. As hrther styles of 

presentation become familiar to an audience, the ability to create a contrast between a 

familiar figure and an unfamiliar style of presentation are reduced. 

Conclusion - figure-ground contrast and 'tension of intimacy' 

Figure-ground contrast offers the possibility of spectators and participants experiencing 

dramatic tension. For it to be realised as 'tension of intimacy' they would need to 

experience the defining characteristics and 'qualities of intimacy' in response. Several 

possibilities are indicated regarding this. It could be used to create a juxtaposition of 

several planes of interaction from within and outside the dramatic action. This would 

encourage spectators and participants to respond to the idea created by the 

juxtaposition. It could also be used in such a way that one area highlights and draws 

attention to the other in a significant way. In the latter case, it could emerge through the 

portrayal of an apparently intimate situation cast against contrasting circumstances 

which serve to highlight and intensify emotional response to the fictional relationship. 



Prolonging Perception, Distancing And 

Alienation 

Included amongst artists and theorists who have focused attention on distancing, 

alienation and other techniques designed to prolong perception are Brecht (Willett, 1964 

& 1977), Dewey (1 934 & 1973), Eisenstein (1 923) and Shklovsky (1 9 17). A number of 

contemporary feminist artists and theorists focus attention on this area as well (e.g. see 

Ben Chaim, 1984; Bennett, 1990; Brown, 1991; Dolan, 1988; Gillespie, 1995; 

Goodman, 1993; Kruger, 1995; Laughlin and Schuler, 1995; Savona, 1995; Schroeder, 

1995). The immediate aims of these writers vary. While some argue that dramatic and 

literary devices should be used to prolong perception, others argue that the purpose of 

using such devices is to change the emotional closeness/distance of the spectator or 

reader. I was interested in these techniques for several reasons. They appear to offer 

opportunities for the experience of the 'qualities of intimacy'. They also offer 

opportunity for new meaning to emerge. 

In the following sections, each of the areas - prolonging perception, alienation and 

distance, and ritual - will be addressed. Potential relationship between each concept in 

drama and the experience of 'tension of intimacy' will be considered. 

Prolonging Perception 

Those who argue that specific literary (and dramatic) techniques are necessary to 

increase the length of perception usually draw on the work of authors such as Shklovsky 

(1 91 7) and Dewey (1 973). Dewey (1 973 : 563) asserts that excess receptivity encourages 

shallow and meaningless encounters with the world (and with art). He claims that 

humans require sufficient time to allow the impression received in the experience to be 

related to previously known facts and concepts. He claims that the artwork itself should 

encourage this response. In a similar way, Shklovsky (1 9 17:22) suggests: 

... the greatest possible effect is produced through the slowness of perception. As 

a result of this lingering, the object is perceived not in its extension in space, but, 

so to speak, in its continuity. 



While Dewey (1973:563) suggests that slowing the action enables the spectator or 

reader to form new juxtaposition of ideas and concepts, Ben Chaim (1 984:3 1) claims 

that Shklovsky's ideas are premised on the belief that directing the reader's attention to 

detail encourages a fresh view of the object itself. Both theories relate structural aspects 

of the dramatic or literary work to impeding immediate perception of it. 

Several means by which immediate perception of the work is inhibited have already 

been discussed. The use of figure-ground contrast and of irony potentially offer such 

experience. Figure-ground contrast potentially achieves this result when the familiar is 

made strange and the strange made familiar (Ben Chaim 1984:46). This 

familiarlunfamiliar juxtaposition can be offered in a contrast of the narrative and its 

background or between the work and its means of production. Hunt (1 976: 103) notes 

specific techniques that potentially impede perception in this way. His examples include 

the presence of contradiction between character action and character dialogue; between 

what the audience sees and what they are told they are seeing; between the real 

perfbrmer physically there and the part they claim to be playing. The dramatic tension 

created in i%e Insect Play (The Brothers Capek: 1961) is significantly achieved through 

the presence of such contradictions. 

Any technique which forces spectators to attend to the moment, which refbses to allow 

them to move forward from this moment, yet still engages them, potentially serves this 

purpose. Within process drama, this is sometimes achieved by using ritual and poetic 

strategies. When the technique has its desired impact, the spectator or participant 

"lingers" on the object, seeing more than the object. While a single technique might 

achieve this purpose momentarily, its continued experience is likely to require a 

layering of structural elements. Those suggested above work in this way. 

Further techniques which aim to impede immediate perception, include those designed 

to force the spectator or reader to notice that the work is literatureldrama. This is 

achieved when structural aspects draw attention to themselves. Thornton Wilder's 

(1 93 8) Our Town, and Luigi Pirandello's (1 92 1) Six Characters in Search of an Author 
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are noted for their use of such structural techniques. Savona (1995:35) discusses 

contemporary techniques which draw attention to the constructed nature of performance 

noting those which draw attention to the resonance of sounds and to the play with form. 

Perhaps in such circumstances, the text itself could be seen as playfiil. In response, the 

spectator or participant might be encouraged to engage playfully. Certainly, if I am to 

remain engaged when I am directed to focus on the constructed nature of performance, I 

find I need to respond to the art and the idea not the trick. If my attention is focused at 

the level of device or trick, the potential impact is lost. The work is likely to lose its 

playful quality and the experience of intimacy is less likely. 

Within contemporary feminist theatre practice a number of techniques which attempt to 

draw attention to the text itself are used. Usually a political motive accompanies this 

desire. As mentioned above, the use of the techniques themselves does not guarantee the 

desired response. Plays which incorporate such devices, including Mummy Loves You 

Betty Ann Jewel (Hawley, 1988) and the work of Spiderwoman (1 994), each had 

different impact on me. Mummy Loves You Betty Ann Jewel incorporates a number of 

devices that create a grotesque and ironic presentation. Ultimately, the text remains 

playful while still forcing the spectator to notice its constructed nature. My reaction to 

the work of SpiderwomanS did not incorporate the same response. While I enjoyed their 

work at a distanced, intellectual level, their attempts to reveal the constructed nature of 

the performance appeared didactic. Spectators were directed to focus on the "real" - the 

lights, the sound, the actors, the costumes, and the language. We were required to see 

meaning beyond, but that meaning was didactically political. While the performers were 

playhl, I did not engage playfully in response. There was no metaphoric connection for 

me between the 'display of construction' and the ultimate meaning emerging. 

Further techniques intended to alter perception by drawing attention to themselves 

include the use of exaggerated styles, excessive use of theatre languages, exposure of 

the sub-text as explicit action (Tait, 1994:33-34), and juxtaposition of unexpected ideas 

Spiderwoman (USA) performed at The Thnd International Women Playwrights' Conference held in 

Australia in 1994. 
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(Tait, 1994: 173). Brown (1 99 1 : 154) points out that the latter often involve juxtapqsition 

of life's darker moments with the most ridiculous. Several of these techniques (including 

Brown's point above) were present in the play Mummy Loves You Betty Ann Jewel. 

Some of the more familiar techniques associated with prolonging perception and used 

by Shklovsky (in written literature) include wordplay, deliberately roughened rhythm, 

and the use of particular figures of speech. As Shklovsky (1 91 7: 9) warns however, no 

single technique is all-important. Different techniques can serve the same function and 

the same technique can achieve different functions. This is a usehl warning when we 

consider the way many techniques originally intended to produce new insight have been 

appropriated by the mass media and advertising. Hunt (1971:53) cautions that 

discoveries should never be allowed to fossilise into techniques. Kruger (1995:46) 

offers similar warnings. 

Other attempts by artists to impede immediate perception of the work include attempts 

to alter the nature of response as the spectator is held in the moment of the work. The 

immediate aim is to heighten emotional reaction to a specific moment. The moment is 

not then considered alone, but as part of a larger structure of carehlly planned moments 

that are calculated to manipulate spectator response to the work. Eisenstein's 1923 (in 

Dukore, 1974:942) concept of attraction as a primary element in the construction of the 

drama has this intention: 

An attraction (in relation to the theatre) is any aggressive aspect of the theatre; 

that is, any element of it which subjects the spectator to a sensual or 

psychological impact, experimentally regulated and mathematically calculated to 

produce in him certain emotional shocks which, when placed in their proper 

sequence within the totality, are the only means whereby he is enabled to 

perceive the ideological side of what is being demonstrated.. . 

The ultimate aim is to alter perception in response to the whole. Similar to my thoughts 

about techniques designed to prolong perception mentioned above, Eisenstein warns 

that the technique should not be seen as a stunt or a trick. The technique must be used in 

a calculated way to impact, not only on immediate perception, but also on reception of 



and response to the whole. Failure to address this latter consideration can be noticed in 

the way the frozen image is often used as a technique within process drama. While it 

potentially offers opportunities to prolong perception and enhance experience of the 

work, its potential when used merely as a trick of the trade is limited. 

Further attempts to prolong perception include strategies aimed to alter the perception of 

time in the experience of the work. States (1994:80) claims that in dramatic poetry, 

repetition of word, phrase, motif, scene and plot are structures for obliterating time. 

Many of the techniques incorporated for these reasons also serve to distance the 

spectator. Dramatic techniques calculated to alter perception of time include many 

evident in the practice of montage, including but not limited to: flashback, song, poetry, 

multiple voices, and multiple stage presentations. Rather than allowing the spectator to 

move forward (usually with the story) these techniques encourage the spectator to linger 

in the moment. Within process drama, such attempts can be manifest in non-linear 

structures that enable the participants to re-frame the action by shifting to explore 

different perspectives. 

When the spectator is offered a performance premised predominantly on cause-effect, 

the tendency emotionally is not to linger on moments of the work but to have one's 

attention drawn to the logical consequences. We are led forward and rush forward, 

sometimes ahead of the play. Structural techniques that deny the reader, spectator or 

participant this type of reading potentially enhance opportunities to deepen the 

experience of the text. While specific techniques might be offered within a linear 

narrative, slowing the action in the specific moment, hrther potential for increased 

impact lies in texts that are structured alternatively. 

Rather than offer a linear narrative premised on cause-effect, recent attention in feminist 

theatre practice has focused on creating cyclic or spiralling texts. The desire to disrupt 

linear narrative development is not itself new. In 1923, Eisenstein sought alternative 

means of presenting dramatic work by emphasising a narrative construction that did not 

rely on the surface logic of the events (Paget, 1990:43). The necessary rhythm is 

achieved by offering contrasting actions that comment on each other. Attempts to 



disrupt linear narrative are evident in the work of the absurdists and expressionists 

including (but not limited to) Beckett's Vaiting for Godot (1955/65), Ionesco's Kbe 

Chairs and Kbe Lesson (1 95 1 /1962), Karel and Josef Capek's Kbe Insect Play and R U. R 

(1 92 l), Pirandello's Six Characters in Search of an Author (1 92 1 /1954), and Stoppard's 

Rosencrantz and Guildenstern are Dead (1967). Post modern theatre artists and 

theorists also pay attention to the disruption of linear narrative (e.g. see Brown, 

1991 :244; Triffitt, 1987). 

The various purposes associated with attempts to disrupt linear narrative construction 

vary according to the philosophical intention of artists. While some attempts are linked 

to prolonging perception or delaying response, others relate fbrther to the notion of 

distance and the way a spectator is thought to engage in and read a text. This will be 

addressed fbrther below. 

Conclusion - prolonging perception and 'tension of intimacy' 

Consideration of the defining characteristics and 'qualities of intimacy' and the desired 

and potential impact of devices designed to prolong perception indicates that the latter 

could be usefbl to me in my quest to create such a tension. Most of the 'qualities of 

intimacy' appear to occur in response to the successful use of techniques designed to 

prolong perception. When the technique has its desired impact certain qualities of 

experience are encouraged in the spectator. The 'qualities of intimacy' - free choice, 

personal integrity, acceptance, personal surrender, self-responsibility, attentiveness, 

risk-taking, presence, and playful engagement - are all integral to the successful 

experience of techniques designed to prolong perception. Analysis of my own 

experience indicates that 'participation and systemic detachment' is possible, and 

perhaps necessary, in response. As mentioned above, the presence (or otherwise) of 

playfulness, essential to 'participation and systemic detachment', determined my 

response to certain works. When the sense of playfulness was limited to the performer 

relationships to each other and the work failed to invite the spectator to share that sense 

of playfblness, the technique (intended to prolong perception) had no effect. There was 

no sense of connection. Without that sense of connection, animation and heightened 

awareness are also inhibited. This is also likely in process drama. 



Drawing on what I have said previously, playfulness emerges as we participate in the 

spirit of the game rather than merely in the game. In the case of response to theatre, 

playfulness emerges as spectators respond, not to individual elements, but to what they 

create in response as they read and form juxtapositions of the various layers of meaning. 

As Iser (1978:28) points out, "we react to what we ourselves have produced, and it is 

this mode of reaction that, in fact, enables us to experience the text as an actual event". 

Spectators respond to a juxtaposition of elements apparently contained within the work 

or between the work and the world as they know it. 

Can structural devices used to prolong perception within process drama also encourage 

a playful response? Certainly, irony has the potential to do this. Participants' confidence 

in their position as members of the group and in the medium (including the strategies 

used within) will potentially influence the ability of individuals to be playful with and 

within that form. While Dewey suggests that slowing the action offers opportunities for 

the spectator to form new juxtapositions of ideas and concepts and Shklovsky suggests 

that directing attention to detail encourages a fresh reading of the object, neither 

suggests a playful reading is necessary. Yet, this playful reading might characterise the 

response they aimed for. When we feel we are colluding in creating the work, and enjoy 

our sense of participation in the collusion, we are more likely to feel playful. The 

technique designed to prolong perception is more likely to be successful when it induces 

a playful response. 

Distance and Alienation 

Similar to the use of devices designed to prolong perception, the purpose of using 

distancing and alienation techniques is to attempt to control the reading process. Artists 

concerned with techniques aimed at prolonging perception are interested in exploring 

how techniques can be used to hold the spectator in the moment of the work. The 

purpose is to alter perception of the event by offering sufficient time for new 

associations to occur in the mind of the spectator. Artists and theorists pursuing 

distancing and alienation techniques extend this idea. 



The term 'distance' relates to the emotional engagement of spectators as they 

individually respond to the drama. Ben Chaim (1984) and Langer (1953) draw on 

Bullough's (1912) concept of distance. His concept includes two related aspects. 

Distance requires emotional disassociation of the viewers' feelings towards the object 

and a simultaneous awareness of engaging with a virtual object (Ben Chaim 1984:7). 

While spectators experience emotional "disassociation" from the drama, they must still 

respond emotionally. Langer (1 953 : 3 19) suggests that the emotional experience has the 

character of distance because the work has been "filtered" by being cleared of practical 

concerns. Thus all participation in drama which involves a willingness to suspend 

disbelief and an emotional reaction tempered by the knowledge that it is not real can 

claim to involve distance in the way Bullough suggests. As Sartre (in Ben Chaim, 

1984: 14) claims, we perceive the actor but we imagine the character and as spectators 

we constantly shifi our attention between the two. Koestler (1975:306) asserts that the 

imaginary and the real are always simultaneously present. 

Bullough went hrther to claim that the most effective experience occurs when the 

distance is narrowed as much as possible without elimination (Ben Chaim, 1984:s). 

Others suggest an alternative concept. Rather than narrowing the distance, techniques 

are used which increase the emotional distance of the spectator to encourage a deeper 

and more critical response. The intention is that audience assumptions will be opened to 

objectification and thus criticism (Eagleton, 1983:79). The intention is to shifi the 

normative way of seeing. 

Readings which offer the possibility of new meaning emerging require particular forms 

of engagement. For instance, Iser (1978:48) suggests that the work should encourage 

participation in the text rather than contemplation of it. Such a response involves 

spectators responding to what they themselves create as they read the juxtapositions 

created by the text. This is similar to the impact of techniques designed to prolong 

perception. 

For Brecht, the purpose of encouraging a distanced reading is politically motivated. He 

argues that the artist should use form in such a way that passive response is reduced. 



The reading process should encourage questioning of the interactions and relationqhips 

displayed (Dolan 1988: 106). Similar goals and intentions are evident in the work of 

other writers, particularly those politically motivated by Marxist feminist theories (e.g. 

Dolan 1988, Gillespie 1995; Kruger 1995, Laughlin and Schuler, 1995; Savona, 1995; 

Schroeder 1995; Tait, 1994). 

States (1971: 175) describes Brecht's alienation effect (A effect) as an extreme form of 

ironic distancing. Rather than relying on an internal tension derived from dramatic 

momentum within the narrative, the dramatist uses a range of dramatic techniques to 

heighten awareness of spectators' own society at the same time as their attention is 

drawn to the physical existence of the world created on the stage. The purpose of such 

techniques is to increase the likelihood of juxtaposition between the two worlds 

occurring in the mind of the spectator. 

Those pursuing a more critical reading often (though not always6) reject naturalism. 

This rejection is based on beliefs about the way the spectator is encouraged to 

participate in the work. When naturalism is offered, the spectator is encouraged to focus 

on the narrative events and the character interactions more directly (e.g. see Shaw: 1895, 

Candida and Williams: 194511959, 77,-e Glass Menagerie). In these circumstances, the 

source of tension lies within the fictional frame. O'Toole (1992: 145) suggests that this 

has the effect of encouraging spectators to identify directly with the characters. Rather 

than offer a structure that encourages spectators to identify in such a way that they 

follow conflict resolution patterns to closure (Iser 1978:46), Dolan (1 988: 106) argues 

that they should remain critical and reflective. O'Toole (1992: 145) suggests this is 

achieved through the use of Brechtian devices which disrupt empathic response. Rather 

than encourage an empathic or sympathetic response to the plight of the hero, Brecht 

attempts to draw attention and reaction to the circumstances under which the characters 

hnctioned (Walter Benjamin, 1965: 150 in Dolan 1988: 107). This is evident in Brecht's 

ti See Tait's (1994: 169) comment regarding Vitalstatistix's play, A Trip To The Light Fantastic which 

required naturalism to expose the personal dilemmas and disillusionment of the central character, Eileen. 

See also Dolan's (1993:26) comments regarding this. 
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works, The Good Person of Szechwan (1 93 8-41), The Caucasian C M k  Circle (1 943- 

49 ,  Mother Courage (1 93 8-9), and The Threepenny Opera (1 928). 

Elin Diamond (1988: 14 in Dolan 1988: 114) suggests that the removal of empathic or 

sympathetic engagement does not necessarily remove the pleasure of identification. She 

claims alternative structures and strategies can allow identification to occur differently. 

In response to Brechtian strategies, the spectator might oscillate between identification 

with the actor, the character and the subject. Encouraging this triangular form of 

identification removes a singular authoritative voice and is thus thought to encourage a 

more critical response. 

Types of engagement 

My own reflections, and the claims of various writers cited here, indicate a number of 

different ways spectators and participants can engage in the action of the drama. My 

earlier analysis indicates that the way different individuals engage is likely to have 

significant impact on the specific nature of their response. Similar to my own 

reflections, Schoenmakers (1988: 142-1 52)7 also recognises that spectators identify in 

different ways as they participate in and respond to the dramatic text. He describes five 

forms of engagement, which involve varying degrees of distance. 

a) empathic identification 

b) similarity identification 

c) wish identification 

d) participation identification 

e) theatrical projection identification 

These labels do not always correspond with earlier uses of this terminology (in 

particular, empathic identification). There is similarity though between these 

classifications and Koestler's (1 975: 54) claim regarding stimulation of the spectator's 

participatory emotions. Koestler asserts that participatory emotions aroused in response 

7 See also Jauss' (1982) earlier classification of identificatory processes, which have been analysed and re- 

articulated by Schoenmakers. 
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to the willing suspension of disbelief can be experienced as sympathy, identification, 

pity, admiration, awe or wonder. Sometimes, they mingle in our response as is evident 

in Schoenmakers' classifications. As well, within a single work, the nature of our 

engagement can shiR from one form to another, or even have characteristics of several 

forms of engagement simultaneously. 

In the following, Schoenmakers' classifications are used as the basis of discussion. To 

avoid misinterpretation, they are labelled as forms of engagement rather than forms of 

identification. Schoenmakers' concepts are hrther extended through analysis of my own 

response to drama. Rather than limit the discussion to those forms of engagement that 

potentially produce the most distanced reading, the nature and potential impact of all are 

briefly considered. 

Using Schoenmakers' classifications, the forms of engagement that are likely to 

stimulate the least emotional distance are empathic, similarity and wish. For 

Schoenmakers (1988: 142) the process of empathic engagement involves: 

a) recognition of emotional experience of character 

b) imagining the cognitions and emotions of the character 

c) understanding the perspectives of the character 

In this process, spectators do not have the same thoughts and feelings as the character so 

while they do experience emotion it is not the same emotion as the character 

experiences. Slatoff (1970:42) describes this process as "lending oneself to the 

character". As a spectator of 77ze Power of One (Courtney, 1989), my attention initially 

was focused to recognise the emotional experience of a young boy as he faced the 

problems presented by his life in apartheid South Africa. My response was not to feel 

the same emotional response as I imagined he felt, but to feel in relation to his apparent 

predicament. As I empathically engaged, a sense of nurture was present in my response. 

This incorporated not only sympathy and pity but also at times admiration, and awe. I 

had a similar response to Louis Nowra's (1992), Summer of the Aliens. In both these 

works, the vulnerability of the character in the foreground event was set against a harsh 

background context. In these situations, the emotional experience of the character is not 

that of the spectator. While a "slight" sense of distance is maintained in this form of 



engagement the contrasting background events significantly influence the responsq. The 

impact can make one feel "closer" to the character but less critical of the idea developed 

in the performance. 

Empathic engagement can also occur in process drama and seems to be a predominant 

response to The Seal Wife (O'Neill, 1995b), The First Fleet (see Appendix One), and 

Famous People (O'Neill& Lambert, 1982). We recognise the plight and emotional 

experience of the character. We imagine how they must have felt and thought and from 

this position believe we understand their predicament. This seems to happen when 

participants identi8 with a character (or characters) whose stories are known. The 

action then proceeds to delve deeper into the issues of the lives of characters, perhaps 

(though not always) disrupting this reading. A critical reading in these circumstances is 

sometimes attempted by requiring participants to explore the drama from different 

character positions and using a range of strategies to encourage a shift in the nature of 

engagement. This is not always successfil. 

Bennett's (1990: 15 1) claim regarding naturalism in theatre is perhaps relevant to the 

process drama experience too. She says that the playwright may maintain naturalistic 

characters but use other devices to distance. Schroeder (1996: 157) makes a similar 

observation. This was evident in Rider's (1 99 1) production of Hardy's Vita!-A Fantasy, 

and Radvan's (1 989) production of Shaffer's (1 974) Equus. Bennett claims that the 

devices employed inhibit audience empathy to produce a "different focalization". Tait 

(1994:39) makes similar claims. 

Schoenmakers' process of similarity engagement involves: 

a) recognition of similarity between character's situation and the spectator's own 

position 

b) spectator imaginatively placing hirnlherself in the situation being experienced by 

the character 

c) spectator temporarily adopting the dispositions, perspectives, interests and 

sensitivities of the character 



Parallels can be drawn between this form of engagement and what other writers have 

described as empathy. This process involves introjection, projection, accommodation 

and assimilation. The emotion experienced by the spectator or participant is said to be 

the same as the imagined experience of the character. Spectators or participants induce 

the similarities as they imaginatively place themselves in the shoes of the character they 

witness or as they take role in the process drama. Slatoff (1970:42) claims that in the 

process of projection, the spectator substitutes "the self or part of the self for the 

character". Such a response is often encouraged in thrillers. In my personal experience, 

staged works are less likely to encourage this. Perhaps the more naturalistic the 

portrayal of the characters and the closer to one's own experience the events of the 

drama appear to be, the more likely such a response. 

In classroom drama activities "similarity engagement" is more likely to eventuate when 

the particular scene being explored is isolated fiom a larger context. If the participants 

are required to create a scene with little contextualisation and no apparent focusing 

question, they are more likely to create and adopt roles similar to themselves. Students 

less confident or less experienced in process drama, used to responding to television, 

might also be more likely to create and read such characters initially. When a particular 

participant adopts this form of engagement, where others have not, they might block the 

development of the drama. 

Attempts to create works which induce such a reading, although now often rejected8, are 

evident in liberal feminist theatre of the 1980s (e.g. see Norman's 1983, Night, Mother). 

Female heroes were depicted in traditionally structured plays. The intention was that 

female spectators would recognise the familiarity of the situations and emotional life of 

the woman on stage and identify directly with her experience. Contemporary feminist 

positions often reject the notion of 'woman' being a single identity. This rejection is 

accompanied by attempts to engage spectators differently. 

Attempts to encourage 'similarity engagement', though perhaps unwittingly, can also be 

8 Though see Shroeder's 1996 critique of such rejections. 



recognised in contemporary young people's theatre. This occurs when the artists avempt 

to offer characters they believe are similar to the children who will witness the event 

(e.g. see Morris, 1993, Two Weeks With The Queen). When the engagement is then 

successful, the young spectators imaginatively place themselves in the situation being 

experienced by the character(s) and temporarily adopt their dispositions, perspectives, 

interests and sensitivities. A critical reading is unlikely in these situations because the 

distance is considerably narrowed. 

The process of wish engagement is more complex, involving: 

a) recognition that the character (or actor) is different to oneself 

b) recognition of desirability in the character or actor's position 

c) desire to feel similar (at least temporarily) 

d) temporary adoption of the dispositions, perspectives, interests and sensitivities 

of the character 

Wish engagement does not induce the similarities. The spectator responds to a desire. 

This desire is determined by personal and socio-cultural factors. The emotional 

response here is more complex than that occurring in similarity engagement. The initial 

response when the spectator or participant engages wishfblly incorporates envy or 

admiration. This is followed by further generation of emotion of varying types. The 

strength of the emotional experience relates to the degree of desirability of the character 

or situation. As I view a ballet, my desire to be able to perform as the dancers on stage 

do can sometimes induce this form of response. Perhaps other spectators experience this 

in response to the very popular large-scale musicals. Some participants have reported 

initially experiencing this sense of engagement in the Famous People process drama, 

originally devised by OWeill(1995: 104-109). Children probably experience this as they 

listen to fairytales. Children too, often adopt roles in their play and in process drama 

that they see as admirable. 

The potential of such a reading to produce a critical reaction lies in the disruption of the 

engagement rather than the engagement itself. This encouragement of identification and 

its ultimate disruption is an important structural factor in the Famous People process 



drama. The disruption provides the distance necessary for a critical reading to be 

possible. 

'When a spectator or participant engages either sympathetically or wishfblly, emotional 

response is more immediate. This is likely to heighten response to tensions more 

dependent on plot development or the turn of events such as mystery, surprise, some 

types of dilemma and conflict. According to Slatoff (1970:41) the lack of distance tends 

to produce a more 'gripped' but ultimately less moving response. 

Schoenmakers' fourth classification, participation engagement involves: 

a) recognition of a dramatic context and a fictional context 

b) acceptance of the demands of the dramatic context and agreement to enter the 

action (as oneself) 

Schoenmakers describes participation engagementg as occurring in those situations 

where the spectator maintains self-identity but becomes the actor. Included here are the 

role of the spect-actor in forum theatre, the audience/participants of TIE (e.g. see 

Interplay Theatre Company's 1992, Ships of the Desert) and sometimes of participants 

in process drama where they are asked to engage in the action as themselves. Situations 

where this occurs in process drama include (but are not limited to) participation in 

group devised rituals and in response to poetic strategies which do not require the 

adoption of role e.g. chorale speaking, sound tracking. 

Here, the nature of engagement is a consequence of participation in the action. The 

participants respond to what they themselves have created. The object of identification 

is imaginative. This form of engagement potentially holds greater distance than the 
0 

previous three forms. of engagement, and, if willingly entered, has the potential of being 

more playful. This is not always the case. The level of ego spect-actors take into the 

work can influence their openness and continued engagement at this level. The 

engagement might shift to wish, sympathetic or empathic in the process. 

See also Jauss' (1982: 159) concept of associative identification. 



The final form of engagement articulated by Schoenmakers, theatrical projection, 

involves the most distanced reading. Theatrical projection as a form of engagement 

involves: 

a) concentration on the form and devices of the work 

b) experience of a desire to decode the work or savour the experience of the form 

rather than the form itself 

c) identification with the producers of the work 

Theatrical projection engagement occurs when spectators focus on reading, interpreting 

and responding to the symbols, devices and the metaphoric content of the dramatic 

experience. Not only this, but they respond to what they themselves imaginatively 

create in the reading process. Schoenmakers (1988: 152) claims it is most evident: 

the more the icons of the theatrical product deviate from the objects they refer to 

and the more extensive the use of unconventional means to present the plot. 

This form of engagement seems closest to the experience aimed for by theorists like 

Shklovsky (1917) and Dewey (1973) who (as already mentioned) wanted to slow the 

action in order for the spectator or reader to re-experience, to see new in the experience. 

In this process, attention to the form is likely to have a double impact of reinforcing this 

form of engagement as well. 

The potential of such engagement to produce a critical reading is dependent on the way 

the spectator or participant forms juxtapositions from various levels of text and the way 

metaphors are individually read and interpreted. In Peter Brook's (1964) production of 

Marat/Sade, a number of techniques (including many which would be labelled 

Brechtian) are used to encourage spectators to engage with the production in this way. 

The same occurred in my response to Kantor's (1998) production of The Caucasian 

Chalk Circle. For me, they achieved the purpose of inducing a critical reading of the 

metaphors created. They also encouraged spectators to identi@ (perhaps playhlly) with 

the producers of the work in the way Schoenmakers suggests. By responding to the 

symbols and metaphoric content, spectators have a sense of collaboration with the 



producers in the meaning they take from the work. However, such a reading is not 

guaranteed. Koestler (1975:304) claims that when two incompatible matrices are 

juxtaposed in the mind of the spectator the juxtaposition might be viewed as ridiculous, 

pathetic or intellectually challenging and this depends on the propensities (including the 

existing attitude) of different spectators. He (Koestler, 1975: 45) claims that laughter 

results when the matrices collide in perception. When the matrices hse, intellectual 

synthesis results. When they meet in confrontation, aesthetic experience is evoked. The 

potential of this process of engagement to meet the demands of Brecht and produce a 

critical reading, while possible, can never be guaranteed. 

Although all of these forms of engagement involve emotion, the forms which offer the 

possibility of new meaning emerging are those which focus attention away from 

narrative authority, re-assurance, easy reading and which pleasurably surprise us 

through the discomfort they create. The final two forms of engagement - participation 

and theatrical projection - offer the most potential to meet this demand. Can these forms 

of engagement also offer the possibility of 'tension of intimacy' being experienced? 

Conclusion - the nature of engagement and 'tension of 

intimacy' 

Some of the 'qualities of intimacy' are potentially present in all these forms of 

engagement if the spectator has willingly suspended disbelief. If the work itself, or 

moments in the work, are such that the willing suspension of disbelief is fractured or 

lost in some way, then these qualities might also disappear. Boredom and shock could 

equally cause this to occur for individuals. In the following analysis it is presumed that 

the spectator is interestedJengaged and has willingly suspended disbelief. 

Free choice and personal surrender are generally present in all response to drama that 

involves the willing suspension of disbelief. Although this is more complex in process 

drama, the distance created through participation in the fiction of theatre also 

encourages the experience of personal integrity. I accept myself and my response as I 

participate in the work. Unless the work is unusually shocking to the spectator, 

imaginative acceptance of the work itself usually exists once the spectator has agreed to 
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suspend disbelief While the use of certain strategies and techniques can highlight ,this 

aspect of response, it is generally present. 

Works which rely on linear narrative development, a cause-effect sequence and which 

focus the spectator's attention on the pursuits of individual characters are more likely to 

reduce self-responsibility, attentiveness, presence and playful engagement of the 

spectator. Self-responsibility is reduced because spectators rely on the work to produce 

emotional response rather than on their reaction to the work. Attentiveness, presence 

and playfbl engagement are reduced because spectators are focused on the future or on 

their preconception of what the future might be. This inhibits the ability to remain in the 

moment of the work and be open to new possibility. Works that do not encourage 

empathic, similarity or wish engagement have greater potential to produce the 'qualities 

of intimacy'. 

Participation engagement and theatrical projection as forms of engagement offer 

opportunities for the qualities of self-responsibility, attentiveness, presence and playfil 

engagement to be present. Self-responsibility is encouraged because spectators must 

rely on their own response under these circumstances. Attentiveness is inherent in forms 

of engagement that encourage emotional distance and simultaneously encourage a 

critical reading. Presence and playfil engagement are inherent in forms that use 

techniques to direct our attention to the moment of the work. 

The potential presence of risk-taking is a little more complex. Under what 

circumstances are we willing to not know? To let go of preconceptions? To be changed 

in the experience of the work? To some extent, risk-taking so defined is inherent in the 

willing suspension of disbelief It also relates to individual spectator's expectations of 

the theatre event itself If spectators attend theatre with the intention of merely being 

entertained, they are less likely to adopt a risk-taking perspective. In general, individual 

expectation of the work is more likely to encourage the response rather than the nature 

of the work itself Spectators who do attend theatre willing, perhaps desiring to be 

challenged in the process adopt this attitude at the outset. Although nothing suggests 



that sympathetic, empathic or wish engagement would work against this, the other 

forms of engagement are more likely to offer opportunities for risk-taking to arise. 

When participation and systemic detachment are simultaneously experienced there is a 

reduction in the bond between the self and the system of which that person is a member. 

The system might be seen to be the theatre experience itself. Reduction of such a bond 

implies creating the greatest possible emotional distance while still maintaining 

engagement with the work. Again, the distance and the requirement to respond to what 

we ourselves create suggests that the final two forms of engagement are more likely to 

encourage intimacy. The sense of pleasure derived from responding to the work in this 

way can also be characterised by a sense of playfblness. 

Works which encourage a more distanced reading, like those which utilise techniques to 

prolong perception, are likely to offer the greatest potential for the experience of 

intimacy. Although the use of certain techniques offers no guarantee of a specific 

reading, some are more likely than others to engage the spectator in the desired way. A 

list of strategies used by a number of contemporary artists to stimulate this form of 

engagement is included as Appendix Three. 

Ritual 

I chose to focus on ritual for several reasons. Traditionally, ritual has played a 

significant role in prolonging the action within process drama because it potentially 

alters perception of time and simultaneously heightens emotional reaction within the 

specific moment of the work. O'Toole (1992: 159) claims a direct relationship between 

'tension of intimacy' and ritual. Handelman (1 990:68), Schechner (1 993:41) and Turner 

(1982:233-34) indicate a relationship exists between playfblness (a 'quality of intimacy') 

and ritual. As well, a number of feminist artists and theorists of the late 70s and early 

80s (see Canning, 1996; Greeley, 1995) explored the use of ritual to produce spectator 

response that incorporated qualities similar to the defining characteristics of intimacy. 

Schechner (1993:20) claims that at its most intense, participation in ritual can induce the 

experience of flow identified earlier as possibly similar to the experience of intimacy. 

Two fbrther factors influenced my decision. At one point in my writing I found I was 
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intuitively led to the creation of shared rituals. The repetitive and rhythmic nature,of the 

actions of the participants in the First Fleet Drama (mentioned previously) also 

contained aspects of ritual. 

Specific definitions of ritual vary according to the theoretical perspective of writers. 

Bullock, Stallybrass and Trombley (1977:748) claim that interest in ritual can emerge 

&om a hnctionalist perspective or from a desire to pursue meaning through content. 

They suggest those concerned with the latter can be divided into symbolists and 

intellectualists. While intellectualists pursue ritual concerned with providing an 

explanation of the world, symbolists "highlight expressive or emotional content of 

ritual". Turner's understanding of ritual (1 969, 1982, 1982b, 1990), more usually 

applied in the context of theatre analysis, emerges from the symbolist tradition of 

anthropology. Like Schechner and Turner, O'Toole appears to adopt a symbolist view of 

ritual. For O'Toole, (1992:29) ritual is the group equivalent of intimacy inducing tension 

in the characters as they share a significant moment created through formalised and 

ceremonial activity. These two aspects of ritual are common to most definitions (e.g. 

see Bullock, Stallybrass and Trombley, 1977; Canning, 1996; Esslin, 1968; Grimes, 

1982; Handelman, 1990; Myerhoff, 1982; Turner, 1969,1982; Schechner, 1993). 

The potential of ritual to effect personal or social change 

Drawing on anthropological concepts of ritual, Greeley (1995: 162) claims that ritual 

always serves a purpose and contains moral, religious, practical or psychological 

significance to those who partake. Similarly Brown (1 99 1 : 13) asserts that ritual 

functions to teach, to influence or control events, to glorify as well as to give pleasure. 

Discussing student experience of process drama, O'Farrell(1996: 128) claims that ritual 

returns participants to society profoundly changed. Similarly, Brown (1 99 1 : 13) and 

Greeley (1995: 162) claim that ritual changes some aspect of the social conditions of 

those who partake. Turner and Schechner's analysis of ritual and its impact indicates 

these latter claims are problematic. So too does the analysis of Handelman (1990). 

Turner (1969:200) identifies two types of ritual which, rather than challenging and 

changing structure, reinforce it. He suggests that rituals can be divided into those that 
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elevate status and those that offer status reversal. A king's coronation elevates his Status 

while the rituals of Valencia's Las Fallas ~estival' and The Festival of ~ o o l s "  offer status 

reversal. Turner claims that both types of ritual reinforce rather than challenge the status 

quo. It is easy to see how rituals that elevate the status of the structurally superior 

confirm the status quo. Turner (1969:200) asserts that this also occurs in ritual 

participation that involves status reversal of the structurally inferior. He asserts that this 

occurs because social positions are not really challenged (Turner 1969:201). While 

Spain's Las Fallas Festival might temporarily elevate the proletariat and mock the 

structurally strong, the existence of a gap between the two is necessary for the ritual to 

have any impact. The ritual process reaffirms the gap. While such rituals can offer a 

new way to observe structure, often through humour, satire, mockery, and inversion, 

they do not destroy it. When the Festival of Fools concluded, the deacons reverted to 

their powehl  positions, the sub-deacons to their lower status. 

Rather than analysing ritual according to whether status is elevated or reversed as 

Turner does, Handelman (1 990) divides ritual events into three classifications: the 

event-that-models, the event-that-presents the lived-in world, and the event-that- 

represents the lived-in world. Similar to Turner's and Schechner's analysis discussed 

above, Handelman claims that the event-that-models and the event-that-presents the 

lived-in world ultimately confirm the status quo. Drawing on analysis of a Chzsungu 

ritual (an event-that-models) he draws the conclusion that the status quo is affirmed 

because the event is self-regulating: 

The prediction of transformation, its direction and actualization, are done within 

the event itself. The outcome is not the product of the more variable, 

uncontrolled, and therefore uncertain interface between the event and conditions 

of the wider social order (Handelman 1990: 3 8). 

Here, in the event-that-models, participants might move through the three phases of a 

rite of passage - separation, transition, incorporation - but they are ultimately re- 

incorporated (perhaps at an elevated level) into the same structural system. Schechner 

argues that the system itself has not changed. Handelman (1 990:49) claims any change 

that does occur happens within the ritual. 



Handelman (1990:41-48) uses the examples of the Nuremberg Rallies and re- 

enactments to illustrate his arguments regarding events-that-present the lived-in world. 

Such ritual events are designed to arouse emotion and evoke sentiment and ultimately 

have no impact on the lived-in world (Handelman 1990:42). They are models which 

selectively reflect social order. The aim is affirmation and greater clarity, the removal of 

uncertainty. He claims that if metaphors are present they "tend to lead elsewhere but not 

otherwise" (Handelman 1990:48). Of events-that-present the lived-in world, he says: 

Throughout, there are no questions - no contradictory or discordant notes, no 

puzzles, no paradoxes, no challenges. Instead a profusion of exclamatory 

signposts: all components point to the overwhelming consistency of the overall 

organization; and each component, in itself, helps to replicate the whole pattern 

(Handelman 1990:43). 

Handelman's final classification of rituals are those which re-present the lived-in world. 

Here, Handelman incorporates rituals such as Carnival. The Festival of Fools, although 

not specifically addressed by Handelman, would also be incorporated here. Both 

involve burlesque and parody. The ritual structure offers "proposition and counter 

proposition". . . "juxtaposition and conflict of contraries". . . (Handelman 1990:49). Like 

Turner's (1969:201) claim above, and my own observations of Las Fallas, Handelman 

draws a similar conclusion. He notes that while such ritual practices can query existing 

social order, and through critique offer an alternative vision of social reality, ultimately 

nothing is changed. Ultimately, the ritual practice reinforces and revalidates the existing 

social order. 

Schechner (1993:223) offers a further criticism of ritual impact. He claims that the 

qualities of human ritual - "rhythmicity, exaggeration, condensation, and simplification 

stimulate the brain into releasing endorphins directly into the blood stream" and in the 

process relieve individual and collective anxieties. He claims this can offer temporary 

comfort or immediate physical pleasure but it also "short-circuits" thinking by providing 

easy answers. Similar conclusions are also evident in Handelman's analysis. 



Playful participation in ritual 

Yet Schechner and Handelman (1990:68) believe that ritual participation can potentially 

effect change. Both draw on the concept (and necessary inclusion) of playful 

participation in their claims. This is similar to Malone and Malone's (1987:270) claim 

that playful participation allows one to remain a member of a system without being a 

captive of it. Although Handelman does not overtly define playfulness in the same way 

as Malone and Malone, a similar concept is implied in his writing. In this thesis, playful 

participation is defined as participation in the "spirit of the game" rather than merely 

participation in the game itself Handelman (1990:68) asserts that playful participation 

allows the uncertainties to be made explicit. 

Similar to Malone and Malone's (1987:268) claim that playhl engagement involves 

risk-taking - the risk of being changed, of seeing the world and ourselves in a different 

way - so Turner and Schechner (1993:26) claim that playful engagement in ritual is 

dangerous. 

Playfulness is a volatile, sometimes dangerously explosive essence, which 

cultural institutions seek to bottle or contain in the vials of games of 

competition, chance and strength, in modes of simulation such as theater, and in 

controlled disorientation, from roller coasters to dervish dancing.. . Play could be 

termed dangerous because it may subvert the left-right hemispheric switching 

involved in maintaining the social order.. . (Turner 1982:223-224). 

For Handelman (1990:68), play is dangerous to the system and the individual because 

those who partake dismantle the system. There is always the danger it will not be 

restored. For Handelman, indeterminacy and uncertainty are inherent characteristics of 

such participation. Ultimately, Handelman believes the power of ritual to effect social 

change lies with the power of inversion present in it. Similarly Fugard claims that the 

potential of an event such as the South African Drama, might be its ability to raise 

questions to which the dominant ideology has no answers (in O'Toole 1992: 169). 

Handelman claims that the ritual is more likely to effect change in social order if the 

inherent inversion "exceeds itself and breaks its connectivity to the phenomenon it 

inverts - thereby creating a new phenomenon" (Handelman, 1990:56). 



Playfbl participation is more likely to occur in liminoid activity than liminal rite. In 

Schechnerls(l 993:258) analysis, liminal rites are obligatory. Similar to Handelman's 

analysis of events-that-present the lived-in world, the purpose of liminal rite is to 

confirm the status quo of the larger society, its beliefs and values. Liminoid activities, 

while often identified as secular (e.g. see O'Farrell 1996: 128) are more importantly, 

voluntary (Schechner 1993:258). Playhl participation in liminoid activity (voluntary 

ritual) which challenges established behaviours and/or introduces alternative behaviour 

has greater potential to alter perception of the system and thus ultimately perhaps 

change it. This seems to have occurred in O'Toole's (1992: 167) previously mentioned, 

South African Drama. The roles adopted in the drama involve status reversal. A group 

of twenty black South African adolescents were enrolled in positions of authority and 

knowledge. Eighty white adults took role as drug offenders. O'Toole describes a 

moment in the action which seems to hold the qualities of playfbl participation: 

The students used the license of the drama to reverse the normal order of their 

lives.. . 'social workers' carried, stroked, caressed and cradled, sang to and 

cajoled their 'charges'. . . 

The result of playful engagement is that participants can become aware (or remain 

aware) that they are not the system in which they participate. 

Ritual in drama 

Contemporary Western drama practitioners, companies and communities who include a 

commitment to ritual exploration or the incorporation of ritual include Jerzy Grotowski 

(Schechner, 1993: 245fT), Richard Schechner's Performance Group (Dolan, 1988:43), 

The Public Exploration Projects (PEP'S) of the Actor's Lab of Toronto (Grimes, 

1982:278), At The Foot of The Mountain Theatre Group (AFOM) (Canning, 1996: 130; 

Greeley, 1995: 162, Dolan, 1988:93), Rhode Island Feminist Theatre (RIFT - 1973-74), 

Women's Experimental Theater (WET - 1977) (Canning, 1996: 134; Dolan 1988: 89) as 

well as the process drama movement (e.g. see Bolton, 1979:34; O'Farrell, 1996; O'Neill, 

1 995; O'Toole, 1992). 



Schechner notes that ritual may be present in form and structure as well as in subjept 

matter and theme of dramatic works. Often these seem to be linked. Artaud's work, fie 

Cenci (1969), incorporates ritual at the level of form or structure but at the same time 

examines some of the darker rituals of human existence. Artaud's intention was to use 

ritual "to expose the audience to its own secret crimes and obsessions and hostilities.. . 

to cleanse the audience's guilt" (Styan 198 1 : 107). Plays such as Shakespeare's Richard 

111, Tennessee Williams' (1958) Camino Real and Genet's (1954) The Maids also 

incorporate ritual at both levels. The same occurs in contemporary feminist texts which 

attempt to portray the routines of women's daily lives (e.g. see Suzanne Spunner's 

(1 986) Running Up a Dress and Sue Rider's (1 993) Matilda Women). 

Response to ritual in process drama is not necessarily the same as response to 

participation in ritual in real life. In the fictional context of the process drama, 

participants operate at a dual-level. They adopt role and in that role participate in the 

fiction. To the fictional character, response to the ritual probably occurs as Handelman 

suggests. But, to the participant operating at a dual-level, Handelman's concept of 

dividing rituals into the event-that-models, the event-that-presents the lived-in world 

and the event-that-re-presents the lived-in world becomes muddied. Rituals used at the 

beginning of a process drama are often intended to build and confirm commitment to 

the roles, the tasks and the context of the drama. These tend to take the form of events- 

that-present the lived-in world. In real life such rituals do not contain contradiction or 

discordance. Often in process drama this is also true. There can be exceptions though. In 

a process drama, the participants may have knowledge of a fbture unavailable to the 

characters they portray. A group of participants (in role as soldiers) swear an oath of 

allegiance to their King as they are all knighted. As participants they know there is soon 

to be an uprising, that they will over-turn the power of this King. As they commit to the 

ritual, they agree to withhold this knowledge. Is the spectator's experience of ritual 

similar to that of the participant in process drama or is it similar to witnessing rituals 

outside the "theatre" context? The spectator's response to a fictional event-that-presents 

the lived-in world (e.g. a fictional coronation) is potentially similar to that of the process 

drama participant described above. The impact depends on the discrepant awareness of 

the spectator. In both situations, the disparity of knowledge adds a layer of contradiction 
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and discordance to the event-that-presents the lived-in world. It also offers the 

opportunity to increase playful response. 

The use of ritual often noted in contemporary feminist texts is more likely to take the 

form of an event-that-represents the lived-in world. The impact can be complex. Rider's 

(1993) work Matilda Women portrays the events in the lives of a number of historical 

Queensland Women. In this play, a ritual evoked by (and evocative of) Vida Lahey's 

(1912) painting, Monday Morning, is central to the structure. The central motif of the 

ritual is 'doing the washing'. The effect is to juxtapose a mood of fbn and excitement on 

a mundane task. There is discordance between the mood evoked by the rhythm of the 

dramatic work and the harsh lives of the characters. For those with awareness of the 

painting which inspired the play, there is further discordance between the mood of this 

and that of the ritual. A further level of participation (and discordance) is evoked by the 

decision to ritualize (and thus give importance to) a mundane domestic task in the first 

place. An additional layer of meaning is also evoked because the spectator 

simultaneously responds to the particularities of individual characters (e.g. Vida Lahey, 

Amelia Dietrich). Their portrayal in this way (and thus this latter aspect of my response) 

is probably less likely in an event-that-represents conducted outside the theatre context 

(as described here). 

The event-that-represents the lived-in world is always a staged event. Spectator 

response to a dramatic work (such as Rider's 1993, Matilda Women) which incorporates 

this form of ritual is likely to be similar to that noted by Handelman (as discussed 

earlier). Although not guaranteed, for Handelman this form of ritual has the greatest 

possibility of inducing heightened awareness. For Schechner and Turner this relates to 

the playful engagement of participants. 

The ritualizing of mundane domestic activity has been incorporated in a number of 

feminist works including the work of The Home Cooking Company (Tait, 1994: 181) 

and Martha Boesing's (1987) Story of a Mother. Within Boesing's work these "routines" 

often involve mother-daughter relationships, domestic activity; a chorus singing the 

daily chores; and the ritualising of everyday conversation and everyday action (Greeley 
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1995: 166). Tait (1 994: 184) points out that the exaggerated use of ritual in the enactment 

of women's everyday lives is a recurrent theme in the work of a number of feminist 

theatre practitioners. Usually, those who do incorporate ritual in feminist enactment do 

so because of a belief in the potential connection this offers the female spectator. The 

intention of many works of the late 70s and early 80s was often to express the 

experience and vision of feminist consciousness (Canning, 1996: 124). While this is now 

recognised as problematic (there is no single feminist consciousness) the concern of 

cultural feminists of the time was to express an "ethics of care" (Brown, 1991 : 155) 

which incorporated collective experience and simultaneously offered female autonomy 

(Shroeder, 1995:72. Ritual was a strategy1' often used to enhance this sense of 

connection. 

The success of using rituals with this intention in feminist drama is not certain and again 

relates to Schechner's (1993:258) claim that playful participation in the ritual requires 

voluntary rather than obligatory commitment. When Martha Boesing's Story of a 

Mother I1 was presented at the Women and Theatre Program Conference in Chicago in 

1987, some participants rejected the rituals and the enforced participation because they 

felt conned into it or uncomfortable about it. Dolan (1 988: 94) and Canning (1 996: 198) 

recognise that there was no room in the ritual structure for the spectators to dissent. 

Here, the compulsory nature of the participation created an obligatory liminal rite. The 

playful participation of liminoid activity was inhibited or precluded for many spectators. 

This response is to be expected. As O'Toole (198 1 :65) notes in works which make 

similar demands of the "unwary" spectator, expectations of participation are overturned. 

Interestingly audiences responded more enthusiastically to the ritual elements of Story 

of a Mother fourteen years earlier (Canning 1996: 199). 

Schechner claims that voluntary participation in ritual, and the emergence of playful 

engagement, requires a sense of security to be offered to participants, particularly at the 

lo e.g. Brown (1991:154-5) notes the use of two protagonists, multiple actors playing the same 

protagonist, the inclusion of children and an even distribution of the importance of roles 



beginning of the work. Once a participant or spectator engages playfully, further risk 

becomes part of the thrill of participating (Schechner 1993:27). Student response to the 

First Fleet Drama supports this. The drama cannot be successfully implemented until 

students in the group feel comfortable with each other and with the leader. Early in the 

drama, as belief in the roles and context is being built, students participate in a ritual 

sentencing. Following the sentencing the drama is stopped and the mood shifts 

significantly as students group together to build the ship-board cells which will later 

house them. The distance provided by creating a character (who is obviously not them), 

the knowledge that I, as leader of the drama, am obviously "playing" as I adopt teacher- 

in-role, and their increasing sense of playfulness as they construct their own cells 

increases participation. The way participants continue to move into the drama supports 

Schechner's claim that hrther risk becomes part of the fun. 

O'Neill (1995: 149) also notices the significance of playful engagement in ritual. In the 

example she offers, the ritual created became the pre-text of the drama. Students were 

asked to create a tableau of the perfect wedding. Disparate comments were 

superimposed on these tableaux creating a sense of irony. O'Neill claims the familiarity 

of students with the ritual occasion allowed them to be playful and ironic. In the First 

Fleet Drama, distancing devices inherent in the structure coupled with student comfort 

in the setting, allows students to respond playfully in the context. 

Schechner (1993:26) notes that we can engage playfully in the rituals we observe as 

well as those in which we partake more directly. Sufficient understanding of the context 

observed is required if spectators are to respond playfully to the rituals they witness. 

The ability of participants and spectators to respond plafilly to ritual is dependent on 

factors from within and external to the work. The degree to which the icons and 

metaphors of presentation create resonance and evoke dissonance for particular 

spectators and participants influences response. As well, the ultimate aim of participants 

and spectators (the personal experience they desire to undergo) and their preparedness 

to suspend disbelief and engage in the rituals are likely to influence the nature of their 

engagement. 



Ritual and 'tension of intimacy': a possible relationship 

Can participation in ritual evoke 'tension of intimacy'? Can it offer participants and 

spectators opportunities to experience the defining characteristics and 'qualities of 

intimacy'? In the following section, I consider their potential presence in process drama 

and theatre. 

Free choice, personal integrity and acceptance are all potentially heightened in the 

experience of ritual if the spectator or participant has voluntarily chosen to participate. 

As O'Toole (1 992: 160) claims, ritual " . . . demands that the participants voluntarily 

commit themselves to the action which cannot otherwise take place". The ability of the 

ritual to have the same impact for spectators is likely to depend on the way they engage 

in the work. If they engage empathicaliy, sympathetically or wishfiilly, the impact might 

be similar. If they engage at the level of theatrical projection, which is more likely, then 

response will probably be determined by the way the matrices of perception are 

juxtaposed in the reading. The way spectators respond to the idea of the ritual (e.g. 

washing) juxtaposed against its presentation in the dramatic context, as well as the 

manner in which it is presented, might provide fusion, collision, confrontation or even 

fail to offer spectators the opportunity to form juxtaposition at all. Each of these 

responses could affect the possible experience of 'tension of intimacy'. 

Providing participants are not overly concerned that they will disrupt the ritual through 

a lack of knowledge of how to participate, self-responsibility is likely to be present for 

them. Participants rely on their own participation in the ritual to produce the desired 

effect on themselves. Again, this varies for those who sit outside the ritual. If spectators 

are to depend on their own response as they witness the ritual, there must be sufficient 

interest, connection and resonance for them. Similar to my comment above, this is 

likely to depend on the idea of the ritual, its context and manner of presentation. 

Attentiveness and personal surrender are again inherent in ritual participation. In 

response to ritual in theatre though, the ritualising would need to encourage these 

'qualities of intimacy' to be present. They are more likely to be encouraged through a 



freshness of approach, the rhythmic quality of the work and again, in the way the 

matrices are juxtaposed in the reading. 

While presence and playfbl engagement are central to participation in ritual, spectator 

observation of ritual requires that it is sufficiently rhythmic, interesting and engaging to 

make the spectator want to savour the experience because the act of savouring the 

experience offers more. They must take some sense of delight in their own reaction. 

Similar to other drama strategies discussed, the potential of ritual to encourage risk- 

taking in the participants and spectators is likely to relate to their willingness to be open 

and potentially changed by the experience. The level of comfort and the degree of 

emotional and intellectual engagement experienced by spectators are likely to influence 

this. Participation in liminal rite is less likely to encourage risk-taking. The demands 

here usually include a requirement that participants of the ritual become a system. This 

might also be true of participation in ritual in process drama depending on its specific 

use. When ritual is used at the end of the drama to confirm and affirm what has gone 

before (O'Toole, 1992: 160) it can act as a form of conclusion where no new questions 

are raised. When used to assist enrolment at the beginning of the drama, it serves the 

purpose of building group cohesion and co-operation, potentially asking the participants 

to commit to a system. Both of these instances have the potential to inhibit risk-taking 

and heightened awareness. If, as participants or spectators we are encouraged to be and 

feel like everyone else, we lose the systemic detachment necessary to experience 

intimacy. The use of structure which encourages voluntary and playfbl engagement 

diminishes the possibility of the process drama ritual creating its own system and 

through this trapping its members. Strategies which increase distance within the action 

could also enhance opportunity for playful response. 

The potential of ritual to be engaging and offer opportunities for new awareness to 

emerge relates to the ability of the participants and spectators to engage playfully. This 

itself depends on the nature of the ritual, the manner in which the rituals are structured 

in the larger work and of the individual participant and spectator. The potential lies in 

juxtaposition of the matrices of perception which produce specific readings as 



mentioned previously. It is also likely to be strengthened if the ritual produces a 

distanced but engaging reading. Further, the use of irony in the creation of liminoid 

activity has the potential to encourage playfbl participation. 

Conclusion 

In this chapter I considered the nature of irony, figure-ground contrast, distancing and 

alienation devices and techniques designed to prolong perception and ritual. The 

potential of each to offer opportunities for spectators and participants to experience the 

defining characteristics and 'qualities of intimacy' was considered. According to Malone 

and Malone (1987: 179), intimacy is most likely to be experienced if opportunities to 

simultaneously experience most or all of the 'qualities of intimacy' are increased. 

Irony and figure-ground contrast have the potential to induce a reading which contains 

the 'qualities of intimacy'. For example, response to irony (like intimacy) is 

characterised by the experience of Selfwith its accompanying illumination of I (as 

subject) and Me (as object). The defining characteristics (connection, animation and 

heightened awareness) and 'qualities of intimacy' are likely to be present in spectator 

response when irony is realised. 

Figure-ground contrast has the potential to create 'tension of intimacy' in two ways. By 

structuring the play in such a way that a directly intimate relationship is cast against a 

disparate background, response to the former might be heightened. Alternatively, by 

creating a strong contrast in these two positions I might be able to encourage spectator 

response to the contrast itself. By doing this, spectators might be encouraged to respond 

to the idea of the work. This would enhance the sense of connection they would 

experience. 

The use of techniques designed to prolong perception might also offer the experience of 

'tension of intimacy'. The 'qualities of intimacy' - free choice, personal integrity, 

acceptance, personal surrender, self-responsibility, attentiveness, risk-taking, presence, 

and playfbl engagement - are all integral to their successful experience. Furthermore, 



techniques designed to prolong perception are unlikely to realise their aim unless 

'participation and systemic detachment' are simultaneously present in the response. 

In this chapter I identified several different ways people might engage in and read a 

dramatic work (empathic, similarity, wish, participation and theatrical projection). Some 

of the 'qualities of intimacy' are potentially present in all these forms of engagement if 

the spectator has willingly suspended disbelief For instance, free choice, acceptance, 

personal integrity and personal surrender are generally present in all response to drama 

that involves this. This might also be true of risk-taking though this is likely to be 

dependent on individual spectator's expectations of the theatre event itself. Although 

these qualities might not be dependent on the nature of engagement, self-responsibility, 

attentiveness, presence and playful engagement are most likely to be produced by a 

more distanced reading. Self-responsibility relies on a more distanced reading because 

spectators must rely on their own response to experience this. Attentiveness is inherent 

in forms of engagement that encourage emotional distance and simultaneously 

encourage a critical reading. Presence and playful engagement are inherent in forms that 

use techniques to direct attention to the moment of the work. The simultaneous 

experience of 'participation and systemic detachment' is more likely to be achieved 

when the spectator experiences the greatest possible emotional distance while still 

maintaining engagement with the work. 

If intimacy is most likely to eventuate when opportunities to simultaneously experience 

most or all of the 'qualities of intimacy' are increased, a more distanced reading is 

suggested. This indicates that structures which encourage participation or theatrical 

projection engagement are most likely to induce the 'qualities of intimacy' in spectator 

or participant response. These forms of engagement also have the potential to induce a 

playfbl response. Works which encourage a more distanced reading, like those which 

utilise techniques to prolong perception, are likely to offer the possibility of spectators 

experiencing the 'qualities of intimacy' (and thus 'tension of intimacy') as they 

experience the work. 

The potential of ritual to offer the experience of 'tension of intimacy' is also suggested. 
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Free choice, personal integrity and acceptance are all potentially heightened in the 

experience of ritual if the spectator or participant has voluntarily chosen to participate. 

Self-responsibility is likely to be present if participants feel confident in their 

participation. The rhythmic quality of the work, the freshness of approach and the way 

the matrices of perception are juxtaposed in the reading are likely to influence the 

ability of spectators to experience attentiveness, personal surrender, presence and 

playful engagement as they respond. Similar to other drama strategies discussed, the 

potential of ritual to encourage risk-taking in the participants and spectators is likely to 

relate to their willingness to be open and potentially changed by the experience. The 

level of comfort and the degree of emotional and intellectual engagement experienced 

are likely to influence this. The ritual needs to induce voluntary and playful 

engagement. Spectators must take some sense of delight in their own reaction. The way 

they respond to the idea of the ritual juxtaposed against its presentation in the dramatic 

context, as well as the manner in which it is presented will influence the potential 

presence of the 'qualities of intimacy' in their response. 

Having concluded that irony, figure-ground contrast, ritual and techniques designed to 

prolong perception or induce a distanced reading might offer the possibility of 

spectators experiencing the 'qualities of intimacy', I turned once more to the task of 

creating a play. This process is documented in the following chapter. 

The Las Fallas Festival, orignally a feast day for St Joseph, has evolved into a five day celebration. The 

focus of the festival is the construction and ultimate destruction of giant, politically satirical paper-mache 

statues (ninots). Afler five days, the ninots (many several storeys tall) are burned to the ground in a 

massive display of fire. When I attended this festival in the early 1980s it seemed to be offering the 

participants an opportunity to mock those in power in a way that was normally prohibited. Here, a 

temporary status reversal occurred The dis-empowered were temporarily elevated through their 

humiliation of those in power. 

" The Festival of Fools, dating back to the meQeval era, had similar purpose and impact. Tlus festival 

originally emerged from an action of the sub-deacons of the catholic church who disrupted the mass. 

Reverence was replaced with irreverence, religion with irreligion, respect for authority with contempt for 

it (Edwards, 19763-57). The sub-deacons elevated their own status and temporarily diminished the 

status of the deacons. 



CHAPTER MNE 
THE PLAYBUILDING 

PROCESS 
I began to create again. This time I focused on 'tension of intimacy' as the experience 

of the spectator in response to the work. I determined that the presence of 'tension of 

intimacy' would be indicated if the 'qualities of intimacy' (free choice, personal 

integrity, acceptance, personal surrender, self-responsibility, attentiveness, presence, 

risk-taking, participation and systemic detachment and playfit1 engagement) were 

present in the spectator's response. This chapter documents the decisions taken and 

the procedures followed prior to and during the group playbuilding process. 

Decisions Regarding Structure 
Following my contemplation of the literature regarding structural devices, I 

determined that the focus of my attention would be irony, ritual, contrast, and 

techniques designed to distance, alienate or prolong perception. All appeared to offer 

potential opportunity for the experience of intimacy while simultaneously triggering 

the possibility of new understanding or awareness. Analysis presented in the 

previous chapter indicated that the most distanced form of reading process (that of 

theatrical projection) was most likely to offer opportunities for the 'qualities of 

intimacy' to be simultaneously experienced. Spectators still needed to feel a sense of 

connection. My intention was to create this through the juxtapositions of ideas, 

images and elements offered in the text. If this was successful, spectators would be 

encouraged to respond to what they themselves imaginatively created in the reading 

process. 

I wanted to create a text that would focus spectator and participant attention towards 

specific moments in the work. I hoped to encourage them to enjoy the moment for 

what it was rather than for where it might lead. The use of dramatic techniques 



associated with achieving these aims held further appeal. Those that attempt to 

increase the emotional distance of spectators and those that focus their attention 

towards the detail of the work are associated with encouraging a critical response. I 

also detemined that the text should be created in such a way that spectators were 

inhibited from reading the events in a linear cause-effect manner. Earlier analysis 

indicated that doing so might increase opportunity for attentiveness and presence to 

be experienced. As well, I wanted the work to increase participatory emotion and 

reduce self-assertive emotion. I wanted spectators to experience a sense of selfwhile 

responding which meant encowagmg playful participation. This also encourages 

risk-talung. I determined that I wanted spectators to respond to 'the idea of a 

character' rather than to individual characters. I hoped this would encourage a playful 

response. The characters and the relationships should not be portrayed 

naturalistically but should be presented in such a way that they be read as 'types' and 

perhaps as extreme types. I hoped that by doing this spectators would 'respond to 

their own response'. Similarly I felt that a playful response might be encouraged if 

spectators responded to the idea of a spacelplace rather than focusing on a specific 

and defined location. 

Figure-ground contrast and irony also have the potential to encourage a playful 

response. The use of these strategies could evoke spectator response to the contrast 

between several planes of meaning. I determined to consider how I might draw their 

attention to an incongruity or irrationality either present in the work or more 

particularly, present in their response to it. I thought the incongruity or irrationality 

could be between what spectators expected to perceive and what they actually did, or 

between what they perceived in the work and what they saw in their own world. I 

wanted them to enjoy and be simultaneously shocked by the irony. 

I was also interested in the use of ritual. Again I wanted to increase the likelihood of 

the 'qualities of intimacy' being experienced by using the rituals to create a playful 

response and a sense of connection at a metaphoric (and perhaps ironic) level. In the 

same way I wanted spectators to focus on the 'idea of a character' or the 'idea of a 



place' so I wanted them to respond to the 'idea of the ritual'. I felt for the rituals to be 

successful, they would need to evoke sufficient interest, connection and resonance. I 

thought that the 'qualities of intimacy' would be more likely to be encouraged 

through a freshness of approach, through the rhythmic quality of the work and again, 

in the way the matrices of perception were juxtaposed in the reading. The rituals 

would need to be sufficiently rhythmic, interesting and engaging to make spectators 

want to savour the experience because the act of savouring it was significant in itself. 

The spectators would need to take some sense of delight in their reactions. 

The Idea Of The Play 
Rather than begrn with characters or story (as I had earlier) ths  time I began with a 

focus on the dramatic premise I wanted to explore. Noted in my earlier analysis was 

that the central source of tension (in the spectator's or participant's experience of the 

work) often seemed to be linkedlassociated with this. As well, when I analysed my 

earlier notebooks I found I had been continually drawn to explore questions which 

might in some way relate to an understanding of intimacy. Often these were linked to 

notions of power, control and nurture. I was still interested in exploring 1969 and the 

Vietnam War era. A powerful image which kept returning to me at this time was that 

of the astronaut attached to his spaceship by an umbilical cord - the Americans 

wanting to own and control not only the world but the universe - planting their flag 

on the moon, sending troops to Vietnam. 

In an attempt to work metaphorically and disrupt my tendency to develop linear 

narrative I began to build concept webs. In the centre of the first web I wrote "Power 

- Intimacy - At One - Nurture". I brainstormed ideas and clustered them around these 

words. I then began a second level by brainstorming ideas which came to me from 

the first. Thus from mother-child ideas such as gravestone-cradle emerged. The 

brainstorming process is summarised in the following table. 



Table Four 
The First Concept Web 

I repeated the process for a second concept web'. This time I started with the ideas 

"Moon - Power - Control - Caring. A third concept web was created. This time I 

took ideas from the webs already built and started to combine them. What would be 

suggested to me if similar and dissimilar ideas were combined? I created the concept 

webs intuitively but then reflected on them looking for anything that resonated or 

added an interesting disjunction. I continued to build concept webs. I considered 

ideas related to 'Umbilical Cords - Life Lines - A Sail - Sailing Forth - A Banner - 
Marching Forward' and developed ideas from this. I did the same for 'astronauts' and 

for 'metronomes'. 

With the notion of 1969 and the Vietnam War in the back of my mind, two 

wordshdeas from these webs appealed to me - umbilical cords and metronomes. I 

saw the metronome being designed to help and nurture the skill of the musician. I 

The Second Brainstorm 
gravestone - cradle 
tools - strength 
wallflowers 
hands 
mate-ship, guns, fire, children 
broken, falling, segmenting 
warmth, power, rules, lines, 
boundaries, systems 
to look like? to feel like? 

3 

6 

% --e 
I 

The First Brainstorm -+ 
mother - child 
father - child 
the dance 
couples 
war 
violence 
school 

grooming - ourselves, others 
* 

P (P 
I 

2 .  

$ 

moon, science, power, control 
health, nurture nurse, bed - white - metal - teddy 

bears 
images of ourselves - images we have of others - shared images - creating 
images 
teacher - student - nurture 
fnendshp 

mattress - our seats - desks - chairs 
desiring friends - wanting to talk - 
being able to talk - telling only bits - 
trust - learning to trust 



saw the umbilical cords as a means of nurturing, the child in the womb and the man 

on the moon. In these separate images I saw questions of power and control. The 

hated metronome controlling the musician. The parent nurturing the child, 

controlling the child. The child accepting the nurture then rejecting the control; the 

musician rejecting the control of the metronome. I saw man's attempt to conquer and 

control his world, possess other worlds. And like the rhythmic beating of the 

metronome it all seemed to repeat itself endlessly, generation after generation. 

I was interested in the paradox that the best intentions of those who have the 

responsibility to nurture others (be they parents or government) also control or 

attempt to control to create their own sense of the world. We nurture our children and 

then send them to war. We go to Vietnam to kill others, because we care? We go to 

war to kill to uphold our own beliefs - to control. As youth, there is a desire to have 

freedom, to be understood, to break the umbilical cord to the parent, to do what we 

want, to follow our own values and beliefs and yet ultimately these same people 

become parents - follow the pattern of their parenting - and begn to control others. 

The pattern repeats itself, within the family and in the greater political community 

too. Umbilical cords and metronomes - both nurturing and controlling. I built another 

concept web this time placing the combined idea of 'Umbilical Cords and 

Metronomes' in the centre. 

Still working on my own, I decided to title the play, "Umbilical Cords and 

Metronomes". For me, this title was symbolic of the way humans live their lives and 

related to the concepts of power, control and nurture I wanted to explore in the work. 

When I later began to work with the participants to devise and perform the work, 1 

felt it was important that they develop their own understanding of the idea, 

'Umbilical Cords and Metronomes'. I began the process of creating the concept webs 

with them in the same way I had built my own. My concept webs were not offered to 

the group until theirs were completed. Each participant created two concept webs - 
one for the word 'Metronomes' and one for the words, Umbilical Cords'. The ideas 

1 The detailed concept webs are included in Appendix 10 



listed on all the concept webs were then combined to create two group lists. Concepts 

which were common to all group members were then taken and developed further in 

the same way I had done this myself earlier. Again, a group list was created for each 

of the ideas. 

Once the participants had completed this process my own concept webs were shared 

with the group. The ideas emerging in the student concept webs indicated they were 

focused at a personal level. While they recogrused power and control in the family 

unit they were less aware of power and control at a societal or institutional level. I 

offered them my own webs and we discussed the difference. I spoke to them about 

1969, about Vietnam and about the ideas I had been thinhng of exploring in the 

work. We agreed to work from their ideas and mine. The concept webs were put 

aside but were to inform our shared understanding (hopefully at a metaphoric level) 

as we worked. Similar to my own earlier process of looking for the disjunction and 

similarity in concepts in the two webs, this process occurred throughout the 

development of the work. 

As a group we focused on a number of rhetorical questions which might be explored 

in the work. The stipulation given to the group was that the work should raise them 

as questions for the audience to consider. Included in these were: 

By responding to societal expectations of us, do we recreate a world we hate? 

By trying to manipulate the world around us in an attempt to find or make 

ourselves, do we destroy what we set out to find? 

Are the stereotypes and cliches of our parents reborn in us? 

Does accepting others mean first accepting ourselves? 

Are societal expectations built and then reinforced through media and other 

institutions? 

In an attempt to belong do we hide ourselves and foreground the institutions we 

despise and so continue the institutions we claim to reject? 

Is the need to be loved and valued strong in all humans? 

In solitude, do we find connection? 



Before others can love us, must we first love ourselves? 

Building the characters 
We decided that we would use ten actors - all were women. Focus on the family unit 

and on parenting then led to the choice to develop the characters as five mothers and 

five daughters. At the time I thought there needed to be some apparently 'real' (rather 

than symbolic) link between the characters. While the participants went off to gather 

information to build understanding, knowledge and a 'feel' for the era, I contemplated 

how the characters might be linked to each other. The participants' earlier claims to 

possess musical skills indicated an obvious choice. If the daughters were all to be 

members of the same band they would immediately have something in common. 

Over the following week we worked together to create the characters of the mothers 

and daughters. A number of techniques common to a drama class were incorporated 

including role-play, extended role-play, hot-seat, teacher-in-role and diary writing. 

Finding a shape for the play 
The group's emerging knowledge of the characters and their potential relationships to 

each other, as well as the work done earlier on the concept webs began to indicate a 

more specific background context against which to cast the relationships. As a group 

we decided that the events of the play would occur in one week in a Queensland 

country town. A soldier, a local boy, is returning from Vietnam. The community 

plans to hold a dance in his honour. The grls' band auditions but fails to be selected 

to play at the dance. Their mothers are all on the dance committee. The girls resent 

and rebel against their parents. 

We decided on a shape for the play which we hoped would reveal the characters as 

individuals, as well as focusing on their relationships. In the same way I find I am 

often drawn to creating sequential narrative, so the group tended to work in this way 



as they created. In an attempt to Qsrupt this pattern of working we kept the story 

minimal and devised an outline structure for the play. 

The play would consist of a number of larger phases of action. Each larger phase of 

action would be broken into frames of action. The phases and the frames were 

named. Phase One (named The Status Quo or The Way We Are) was broken into 

five frames of action which were eventually labelled - Life Suite, My Life Is A 

Cliche, Sitting In My Bedroom With The Door Shut Tight, Dreams Realised and It's 

Not Easy To Be A Wife And Mother. Phase Two (Rejection) was broken into three 

frames of action: Breaking The News; Mothers Don't Care and I Had No Choice. 

Phase Three (Anger) included four frames of action: Time For Revenge; Mother's 

Memories; Planning Revenge and Daughters Don't Listen. Phase four (Protest) 

included only one frame similarly named. Phase five incorporated five frames of 

action: Public Knowledge; Girls In Jail; Doesn't Matter; We've Got To Get Out Of 

This Place and Mothers Waiting. The final phase (Resolution) again incorporated 

only one frame of action: Communication. 

In retrospect I realise that the way we named these frames of action was problematic. 

Where the name of the frame was metaphoric, the emerging action created also 

tended to be metaphoric. Where the name of the frame was ironic, the participants 

were encouraged to work within the irony. Where the names (of either the phases or 

frames) were descriptive of the events, the focus (in workshop and ultimately in 

performance) tended towards the development of narrative. 

As well as having decided these aspects of the outline we also determined that the 

structure relied on a shift in the communication patterns of the characters. This shift 

would relate to the openness and honesty with which they were able to communicate. 

In the beginning, the daughters would partially share their feelings and 

understandings with each other. The mothers would be alone, unable to operate 

openly and honestly with anyone. The mother-daughter couples would lack open and 

honest communication but would desire this in their relationship with the other. We 



determined that this would shift throughout the play to a final position where the 

daughters (as a group) would either be totally open and honest with each other or the 

reverse. They might take the work in a direction where they are no longer able to 

communicate openly and honestly with each other. The mother-daughter couples 

should conclude by being able to be open and honest with each other. The mothers 

(as a group) should conclude by either partially or fully sharing open and honest 

communication. 

Creating the dramatic action 
With an in-depth knowledge of all the characters and having decided the outline for 

the play, we then worked in groups to create the action for each frame. My earlier 

writing was made available to the group should they wish to use it. Sometimes the 

mothers worked together as one group while the daughters worked together as 

another. Sometimes the mother-daughter couples worked together. I worked with 

individuals, small groups and the larger group to assist them to develop the frames as 

well as develop their knowledge and skills as necessary. With a knowledge of the 

overall structure the students were encouraged to consider the mood we were 

creating in individual frames and the likely emotional journey of spectators as they 

responded. The development of each frame was set as a problem solving task2. For 

example the task for Frame two was outlined as: 

The full list of tasks initially given to the group (not all of which were ultimately realised) are listed 
in Appendix 1 1. 



Techques3 identified as potentially useful to the task of creating 'tension of 

intimacy' were incorporated in the problem solving tasks. Once the individual frames 

had been created I worked with the three students who had elected to take off-stage 

roles to guide them in the use of sound and light to create the essence of the space, to 

enhance the desired mood, to link frames of action and to create a further layer of 

irony. 

Frame Two 

The performance event 
My reading indicated that spectators' experience of intimacy was likely to be 

influenced by their prior mood (Forgas, 1996) and the way they responded to the 

performance as an event. Not only should we pay attention to the creation of the 

dramatic action but also to creating the performance as an event. Umbilical Cords 

and Metronomes was open to the general public for three evening performances 

(1 712198- 19/2/98). An additional day-time performance was offered to university 

students on 19/2/98. As spectators arrived for the evening performances, they were 

Scene title: 

What the scene must 

accomplish: 

How the scene might be 

accomplished 

3 See Appendix 3 for list of techniques considered. 

Sitting In My Bedroom With The Door Shut 

Tight 

Reveal the private feelings of the girls. 

Use of monologue and private but shared ritual, 

which draws on and reflects a concept from the 

concept maps. Lock them into their individual 

spaces. 

Later added - The monologue should reveal the private feelings of the girls. It 

should indicate a sense of the individual and a sense of the time and place. The 

ritual of hair brushing should indicate shared unspoken1 unacknowledged 

commonality which controls you. 



welcomed into a space adjacent to the theatre which resonated with the sounds and 

images of 1969. Here they were offered food and drink and were entertained by a 

singerJguitarist before they moved into the theatre to experience the play. In the 

following chapter the script for the play they experienced is presented. 



CHAPTER TEN 
UMBILICAL CO S AND 

METRONOMES - THE SCRIPT 
(With grateful acknowledgement of the participants who worked with me to &ate the 
play. 

Umbilical Cords and Metronomes explores questions relating to human nurture, support 

and control. The play portrays the changing relationships of five fictional teenage girls 

(members of a rock band) and their mothers during one week's events in an Australian 

town in 1969. The aim was not to produce a naturalistic account of those events, but to 

use the form of theatre to explore and create the essence of those changing relationships. 

The intention of the play was to explore the communication, relationships and feelings 

of the girls with each other, the mothers with each other and the grls with their mothers 

during the week's events. 

Rather than create the play as a series of sequential scenes based on a cause-effect logic 

pattern, the action is divided into a number of phases. These phases are then broken 

further into sequential (and sometimes overlapping) frames of action: 

PHASE ONE: The Status Quo (The b a y  -We are) 

Frame One Life Suite 

Frames Two My Life Is A Cliche 

Frame Three Sitting In My Bedroom With The Door Shut Tight 

Frame Four Dreams Realised 

Frame Five It's Not Easy To Be A Wife And Mother 

PHASE TWO: Rejection 

Frame Six: Breaking The News 

Frame Seven: Mothers Don't Care 

Frame Eight: I Had No Choice 

PEASE TEIREE: Anger 

Frame Nine: Time For Revenge 



Frame Ten: Mother's Memories 

Frame Eleven: Planning Revenge 

Frame Twelve: Daughters Don't Listen 

PHASE FOUR: Protest 

Frame Thrteen: Protest 

PHASE FIVE: Arrest 

Frame Fourteen: Public Knowledge 

Frame Fifteen: Girls In Jail 

Frame Sixteen: Doesn't Matter 

Frame Seventeen: We've Got To Get Out Of This Place 

Frame Eighteen: Mothers Waiting 

PHASE SIX: Resolution 

Frame Nineteen: Communication 

The set 
The action occurs on a large bare stage space. To the rear is a white cyclorama. In front 

of this hang ten sections of sheer white fabric. These are used variously in the action: as 

umbilical cords and at times to distort projected slide images. Different places should be 

suggested by the action of the performers, by the lighting, the sound, and by projected 

images. The aim is not to create a naturalistic space but rather create the mood and 

essence of a place. 

The action occurs in a number of "locations". Each of the characters has a "private" 

space. The mothers, as a group, have a communal space. The daughters, as a group, use 

a communal space. As the action continues, the mothers intrude on the daughters' 

private spaces and vice versa until finally they are able to mutually share a space. 

The characters 
DAUGHTER ONE is a bright, popular outgoing girl. She is an accomplished musician 

and the unspoken leader of the group. She is usually sensible and caring. Her friends 

admire her. She is also ambitious in her own way. She dreams of leaving and making 
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something of her life. She dreams of peace and contentment. Her brother is away in 

Vietnam. The physical violence of her family situation is her secret. The image she has 

created for herself, that of strength, courage and nurture, relies on others seeing these 

characteristics in her. If they were to know the real situation, then they would also see 

her inadequacies, her fears - something she is not prepared for others to see. She can 

cope with the pain and distress of her life as long as no one knows and as long as she 

keeps pretending. 

MOTHER ONE adores and idolizes her son and daughter. Hers is a violent marriage. 

She relies on the daughter. In many ways the mother-daughter relationship here is 

reversed - the daughter cares for and protects the mother. The mother suffers guilt for 

what she knows her daughter is being put through but does not personally have the 

courage or strength to change the situation. The mother's early dreams (now shatieredj 

were for "the happy family". She lives in fear that the daughter will make the mistakes 

that she has made. She is terrified the daughter will leave her and go away. 

DAUGHTER TWO is desperate to leave this town, to be a national and internalio~iai 

star. She believes this will offer her a sense of freedom she feels she is currently denied. 

She is image conscious. Her parents neither respect her music nor her ambitions, seeing 

them as frivolous. They want her to get serious about her schoolwork, to have an 

education, a decent career. She resents their lack of care and respect for what she is 

trying to do. She is searching for an image for herself. 

MOTHER TWO has worked very hard all her life and particularly now to afford to put 

her daughter through the last two years of school. Her husband thinks a senior education 

is a waste of time for a girl and she has fought and won this argument. An educatiori is 

somethng she always wanted but was denied. She constantly romanticizes about what 

her life might have been had she had an education. She totally rejects her daughter's 

desire to be in a band and is exasperated by her lack of attention to what she considers 

important in life. Neither the mother nor the daughter is open and honest with the other. 



DAUGHTER THREE has an enthusiasm for life which is infectious. She is very 

overweight and does not consciously recognize that she is even slightly overweight. She 

sees herself as gorgeous and adorable. She buys inappropriate clothes that are often too 

small for her. She is likely to have presumed they have shrunk and will generously give 

them to her friends. Her mother constantly worries about her - her health, her weight, 

her safety. She finds her mother a fuss pot and gets annoyed by her nagging. While she 

has no great ambitions to be a musician in the long run, she enjoys the fun of the band at 

the moment. Everything she does is to experience the joy of the moment. She thlnks her 

mother is deluded about the need to take life seriously. 

MOTHER THREE is a very down to earth sort of woman if a little too pushy. She loves 

her daughter but finds herself constantly nagging her about her weight, her lack of care 

about tomorrow, her seeming lack of ambition. Even if she had ambitions to marry she 

would not mind. She finds her daughter impetuous and worries about her safety. She is 

constantly trying to organize her daughter, get her to do things she is not interested in. 

She wants the best for her daughter but is never sure what the best is. As a younger 

person, she had no dreams except to live one day at a time herself. She just always 

imagined she would grow up, marry, have a family and do what her mother did - which 

she did. She is the kind of mother who gets involved on committees of various kinds. 

Her success in life depends on her ability to be and be seen as a good mother. Her self 

esteem is built on this. 

DAUGHTER FOUR wants to be taken seriously. She is politically motivated - a left 

wing consciousness. She has little interest in frivolous clothes or what she deems 

frivolous events. She dresses in army khakis, boots and a navy blue singlet. She attends 

political rallies and meetings. Her mother aspires to turning her daughter into a lady and 

constantly attempts to get her to wear lipstick, have her hair styled etc. The daughter 

rejects these attempts but desperately wishes her mother would communicate with her, 

would be interested in her life. She takes the music of the band seriously but has less 

interest in the image of the band. Privately she feels shy and gawky. 



MOTHER FOUR worries constantly about her daughter, her daughter's shyness, her 

apparent lack of social slulls, her apparent lack of social ambition, her lack of 

boyfi-iends or aspirations to them. In terms of education, she is a fairly ignorant woman 

with little knowledge of what goes on in the world or why. Her concerns in life have 

revolved around social committees, tuck-shop rosters, and tennis mornings. Yet she 

feels no satisfaction in her life. She is the kind of woman who would pop Vincent and 

Bex powders and without help or support silently suffer a severe depression. She relies 

on her husband to make all the decisions in the family. The more gushy and banal she 

becomes, the more her daughter retreats into a private world. She does not know another 

way to communicate. 

DAUGHTER FIVE is the daughter of the local mayor. Her mother is a business 

woman. Her parents provide every material possession she might desire - yet she is 

denied their time. She feels she is ignored, unwanted. She secretly wishes she had a 

mother-daughter relationship which she imagines her friends have. She is enthusiastic 

about the band and uses it to escape from her feelings of insecurity with her mother. 

When she is with the band, she does not feel lonely, she feels important and respected. 

She is both more conservative and more romantic than her friends. 

MOTHER FIVE is both the wife of the mayor and a successful business woman in her 

own right. She has no idea her daughter thinks she is neglected. When she reflects on 

her own upbringing she sees a life where she was stifled, where she was never allowed 

to do anything and where her parents always refused her permission to own what she 

wanted instead always choosing her clothes and her friends and her interests and 

pursuits for her. She is determined ths  will not happen to her daughter. She believes she 

has given her daughter an idyllic life of freedom. She would like to spend time with the 

daughter, be her daughter's best fnend, but she keeps her distance because she does not 

want to intrude. The mother and daughter have grown apart. The mother has never 

shared these feelings with the daughter. 



The script 

Phase one - the status quo - the way we are 

Frame one: life suite 

The curtains are closed as the audence enter. Fade up music Life Suite (Clarke: 1974) as 

the curtains open to reveal a grey image of an astronaut linked to his spaceship by an 

umbilical cord projected onto the back of the stage. UV lights highlight ten white 

umbilical cords suspended from the ceiling. Ten women (five mothers and five 

daughters) wearing white masks and white gloves crouch facing the rear of the stage. 

They are variously positioned around the stage so that the coiled umbilical cords form a 

clash of lines. In the black light, the women are not immediately seen. 

Gradually, the mothers begin to move, turning to face the audience. They rise beat by 

beat, slowly, their white gloved hands struggling to work their way up the umbilical 

cords as they rise. Simultaneously, the white gloved hands of the daughters tap 

impatiently as they wait. When the hands of the mothers reach their hghest point, the 

hands of the daughters begin to rise. As the daughters' hands make progress, so the 

hands of the mothers struggle against a weight which pulls them down. When the 

daughter's hands reach their highest point they too begin to be pulled down by an 

invisible force. 

The action becomes more frenzied as the hands of the mothers and daughters 

alternate between attempting to reach for their respective motherldaughter and 

free themselves of the cord that binds them. They begin to spin, unravelling 

their cords. When the daughters reach the point that they have unravelled the 

cords they freeze. At the same moment, the mothers drop one comer and raise 

one corner of the cord - a swathe of fabric held by a thread. The slide of the 

astronaut begins to be distorted by the actions of the fabric. A beat later, the 

daughters repeat the action of the mothers. A beat later all hands open and the 

fabric drops. Each daughter and each mother gestures tentatively towards the 

other. There is a sense of not being sure in the movement - wanting but not 



wanting, wanting to let go but not being sure about letting go. The image 

freezes. 

The music fades. The sound of a metronome begins and grows gradually 

louder. The lights blackout but the image of the astronaut continues to be 

projected. The metronome stops. Silence. Darkness. The sound of a baby 

crying is heard. Then a mother's voice trying to console the baby. 

VOICE: Shhh. Shhh. Shhh. 

The baby stops crying. A female child's voice pleads in the darkness. 

DAUGHTER: Please Mum, why can't I go out to play? 

MOTHER: Because I said so. 

Frame two: my life is a clichC (overiappeu wit18 ) 

Frame three: sitting in my bedroom with the door shut tight 

Harsh white light comes up on the five mothers and five daughters variously positioned 

on the stage. Each is in a private space with no interaction initially between any of the 

characters. Each of the daughters is in "her" bedroom - both her prison and her 

sanctuary. Each of the mothers is in her kitchen. 

All are locked into a robotic ritual of activity - seemingly controlled from beyond - yet 

each character has a hint of the individual too. The mothers' ritual is physically centred 

on a tea towel. The daughters' ritual is centred on the use of a hairbrush. The metronome 

ticks incessantly. There should be a feeling that all are bound to the ritual against their 

will - that the ritual (and the cliches) control them. 

The couple relationships are marked by activating the rituals one couple at a time. The 

mothers enter their ritual of folding tea towels using a banter of cliches and slightly 

transformed cliches to capture the essence of their feelings towards their lives. These 

cliches are used as words of advice or discouragement to the daughters. 



MOTHER 5 : 

MOTHER 4: 

MOTHER 2: 

MOTHER 3: 

MOTHER 1 : 

MOTHER 5: 

MOTHER 4: 

MOTHER 2: 

MOTHER 3 : 

MOTHER 1 : 

MOTHER 5: 

There's no use crylng over spilt milk. 

Eat your crusts. It'll put hair on your chest. 

A stitch in time saves nine. 

Out of sight out of mind. 

You've made your bed. Now lie on it. 

You can't teach an old dog new tricks. 

Never smile at a crocodile. 

A problem shared is a problem solved. 

You win some. You lose some. 

Loose lips sink ships. 

Money makes the world go round. 

MOTHER 5 turns away but continues a subdued ritual. 

MOTHER 4: Boys are spastic made out of plastic. 

MOTHER 4 turns away but continues a subdued ritual. 

MOTHER 2: Reach for the sky. Aim for the stars. 

MOTHER 2 turns away but continues a subdued ritual. 

MOTHER 3 : Live hard. Die young. 

MOTHER 3 turns away but continues a subdued ritual. 

MOTHER 1: Step on a crack. Break your husband's back. 

MOTHER 1 turns away but continues a subdued ritual. 



In the same way that the rituals of the tea towels control the mothers, so the rituals pf 

grooming control the daughters as each delivers a soliloquy, "Sitting In My Bedroom 

With The Door Shut Tight". The backdrop to this frame gradually changes from that of 

bright white light to a wash of stars as we enter the individual daughter's bedrooms. 

DAUGHTER 5: Sitting in my bedroom with the door shut tight. The house is locked 

and empty. The silence deafening. And I sit in my own personal 

cell ... as I do every night. Alone. Nine-forty-seven. Nothing. The 

moonlight filters through my window and scatters moon dust on 

my floor. It moves across my floor as if on landing it realised 

where it was and is now desperately trying to escape. Nine-fifty- 

one. Nothing. Out dancing and laughing she sips her champagne 

and tastes an hors d'oeuvre ... Passing by the wanna-bes to those 

who just are. Why can't she see? Why won't she see? I'm trying 

Mummy. I'm trying to be just like you. Why won't you see? I 

adore you. I want you. I love you. I look at myself in the mirror. 

My limbs are fleshier than hers were at my age. Her body more 

feminine.. yet her thighs not as big. But would she hate me for that? 

Could she hate me for that? I crawl into bed. Listening. Waiting. 

Tomorrow I will rebuild my facade and pretend there is something 

in my life. Ten-eleven. Nothing. 

DAUGHTER 3: Sitting in my bedroom with the door shut tight. I imagine. I pretend 

I am a model. Short skirts, tight shirts. London one day. Paris the 

next. I look at the stars and imagine they are a giant piece of 

material. A long beautiful ball gown. I strike a pose. Kiss my poster 

of the Beatles - and know they all love me. Then I hear the constant 

banging from downstairs. It's the mother - cooking - "Diet meal 

No. 24 1 " - broad beans, chopped liver. Mmmm.. . . . Do you need 

that cake? Are you sure that's your size? Have you put on weight? 

Jealousy's a curse, Mum! I look at the moon and pretend. There's a 

man up there. I pull up my skirt just a little higher. And laugh. And 

laugh and laugh and laugh! 



DAUGHTER 2: Sitting in my bedroom with the door shut tight. Seems to be aq 

easy way out. An escape I guess. I look out the window. An 

iridescent beam of light shines on the greenery below. The rumpus 

room is not the view I want. And I don't want tacky fluoro lights 

and green carpet. I want neon, pink flashing neon.. . . . Any colour 

neon. I want to be high. High in the night sky with the moon and all 

the other stars. I don't want to eat roast on Sunday night. And I 

don't want to watch the flowers bloom then die. And I definitely 

don't want to sell cosmetics at McQuirters. Tick, Tock. Tick, 

Tock .... will time tell? I close my eyes ... I open them. That green 

carpet just takes over. At my dressing table I pick up my hair brush. 

Or is it my mic ... I brush my hair one hundred strokes. Sometimes I 

get side-tracked and start singing. Going. .. .Going to the bright 

lights. Heading from the darkness. Getting outa here. I put down 

the mic and slowly drift off into some bizarre dream. I wake up. 

Open my door. The white noise starts again. 

DAUGHTER 4: Sitting in my bedroom with the door shut tight. Inside introverted. 

A fiery ball of passion set alight by images of pain, death and 

murder. Bundled up by silence. I have become very anti-the-war. 

Swept up by anger against conscription. Men denied individual 

responsibility. Thrown into hell by our slave driving leaders. I want 

to stand and support conscientious objectors. But she ties me to 

shyness. Every ignorant comment she makes, the tape over my 

mouth gets thicker. Pulling tighter and tighter. I become a foetal 

ball. Avoiding where she points, what she does. Confined to these 

walls. My womb. My safe place. "Mum, STOP. You're 

embarrassing me. Mum, listen Mum ... forget it. Sitting in my 

bedroom with the door shut tight. I love her. Another stupid 

comment. I go to speak out. I smile. Close my eyes. Turn around. 

DAUGH'IER 1 : Sitting in my bedroom with the door shut tight. My cigarettes and 

candles close by. I close my eyes and count the patches on these 

walls which are too thin. When I get to ten the front door will spew 



him out. His voice roars "fuck you". Shaking the house. Shaking 

me. He's gone It's tranquil now. I listen for my mother's 

scratchlngs. I should be with her. But I sit on my bed. Smoke.. 

listen to Jimmy. I hear her cry... for my brother. For me. For her. 

Then I watch the glow from the moon and h n k  of it lighting the 

way home for my brother through the jungles of Vietnam. I hear 

the front door being locked. He won't care. He never does. The 

night grows dim as clouds cover the moon.. which makes me think 

about school.. the band.. about the morning. My books collecting 

dust. My writing pad is a blank page. An essay on justice? The 

clouds clear and light shoots through my window. Then I hear her 

padded feet move towards my closed door. I close my book and 

start to thnk of the lies I haven't yet used. I wait for her black and 

blue body. Tonight I will comfort. Tomorrow she will pretend. As I 

wait for the moon to disappear I will write essays for teachers about 

peace in the civilised world and smile and laugh and make music 

with my friends. And tomorrow she will pretend. 

As the soliloquies finish the mother-daughter couples are activated. The light returns 

suddenly to the harsh white light as the mothers and daughters briefly converse. The 

dialogues should capture the essence of each of the mother-daughter relationships. The 

mothers are locked into something they don't intend to be locked into and want 

something else. The daughters see themselves as being locked into a life designed by 

others for them. Both feel a sense of exasperation in their powerlessness. It should be 

clear that both mother and daughter want and love and need the other but that the 

communication between the two is such that this cannot occur. There may be a hint that 

their lives seem to be controlled from "outside" themselves. 

MOTHER 5 turns and approaches DAUGHTER 5 attempting to enter her private space. 

MOTHER 5: I don't know what you're doing. 

DAUGHTER 5: That's basically 'cause you're never home Mum! 



MOTHER 4 turns and approaches DAUGH'ITR 4 attempting to enter her private space. 

MOTHER 4: Will there be boys there? Suitable young men? 

DAUGHTER 4 glares at her mother. MOTHER 2 approaches DAUGH'I'EK 2 

attempting to enter her private space. 

MOTHER 2: It's all nonsense. 

DAUGHTER 2 glares at her mother. M O W R  3 approaches her daughter attempting 

to enter her private space. 

MOTHER 3 : It's just a phase. 

MOTHER 1 is approached by DAUGHTER 1 who enters the mother's space. 

MOTHER 1 : You're needed at home. 

DAUGHTER 1: I'm always needed here! 

MOTHER 5 smiles lovingly at her daughter. 

MOTHER 5 : As long as you're having fun. 

DAUGHTER 5: I'm glad you think I enjoy my life! 

MOTHER 4: If only it was a choir. 

DAUGHTER 4: Aagh! 

MOTHER 2: An education that's what you need! 

MOTHER 3: Commitment. That's what you need. 

MOTHER 3 exits. 

MOTHER 1 : You might leave. 



DAUGHTER 1 : Do you think I should stay? 

MOTHER 5: I expect I'm busy on Saturday night, darling. 

MOTHER 5 exits. 

MOTHER 4: What will the tennis club think? 

DAUGHTER 4: What has that got to do with anything? 

MOTHER 4 exits. 

MOTHER 2: One day you'll thank me for this. 

DAUGHTER 2: And I guess that's what your mother said! 

MOTHER 2 exits. 

MOTHER 1 : I hope you will understand. 

DAUGHTER 1 : I'll never understand! 

MOTHER 1 exits. The DAUGHTERS stand alone. Feeling trapped. 

Music fades up - One (Nilsson: 1969). The light fades on the image. Blackout. 

The sound gradually fades. 

Frame four: dreams realised 

The lights come up on DAUGHTERS 1'2'3 and 5 lounging around after school at the 

house of DAUGHTER 5. They are waiting for the amval of DAUGHTER 4 to begin 

their band rehearsal. While they wait, DAUGHTER 2 reads a newspaper, DAUGHTER 

3 reads a music catalogue, DAUGHTER 1 tunes and plays the guitar throughout. 

DAUGHTER 5: Any possibility we could use your garage Shel? 

DAUGHTER 1 : Wy'd  you want to move? This space is cool. 

DAUGHTER 3: You can rehearse at my place if you want. 

DAUGHTER 2: Where? 



DAUGHTER 3 : 

DAUGHTER 2: 

DAUGHTER 5: 

DAUGHTER 2: 

DAUGHTER 5: 

DAUGHTER 1 : 

DAUGHTER 5: 

DAUGHTER 3 : 

DAUGHTER 1 : 

DAUGHTER 5: 

ALL. 

DAUGHTER 5 : 

DAUGHTER 3: 

DAUGHTER 1 : 

DAUGHTER 3: 

DAUGHTER 5: 

DAUGHTER 3: 

DAUGHTER 5: 

DAUGHTER 2: 

Downstairs. 

Here works better. Get a load of Buzz Aldrin's wife's hair will 

you? 

I just thought, you know, for a change.. 

Your mum's cool about it isn't she? 

Yeah. I suppose. 

What's the problem man? 

Nothing. 

If we get another six gigs this year, I'll be able to afford the fender 

by Xmas. 

How much are they paying us for Saturday night? 

We're doing a freebie. 

What!? 

Think of it as a charity function girls. 

But we could have gone down the folk club. 

Think of it as our civil duty. 

I bet they'd be paying if it was somebody else's band. 

Do you want to pull out? 

I don't know. No probably not. 

What do you think? 

No money. No gig. We're professionals. 

DAUGHTER 4 arrives sporting a tattoo. She has heard the previous conversation. 

DAUGHTER 4: No money - no rules? Right? We play what we like. 

DAUGHTER 5: What did you have in mind? 

DAUGHTER 2: Superwoman. 

DAUGHTER 5: Maybe. 

DAUGHTER 4: Eve of destruction. 

DAUGHTER 5: Did you do it? 

DAUGHTERS 2&3: Do what? 

DAUGHTER 1 : Give us a look. 



DAUGHTER 4 proudly shows the others her tattoo. 

DAUGHJXR 3: 

DAUGHTER 4: 

DAUGHTER 5 : 

DAUGHTER 4: 

DAUGHTER 1 : 

DAUGHTER 3: 

DAUGHTER 1 : 

DAUGHTER 5: 

DAUGHTER 4: 

DAUGHTER 5: 

DAUGHTER 1 : 

DAUGHTER 3 : 

DAUGHTER 5: 

DAUGHTER 4: 

ALL: 

DAUGHTER 2: 

DAUGHTER 1 : 

DAUGHTER 3: 

DAUGHTER 2: 

DAUGHTER 4: 

DAUGHTER 1 : 

DAUGHTER 2: 

DAUGHTER 3: 

DAUGHTER 5: 

DAUGHTER 1 : 

DAUGHTER 4: 

DAUGHTER 5 : 

Gross. How much did that cost? 

A bit. Your dad find the pamphlets? 

Yeah. Thanks a lot. He thinks my fnends are radical lefties. 

Good. We are. 

(singing) Santa Claus was a communist, wore a red suit.. 

D'you write that? 

Arlo Guthne. 

We doing the dance Saturday night or not? 

To each according to his ability to pay man. 

What's that got to do with this? 

They're not offering to pay because they don't want us doing it. 

Garbage. You don't think they'd rather get that old bat who plays 

the church organ. 

She's ok. 

But her music man.. . 

Yeah. 

I'm not playing the gypsy tap. 

They don't want us because we're women. 

Because we might be successful at something they're not. 

Because they're jealous. 

Because they know we're good. I'm in. 

Me too. 

What about you two? 

Yeah. We'll show this town a thing or two. 

We'll have to choose the songs carefully. This town is pretty staid 

guys. We can't do the normal routine. 

You're just worried about your Dad. 

Hell man. We don't protect the fascists. You in or out? 

He is my dad. 



DAUGHTER 4: Hitler was someone's dad too. 

DAUGHTER 1 : No he wasnlt. Was he? 

DAUGHTER 5: What are we going to sing? 

DAUGHTER 3: The intergalactic laxative. 

DAUGHTER 1 : That'll stir them up. 

DAUGHTER 4: Masters of war. 

DAUGHTER 5: Can't we do the normal routine? 

DAUGHTER 1 hands out the music for "~u~erwoman~" .  The others gather their 

instruments ready to play. DAUGHTER 5 hangs back a little. 

DAUGHTER 4: We're doing "Superwoman". You in or out? 

DAUGHTER 5: I'm in. 

DAUGHTER 1 begins to play "Superwoman". DAUGHTERS 3 and 4 join her and 

begin to sing. 

DAUGHTER 2: What's up Stef? Your dad giving you a hard time? 

DAUGHTER 5: No.. . No. he's cool. 

DAUGHTERS 2 and 5 join the others and also begin to sing. As they rehearse the song, 

the scene is gradually transformed through the use of sound and light into a stage 

performance - the audition itself. The self-doubts of the girls seen and silently shared 

variously in the private space of the bedrooms or the band rehearsal room become 

totally hidden in the public space. The performance forces a public image of confidence. 

The sound of wild applause as the performance finishes. Blackout. 

Frame five: it's not easy to be a wiie a11u n~oibes- 

A light fills the centre backstage where the five mothers, as members of the organising 

committee for the dance, stand to make their brief announcement. 

1 See Appendix 15. 



MOTHER 2: Thank you all for coming to audition today for the Welcome Vome 

Dance for Roy. You were all very good and we'll post the results 

on the notice board this afternoon. Thank you again for coming and 

have a nice afternoon. 

The MOTI+ERS leave the stage together. Lights cross fade to low level light on couple 

private spaces. 

Phase two - rejection 

Frame six: breaking the news 

MOTHERS 1,3 and 4 and DAUGHTER 5 move to their respective mother-daughter 

shared spaces. At the rear of the stage, the lights come up on MOTHER 4. 

DAUGHTER 4 enters and approaches her reluctantly. She is wearing her normal, navy 

blue singlet, army greens and boots, but has a black lame dress over the top that her 

mother is trying to "fit" for the dance. The action should capture the concerns of the 

characters and their relationship. DAUGHTER 4 has no desire to have the dress fitted 

and has only gone along with this because she always feels so powerless to refuse her 

mother. The further the dress fitting goes, the more obvious it should be that both are 

miles away from each other in their conversation and concerns. In fitting the dress, the 

mother is trying desperately to be the daughter's friend and confidante but has no idea 

how to approach the task. The daughter tries harder and harder to engage the mothers 

attention. The further she rebels, the further the mother moves from her. The mother 

should become more robot-like as the scene continues. 

DAUGHTER 4: You've got to be joking. 

MOTHER 4: Frills? 

DAUGHTER 4: You're wasting your time. I won't wear it. 

MOTHER 4: I bet you didn't even notice the garden on your way in. I think a 

bustle. 

DAUGHTER 4: I joined the communist party today. 

MOTHER 4: Perhaps a gather on this side. I put the roses up the top. Then 

Tibouchina's on the bottom. It looks great. 



DAUGHTER 4: 

MOTHER 4: 

DAUGJBER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

I won't wear this. 

Stand still darling. Did I tell  you'^ played tennis today? I was so 

good. I did the best shots on the court. Merl still thinks she's better 

than me.. . . You know Merl. 

You have never once asked me what 1 did today Mum. 

What did you do today pussycat? 

I ran away with a bunch of activists and was arrested throwing 

bricks through the embassy window. All in all it was a very 

satisfying day! 

That's nice dear. We could shorten it. Oh dear. Have you run out of 

razors sweetie? 

I'm not wearing this on stage 

You're not going to be on stage pussy cat. Honey we've got to try 

and make something of you. 

You voted against us didn't you. 

Well ... all the other mothers were doing it. 

You fascist cow! 

The lights fade on MOTHER and DAUGHTER 4 and come up on MOTHER 3 in her 

kitchen. DAUGHTER 3 enters the stage, attempting to sneak past her mother and into 

her room. 

MOTHER 3: Pull your shoulders back Jennifer. Put your head up. 

DAUGHTER 3: Mum! 

MOTHER 3: Come here Jennifer. Come here. Don't stand like that. No one will 

ever ask you to dance if you stand with your legs apart. 

DAUGHTER 3: I'm not going to dance. I'll be singng. (She starts singing 

Superwoman). 

MOTHER 3: No. You won't be. You needed a certain amount of votes and you 

didn't get them. 

DAUGHTER 3: Was it you - or everyone? 

MOTHER 3: I only did it because I love you. 



DAUGHTER 3: You don't love me. You never want me to have any fun. You suck. 

Mothers suck. 

The light fades on MOTHER and DAUGHTER 3 and simultaneously fades up on 

DAUGHTER 5 who stands in her bedroom space, holding a new shirt and reading a 

letter. 

MOTHER 5: (VOICE OVER) Hi Stephanie darling. I bought you that new shirt 

you wanted with the bells on the collar. Don't tell dad. Try it on and 

if it doesn't fit I'll take it back for you tomorrow. Your audition was 

very impressive today but I'm afraid I had to vote no. Sorry I won't 

be home tonight. See you in the morning. Rosa's left your dinner in 

the oven. Love you.. . Mum. 

The light fades on DAUGHTER 5 and simultaneously fades up on MOTHEK 1. 

DAUGHTER 1 enters the stage and approaches her mother. 

DAUGHTER 1 : 

MOTHER 1 : 

DAUGHTER 1 : 

MOTHER 1 : 

DAUGHTER 1 : 

MOTHER 1 : 

DAUGHTER 1 : 

MOTHER 1 : 

DAUGHTER 1 : 

MOTHER 1 : 

D A U G r n R  1 : 

MOTHER 1 : 

Hi Mum. 

Hi. How are you? 

Good.. . How are you? 

Alright. Did you have a good day at school? 

Yep. 

Are you going to be home tonight? 

Yes. 

Do you want anything special for tea? I haven't decided what we 

are having yet. 

What's wrong Mum? 

Shelby - don't get angry. You didn't get that audition. I had to vote 

no. So did the other mothers. 

You had to vote no. You had to vote no. That's bullshit. 

You don't understand what it's like to be me. I just can't stand to 

lose you. 



DAUGHTER 1: I'm gonna do it Mum. I'm not gonna stay in this house with that 

man for the next 20 years like you did. I can't do it. 

MOTHER 1 : I had your brother walk out that door. Not knowing if he's going to 

come back again. I'm not going to go through that with you. 

DAUGHTER 1: God damn it mum! I'm not Paul. I'm not Dad. And I'm certainly not 

you. 

DAUGHTER 1 stops herself fiom hitting her mother. The two stand looking at each 

other. 

Bright lights suddenly fill the stage which has become a department store. All actors on 

stage become animated as characters in the store. MOTHER 2 directs the customers in 

the makeup department. 

MOTHER 2:  Yes. Ladies wear is straight down there to the right. Yes. Have a 

lovely day. 

(MOTHER 2 pauses briefly, looking up to see DAUGHTER 2 entering the store. She 

ignores the daughter and continues to wend her way through the store. The daughter 

continues to try to attract her attention.) 

MOTHER 2: Good afternoon. That's a lovely dress you're wearing. Have you 

seen our latest line of apricot lipstick? Here's a free sample. There 

are mirrors over there and if you like the look, there's a counter 

over there where you can purchase some. Have a lovely day. . .. .. 

DAUGHTER 2: Hey! Mum! 

MOTHER 2:  Good afternoon. That's a lovely dress you're wearing. Have you 

seen our latest line of apricot lipstick? 

DAUGHTER 2: Hey! Mum! 

MOTHER 2: Here's a free sample. There are mirrors over there and if you like 

the look, there's a counter over there where you can purchase some. 

DAUGHTER 2: Mum 



MOTHER 2: I'm working. 

DAUGHTER 2: Did we get the gig? 

As the mother tums away to begin her spiel again, DAUGHTER 2 grabs a lipstick from 

the tray she is offering customers and uses it to scrawl the words "Did we get the gig" 

on a piece of paper. She holds the sign up for her mother to read. 

MOTHER 2: Good afternoon. That's a lovely dress you're wearing. Have you 

seen our latest line of apricot lipstick? Not interested today. Fine. 

Do have a lovely day. 

DAUGHTER 2 holds the sign up for her mother to read. 

MOTHER 2: No. You did not. (Mother 2 turns away and continues) Good 

afternoon. That's a lovely.. . . 

DAUGHTER 2 gestures rudely at her mother. Black out. 

Frame 7: mothers don't care 

A slide sequence is cast against the white curtains at the rear at of the stage. The music 

and lyrics, What a Wonderful World (Armstrong: 1960) begins to play. The slides 

variously depict nuclear bombs; war victims; female reproductive organs; 

demonstrations; children's drawings and stories. The images are not entirely clear. 

One by one the daughters, feeling angry, bitter and resentful, enter the stage breaking 

through the projected image. As each daughter enters they form a pose so that they are 

silhouetted in front of the screen in their various poses of anger. 

LYRICS 

I see trees of green 

Red roses too 

I see them bloom 

For me and you 



And I think to myself 

What a wonderful world 

During the verse - DAUGHTER 5 enters and strikes a pose of rebellion. 

I see slues of blue 

And clouds of white 

The bright blessed day 

The dark sacred night 

And I think to myself 

What a wonderful world 

During the verse - DAUGHTERS 2 and 3 enter the stage and strike poses of rebellion. 

The colours of the rainbow 

So pretty in disguise 

Are also on the faces 

Of people going by 

I see friends shaking hands 

Saylng how do you do 

They're really saying 

I love you 

During the verse - DAUGHTERS 1 and 4 enter the stage and strike poses of rebellion. 

I hear babies crying 

I watch them grow 

They'll learn much more 

Than I'll ever know 

And I think to myself 

What a wonderful world 

Yes and I think to myself 



What a wonderful world.. . . 

The slide images continue to be cast upon the daughters who form an image of 

rebellion. The music fades out, lights on the front stage area fade up slightly. The mood 

of rebellion and anger continues as the daughters move forward to the front stage area. 

DAUGHTER 2: 

DAUGHTER 3: 

DAUGHTER 5: 

DAUGHTER 4: 

DAUGHTER 1: 

DAUGHTER 2: 

DAUGHTER 3: 

DAUGHTER 5: 

DAUGHTER 4: 

DAUGHTER 1 : 

You make me sick. 

You stupid, fat, superficial bitch! 

I hate you. 

God damned air head. 

You're pathetic. 

Go to hell. 

Look in the mirror. 

You're not fit to be a mother. 

Why don't you just crush me more. 

You deserve it. 

Blackout. 

Frame eight: I had no choice 

Music and lyrics - She's Leaving Home (Lennon & McCartney: 1967) fades up slightly 

and continues held low under the scene. Lights come up on the five MOTHERS, each in 

their own space on stage. 

Lyrics - She's Leaving Home 

Wednesday morning at 5 o'clock as the day begins 

Silently closing her bedroom door 

Leaving the note that she hoped would say more 

She goes down stairs to the kitchen clutching her handkerchief 

Quietly turning the back door key 

Stepping outside she is free 

(She) 

We gave her most of our lives 



Sacrificed most of our lives 

(Her) 

We gave her everything money could buy 

She's leaving home after living alone for so many years 

Father snores as his wife gets into her dressing gown 

Picks up her letter that's lyng there 

Standing alone at the top of the stairs 

She breaks down and cries to her husband 

Daddy our baby's gone 

Why would she treat us so thoughtlessly 

How could she do this to me 

(She) 

We never thought of ourselves 

Never a thought for ourselves 

(Her) 

We struggled hard a11 our lives to get by 

She's leaving home 

After living alone for so many years 

Bye Bye 

Friday morning at 9 o'clock she is far away 

Waiting to keep the appointment she made 

Meeting a man from the motor trade 

t She) 

What did we do that was wrong 

(Is having) 

We didn't know it was wrong 

(Fun) 

Fun is the one thing that money can't buy 

Something inside that was always denied 

For so many years 

She's leaving home 

Bye bye 



MOTHER 4 stands at the front of the stage facing forward reciting her tasks like a 

shopping list. The further she moves into the text the more robotic she becomes. 

MOTHER 1 sits alone at the front of the stage, a sad and lonely woman. MOTHERS 2, 

3 and 5 occasionally connect with their speeches. 

MOTHER 1 : 

MOTHER 2: 

MOTHER 5: 

MOTHER 3: 

MOTHER 4: 

MOTHER 3: 

MOTHER 1 : 

MOTHER 4: 

MOTHER 2: 

MOTHER 5: 

MOTHER 1 : 

MOTHER 2: 

MOTHER 4: 

MOTHER 3 : 

MOTHER I : 

MOTHER 5: 

MOTHER 2: 

MOTHER 4: 

MOTHER 3: 

MOTHER 2: 

MOTHER 4: 

MOTHER 3: 

MOTHER 4: 

MOTHER 3: 

Shit. I hate seeing her like this. 

I had no choice. 

Sitting in my quiet place. 

I never thought I'd become my mother. 

Puff pillows. Make beds. 

That whining voice in the background. 

I can't stand it when she gets angry. 

Sixteen chicken and lettuce sandwiches. 

God. What a day. 

The one place I can get away from everything. And everything can 

get away from me. 

The band is great. 

Why is it she thinks I'm so against her? 

Orange juice. 

Forever saying close your legs, pull your shoulders back, hold your 

head up. 

I feel so selfish. 

That's just the way Stephanie likes it. 

I was only doing what was best for her. 

Four milk. Four water. 

I was so determined not to be her. 

Why can't she understand that? 

I'm tired. 

And I wasn't. At least not for a couple of years. 

Fixing breakfast, making beds, checking in, checking out. 

I just couldn't let her do it. 



MOTHER 2: 

MOTHER 5: 

MOTHER 1 : 

MOTHER 2: 

MOTHER 4: 

MOTHER 5 : 

MOTHER 1 : 

MOTHER 3: 

MOTHER 4: 

MOTHER 2: 

MOTHER 1 : 

MOTHER 3 : 

MOTHER 2: 

MOTHER 5: 

MOTHER 1 : 

MOTHER 4: 

MOTHER 3 : 

MOTHER 5 : 

MOTHER 2: 

MOTHER 4: 

MOTHER 1 : 

MOTHER 3: 

MOTHER 5: 

MOTHER 4: 

MOTHER 2: 

MOTHER 1 : 

MOTHER 3 : 

MOTHER 5: 

MOTHER 4: 

I had no choice. I had to say no to all this band nonsense. 

She seems to understand I had no choice. 

And I was afiaid of losing her. 

If she thinks that I'm enjoying this, well she is certainly mistaken! 

Have a nice day. Come again soon. 

I had to say no. 

That I had no choice. 

I couldn't let her go on stage and embarrass herself in those clothes. 

Have a nice day. Come again soon. 

An education is what she needs. 

They had a chance to make it and I took that away from them. 

She'll thank me when she's older. 

It's just a phase. A silly unrealistic time-wasting phase. 

It's the first time I've ever said no to her. 

Shelby is so talented. 

Have a nice day. Come again soon. 

My mother always said I'd thank her when I got older. 

I can understand that it's important to her. 

She'll see that I was right in time. 

Have a nice day. Come again soon. 

She loves her music. 

Funny. I can't ever remember thanking my mother. 

But she doesn't seem to realise that I had no choice. 

Have a nice day. Come again soon. 

My mother used to say girls aren't smart enough. Liz is. 

It's almost like her escape from life. 

I only did it because I love her. 

That music is not the be all and end all in her life. 

Have a nice day. Come again soon. 

Blackout. Music - She's Leaving Home fades out. In the blackout - Mrs Brown You've 

Got a Lovely Daughter (Peacock: 1965) begins to play. 



Phase three - anger 

Frame nine: time for revenge 

Mrs Brown You've Got a Lovely Daughter continues to play. 

Lights up on the daughters individual bedroom spaces. As the music plays, the 

D A U G D R S  enter, one by one. All are fuming - verging on tantrum. At first they 

seethe silently. The music and lyrics continue under the tantrums and the dialogue. 

Lyrics - Mrs Brown You've Got a Lovely Daughter 

Mrs Brown you've got a lovely daughter 

Girls as sharp as her are something rare 

But it's sad 

She doesn't love me now' 

She's made it clear enough 

It ain't no good to pine. 

She wants to return those things I bought her 

Tell her she can keep them just the same 

Things have changed 

She doesn't love me now 

She's made it clear enough 

It ain't no good to pine 

Walking about even in a crowd well you'll pick her out 

Makes a bloke feel so proud 

If she finds that I've been round to see you 

(to see you) 

Tell her that I'm well and feeling fine 

(feeling fine) 

Don't let on 

Don't say she's broke my heart 

I'd go down on my knees but it's no good to pine 

Walking about even in a crowd well you'll pick her out, 

Makes a bloke feel so proud 



DAUGHTER 4: 

DAUGHTER 2: 

DAUGHTER 3: 

DAUGHTER 1 : 

DAUGHTER 2: 

DAUGHTER 5: 

DAUGHTER 4: 

DAUGHTER 3 : 

DAUGHTER 4: 

DAUGHTER 2: 

DAUGHTER 3: 

DAUGHTER 5: 

DAUGHTER 1 : 

DAUGHTER 5: 

If she finds that I've been round to see you 

(to see you) 

Tell her that I'm well and feeling fine 

(feeling fine) 

Don't let on 

Don't say she's broke my heart 

Mrs Brown you've got a lovely daughter 

Mrs Brown you've got a lovely daughter 

Mrs Brown you've got a lovely daughter 

Swap the salt and pepper shakers. 

Fill her perfume bottle with metho 

Nair in her shampoo 

Fish oil in her undie drawer. 

Glue her make-up to the dresser 

Shave her eyebrows 

Short sheet her bed 

Staple her cloths together.. . whoopee cushion on her chair.. . Fake 

vomit on her pillow - Snot in her tea, spit in her cereal, shit in her 

handbag! 

Cut the cords off her tampons. 

Swap the labels on her deodorant and hairspray. 

Put dencorub on her toothbrush. 

Scratch her Tom Jones L.P's ... Put paint in the Mr Sheen. 

Crumbs in the bed 

Ladder her stockings ... Put pot in Dad's pipe. 

Black out and music volume is raised before fading out. The metronome begins softly 

and continues under the following frame. 



Frame ten: mother's memories 

The lights up on the MOTHERS standing on stage in their private worlds. Centre stage 

is a treasure chest surrounded by a circle of rope - an umbilical cord. As the light 

becomes slightly subdued, the MOTHERS stand and remove their shoes - all to the 

control of the metronome. The Nutcracker Suite begins. The lights cross fade to a 

fantasy setting. The MOTHERS enter the fantasy world of their childhood. Together 

they move toward the box, becoming more child-like. They begin to play a clapping 

game chanting as they do so: 

MOTHERS: Mummy and Daddy sitting in a tree 

K.I.S.S.I.N.G. 

First comes the love 

Then comes the marriage 

Then comes the baby in a blue and pink carriage. 

Together they notice the rope that encircles them and begin to explore it, then play with 

it. A skipping game begins. 

ALL: My mother said, I never should ... 

They all stop. 

MOTHER 1 : My mother said I should never have married him. 

MOTHER 2: My mother said I should leave school and get a good job. 

MOTHER 3: Remember, my mother said, the way to a man's heart is through his 

stomach. 

MOTHER 4: My mother said I should be a lady. 

MOTHER 5: My mother just said I never should. 

Together they notice the treasure chest and go forward to it. They reach towards the 

box, open it and each takes out a present. Together they unwrap the presents to find they 



have a tea towel. The music stops abruptly as though the needle has been dragged across 

the record player. The earlier robotic ritual with the tea towel begins again. 

Blackout. The metronome continues briefly in the blackout. 

Frame eleven: planning revenge 

The music Rainy Day Women No. 12 & 35 (Dylan: 1966) begins. Lights up slowly and 

dimly to reveal the DAUGHTERS together, sharing a joint, stoned. They are still in 

revenge mode. 

DAUGHTERS 2&3:Get a tattoo 

DAUGHTER 4: Shave her head 

DAUGHTER 5: Kiss a girl in public 

DAUGHTER 1 : Get pregnant 

DAUGHTER 5: Swear in church 

DAUGHTER 1 : Move to Sydney 

DAUGHTER 5: Live with a guy 

DAUGHTER 3: Learn to lick my nipples as a party trick. Buy thigh high boots. 

DAUGHTER 2: Show her my diary 

DAUGHTER 4: Hide her tea-towel. Moon her. 

DAUGHTER 5: Do a Marianne Faithfit1 

DAUGHTER 2: Wag school 

DAUGHTER 5: Tell her I've got syphilis 

DAUGHTER 4: Run around town covered in pigs blood 

DAUGHTER 5: Tell dad she's having an affair 

DAUGHTER 1 : Come home drunk 

DAUGHTER 4: Napalm the house 

DAUGHTER 3: Bomb the weight watchers building 

DAUGHTER 2: Decapitate the McQuirters mannequins 

DAUGHTER 5: Go to the U.S. and join the Black Panthers 

DAUGHTER 1 : Join the peace corp 

DAUGHTER 4: Spit in soldiers faces 



DAUGHTER 5: Burn my bra in front of Dad's ofice 

DAUGHTER3: I'vegoit!!! 

Music out. Lights out. 

Frame twelve: daughters don't lisieil 

Music and Lyrics, For ;What It's Worth (Stills: 1969) begins. Lights up on each of the 

DAUGHTERS alone in their private spaces/bedrooms - preparing for their revenge. The 

first verse plays as the daughters simultaneously engage in individual activity. 

DAUGHTER 5 sits, making daisy chains. DAUGHTERS 3,4 and 2 are individually 

painting placards. DAUGHTER 1 is dnnking from a rum bottle. All are still intoxicated 

in some way. 

LYRICS: There's something happening here 

But what it is ain't exactly clear 

There's a man with a gun over there 

A telling me I gotta beware 

I think it's time we stopped children 

What's that sound 

Everybody look what's going' down. 

One by one the MOTHERS enter and try to engage their DAUGHTERS in 

conversation. Lights focus on the conversation occurring. The following lyrics continue 

under the action. 

LYRICS: There's bad lines bein' drawn 

Nobody's right if everybody's wrong 

Young people speakin' their minds 

Are getting so much resistance from behind 

It's time we stopped 

Hey - what's that sound 

Everybody look what's going down 



What a field day for the heat 

A thousand people in the street 

Singm' songs and carryin' signs 

Mostly say hooray for our side 

It's time we stopped 

Hey - what's that sound 

Everybody look what's going down 

Paranoia strikes deep 

Into your life it will creep 

It starts when you're always afraid 

Step out of line and the men come and take you away 

We better stop 

Hey - what's that sound 

Everybody look what's going down 

We better stop 

Hey - what's that sound 

Everybody look what's going down 

MOTHER 5 approaches DAUGHTER 5. 

MOTHER 5 : How are you today Stephanie? 

DAUGHTER 5 ignores her. 

MOTHER 5: Are you listening to me? 

DAUGHTER 5: (mimicking) Are you listening to me? 

MOTHER 5: Do you like my new dress? I can get you one that matches if you 

want? 

DAUGHTER 5: No thanks. It makes you look fat. 

MOTHER 5 : Well ... What are you going to dance in? 



DAUGHTER 5: I'm not supposed to be dancing. I'm supposed to be singing. 

Singng. Singing. Singing. But you said no singing. No singing. 

MOTHER 5: Stephanie, you are behaving like a child. 

DAUGI-jTER 5: That's the paint. I mean point Mum. 

MOTHER 5 : What is wrong with you? Where and what have you been doing this 

afternoon? No. Don't tell me. I'll see you in the morning. 

MOTHER 5 exits. MOTHER 3 enters her daughter's room. She is carrying a cake. 

MOTHER 3: Hello darling. What are you doing? 

DAUGHTER 3 ignores her mother and moves so that she can not see the sign the 

daughter is painting. 

MOTHER 3 : Oh they are pretty colours. 

DAUGHTER 3 moves again. 

MOTHER 3: I brought you a cake darling. It's a diet cake. You can eat all of it. 

DAUGHTER 3: I don't like cake. And if it's chocolate I especially don't like it. 

MOTHER 3: All right. Well. I'll just leave it here then. 

MOTHER 3 places the cake on the floor next to her daughter and exits. 

DAUGHTER 3 : Stupid cake. 

DAUGHTER 3 begins to eat the cake. MOTHER 2 enters the stage and approaches her 

DAUGHTER. 

MOTHER 2: Lizzie, what are you doing darling? 

DAUGHTER 2 ignores her mother. 



MOTHER 2: I bought you the new shade of ice pink lipstick from McQuirters. 

DAUGHTER 2 continues to ignore her mother. 

MOTHER 2: Are you doing your homework darling? 

DAUGHTER 2 holds up a piece of paper across whch she has scrawled "I can't here 

you". 

MOTHER 2: No Lizzie. It's spelt H.E.A.R. 

MOTHER 2 exits leaving the DAUGHTER scowling and more determined. MOTHER 

4 enters and approaches DAUGHTER 4. 

MOTHER 4: What are you doing pussy cat? Pussy Cat? What are you doing? 

DAUGHER 4: Huh.. Mum.. . how do you spell nuclear? 

MOTHER 4: New clear? I'll have to ask your father. 

MOTHER 4 exits. MOTHER 1 enters and approaches DAUGHTER 1. 

DAUGHTER 1 : Come in. 

MOTHER I : Shelby. We need to talk. 

DAUGHTER 1 : I don't think so. 

MOTHER 1 takes the bottle from her daughter. 

MOTHER 1; How much of this have you had? 

DAUGHTER 1 : A lot. 

MOTHER 1 : We'll talk when you're sober. You're just like your father. 

DAUGHTER 1 : You'd know. 



Blackout. Silence. In the blackout, the sound of the gypsy tap (played on an organ3 

begins. 

Phase four - protest 

Frame thirteen: protest 
Gypsy Tap music continues. "Dance lights" come up on the MOTHERS drinking, 

socialising and dancing the gypsy tap with imaginary partners. The DAUGHTERS 

appear as silhouettes at the rear of the stage. They are plotting, planning, drinking. The 

action in the two stage areas should appear like two separate scenes occurring 

simultaneously. As the MOTHERS dance, the daughters furtively leave one by one. 

DAUGHTER 3 is spotted drinking by her mother. The dance in the foreground 

continues as MOTHER 3 approaches (and apparently scolds) her daughter in the 

background. The DAUGHTER exits. MOTHER 3 comes forward to report to the other 

MOTHERS. They gather around her. 

Suddenly the gypsy tap music stops. The MOTHERS look up - at first puzzled and then 

alarmed. DAUGHTER 5's voice is heard over a microphone. 

The band (ALL DAUGHTERS) begin (and continue) to sing Masters of War (Dylan: 

1963). 

The lights change to catch the mothers facing the audience - looking horrified - in a 

pool of light. 

MOTHER 5: Oh for heavens sake. 

MOTHER 3 : Jennifer - how could you. 

MOTHER 2: For goodness sake. Somebody stop them. 

MOTHER 5: Turn off the lights. Quickly. 



Blackout. In the blackout sounds of general mayhem and of DAUGHTERS continuing 

to sing followed by what sounds like people trylng to wrestle the microphone from 

them, then finally - silence as the microphone is switched off. 

Phase five - arrest 

Frame fourteen: public knowledge 

"Introduction to the ABC news" music (circa 1969) is heard. As the news reporter 

begins to read the news (MALE VOICE OVER), a series of slides of the DAUGHTERS 

naked and carrying protest banners are seen on the screen at the rear of the stage. 

REPORTER: Police were called to the community hall this evening as a welcome 

home dance in honour of a local war hero was brought to an abrupt 

end. Five teenage girls sabotaged the dance, appearing naked, 

holding protest banners. The girls sang anti-war songs in what one 

local described as an inappropriate and humiliating display of 

teenage angst. The girls were taken immediately into police 

custody. It is believed that one of the gtrls was Stephanie Jackson, 

the daughter of the well respected mayor, John Jackson. The mayor 

does not wish to comment on the incident at this stage. 

Blackout. 

Frame fifteen: girls in jail 

Lights up. The five DAUGHTERS are in jail. Each stands in a separate space - each is 

lit by a single spot of down light which gives the appearance of prison bars. They are 

each dressed in only a grey woollen blanket. Using song titles of the era, they reveal 

feelings which move f2om rebellion to loss and fear. 

DAUGHTER 5: Bad moon rising. 

DAUGHTER 1 : I'm crying. 

DAUGHTER 5: I'm mad again. 

DAUGHTER 6: Don't let me be misunderstood. 



DAUGHTER 5: 

DAUGHTER 3: 

DAUGHTER 2: 

DAUGHTER 4: 

DAUGHTER 1 : 

DAUGHTER 5: 

DAUGHTER 4: 

DAUGHTER: 

DAUGHTER 3: 

DAUGHTER 1 : 

DAUGHTER 4: 

DAUGHTER 1 : 

DAUGHTER 5: 

DAUGHTER 2: 

DAUGHTER 3: 

DAUGHTER 2: 

DAUGHTER 1 : 

DAUGHTER 3: 

DAUGHTER 4: 

DAUGHTER 2: 

ALL: 

DAUGHTER 1 : 

DAUGHTER 4: 

DAUGHTER 3: 

DAUGHTER 2: 

DAUGHTER 5: 

ALL : 

Blackout. 

Break on through. 

Respect. 

The carnival is over. 

Downtown. 

A world of our own. 

Silence is golden. 

Just a little misunderstood. 

I fought the law. 

Leader of the pack. 

I just don't know what to do with myself. 

How do you do it? 

I'll be there. 

There's a kind of hush. 

Just like a woman. 

I second that emotion. 

I am a believer. 

Too much. 

Friday on my mind. 

I'm gonna be strong. 

Town without pity. 

Town without pity. 

Running scared. 

My generation. 

Can't always get what you want. 

The end. 

Reflection. 

Sorry. 

Frame sixteen: doesn't matter 

Lights up on the MOTHERS in the dance hall. The floor is strewn with the daughter's 

clothes. The MOTHERS gather them together as they talk. There is tension in the air - 



an inability to talk - yet attempts are made. Finally there should be a sense of shared fear 

and understanding. 

MOTHER 3 : Is this .... Doesn't matter. 

Silence as they continue to gather. 

MOTHER 2: Why on earth ... Doesn't matter. 

Silence as they continue to gather. 

MOTHER 4: Now that's nice. 

They all look at her. 

MOTHER 4: Doesn't matter. 

Silence. 

MOTHER 3 : 

MOTHER 1 : 

MOTHER 3: 

MOTHER 5: 

MOTHER 2: 

MOTHER 5: 

MOTHER 2: 

MOTHER 4: 

I wish.. . Doesn't matter. 

It's because of us. 

Speak for yourself. 

I just don't understand it. 

Don't you. 

Pardon? 

Doesn't matter. 

I always wanted to do something like that. 

The others all stop and look at her shocked - before quickly turning away to resume 

their folding. 

MOTHER 1 : Is this yours? 



MOTHER 2: Hardly. Lizzy does not wear black underwear. 

MOTHER 3 : No. She doesn't wear any. 

MOTHER 4: Haven't you ever wished you could do something like that? 

Something really naughty? 

They all look at her. 

MOTHER 5: And in front of that poor boy. 

MOTHER 2; After all he's done. 

MOTHER 1 : He probably enjoyed it. 

They all look at her. 

MOTHER 1 : Right now - the police are probably enjoying it. 

MOTHER 3; They wouldn't.. 

MOTHER 5: You don't think.. 

MOTHER 2: I didn't mean.. 

MOTHER 4: Wouldn't what? 

MOTHER 1 : Fuck them. Screw them. Rape them. 

They all look at her shocked. Blackout. 

Frame seventeen: we've got to get out of this place 

The sound of the DAUGHTERS singing We've got to get out of thisplace (The 

Animals: 1966) is heard in the blackout. Lights up on the DAUGHTERS, still in jail, 

still dressed in their blankets, but now sitting. Together and softly and sadly they sing 

the song. 

Blackout. 

Frame eighteen: mothers waiting 

The MOTHERS are waiting outside the jail. There is a sense they want and need each 

other and that they share fear and worry. 



MOTHER 3: 

MOTJEER 5: 

MOTHER 4: 

ALL: 

MOTHER 4: 

silence 

MOTHER 1 : 

MOTHER 5: 

silence 

MOTHER 3 : 

silence 

MOTHER 2: 

MOTHER 5: 

MOTHER 2: 

silence 

MOTHER 3: 

MOTHER 5: 

MOTHER 3: 

MOTHER 5; 

What did they say? 

They're being processed. 

Processed? Like.. . 

No. 

Oh. 

Are they ok? Did you see them? Talk to them? 

No. 

They can't make us wait out here. Can they? 

Why wouldn't they let you see them? You did ask to see them 

didn't you? 

What do you think? 

Yes. Of course. Sony. 

Did they say how long it would be? 

What? 

I wondered.. . Doesn't matter.. . Are you ok? 

No. Are you? 

silence 



MOTHER 2: She's thrown everything away. Everything that mattered. 

MOTHER 5 : Only what mattered to us. 

MOTHER 4: All they did was take their clothes off. 

They look at her sadly. 

MOTHER 5: The consequences. Think of the consequences. 

MOTHER 4: In what way? 

MOTHER 3: They'll be expelled. 

MOTHER 1 : She'll leave. Go away. 

MOTHER 2: A life time selling cosmetics at McQuirters. 

M O T E R  5: Her father will never forgive her. 

MOTHER 4: Oh. 

Blackout. 

Phase six - resolution 

Frame nineteen: communication 

Lights up dimly on all MOTHER-DAUGHTER couples on stage in their private spaces, 

softly frozen as couples in the dim light. One by one, each couple is activated. As each 

couple segment concludes, they do not re-freeze but deflect focus. As each couple is 

centre of attention, so the lights for that area lift. Lights stay up after each couple 

activity so that the stage is gradually filled with further light. 

MOTHER 1 and D A U G m R  1 sit on the front steps sharing a cigarette. 

DAUGHTER 1 : Did you tell dad? 

MOTHER 1 : No. 

DAUGHTER 1 : Do you think he knows? 

MOTHER 1 : I don't know. 

DAUGHTER 1 : What time is he due home? 

MOTHER 1 : Any minute. 



MOTHER 1 and DAUGHTER 1 continue to share the cigarette in silence. Focus shifts 

to MOTHER 2 and DAUGHTER 2 sitting in the daughter's bedroom together. 

MOTHER 2: I don't want you to go away. 

DAUGHTER 2: 1 know. You never want what I want. 

MOTHER 2: You don't understand 

DAUGHTER 2: I think I do.. . . 

Silence 

DAUGHTER 2: Do you still dream? 

MOTHER 2: I have dreams for you. 

DAUGHTER 2: That's not what I mean. I have dreams for me. You need to have 

dreams for you. 

MOTHER 2: I used to. 

DAUGHTER 2: Then dream again. 

MOTHER 2: I can't. 

silence 

MOTHER 2: You're still going to go? 

DAUGHTER 2: I can't stay here. 

MOTHER 2: Just one more year. 

DAUGHTER 2: I want so much more. Can't you see that? 

MOTHER 2: Finish school first. 

DAUGHTER 2: No Mum. I'm leaving. 

silence 

MOTHER 2: I'll miss you. 



Focus shifts to MOTHER 3 and DAUGHER 3 sit together in the daughter's bedroom. 

MOTHER 3: 

DAUGHTER 3 : 

MOTHER 3 : 

DAUGHTER 3 : 

MOTHER 3: 

DAUGHTER 3 : 

MOTHER 3 : 

DAUGHTER 3: 

MOTHER 3: 

DAUGHTER 3: 

MOTHER 3 : 

DAUGHTER 3 : 

MOTHER 3: 

DAUGHTER 3: 

Come down to dinner 

I'm not hungry 

At least come down and sit with us. 

No. 

We could go for a walk. 

So people can laugh and stare and call me fat. 

Honey, you shouldn't take any notice of what the newspapers say. 

But they're right aren't they? Fat g r l  makes a fool of herself 

No one's laughng at you. 

Sure. All this time ... even my fiiends ... even you 

I've never laughed at you. 

No. Just nagged me and nagged me and nagged me. 

I'm sorry. I was trying to help. 

I know. 

Silence 

DAUGHTER 3: I just want you to accept me for who I am. 

MOTHER 3: I do. 

DAUGHTER 3: No. You've always tried to make me be someone I'm not. I don't 

know. Someone you want to be. 

MOTHER 3: If I did that I never meant to. Jennifer if there was anything I could 

do to take away the pain you're feeling now, I would do it. 

DAUGHTER 3 : Would you leave me alone? 

MOTHER 3 : If that's what you want. Do you? 

DAUGHTER3: No. 

Their eyes meet. They understand each other. Focus shifts to MOTHER 5 and 

DAUGHTER 5 sitting together. 



DAUGHTER 5: Is he still angry? 

MOTHER 5 nods. 

DAUGHTER 5: Will he ever forgive me? 

MOTHER 5 shrugs. She doesn't know. 

DAUGHTER 5 : 

MOTHER 5: 

DAUGHTER 5: 

M O T E R  5: 

DAUGHTER 5: 

MOTHER 5: 

DAUGHTER 5: 

MOTHER 5: 

DAUGHTER 5: 

MOTHER 5: 

I meant to hurt you. 

I know. You did. 

I wanted you to see me. To listen to me. 

I've always listened to you. 

But you've never really cared. 

How can you say that? 

Sure, you always buy me thngs but you're never here. You're never 

here when I want you. You never care about anything I do. 

You're wrong. I do care. 

Prove it to me. 

Love is not something you can prove to someone. It's something 

you feel. 

Silence 

DAUGHTER 5: What are you going to do now? 

MOTHER 5: There's nothing I can do. 

DAUGHTER 5: Are you still angry with me? 

MOTHER 5: No. Disappointed. Not angry. I trusted you. 

DAUGHTER 5: I don't want to go away. 

MOTHER 5: It's only for a year. 

Silence 



DAUGHTER 5: Do you ever wish you could wind the clock back and start all ,over 

again? 

MOTHER 5: Frequently. 

DAUGHTER 5: Really? 

MOTHER 5 nods. Their eyes meet. There is understanding in the moment. Focus shifts 

to MOTHER 4 and DAUGHTER 4 sitting together. 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

DAUGHTER 4: 

MOTHER 4: 

Silence 

When you stare at the moon, what do you see? 

A round yellow ball, I suppose 

Nothing else. 

What am I supposed to see? 

When I stare at the moon I see the future. 

Having you been taking drugs again? 

I see possibility that you never see. 

You think I'm stupid don't you? 

Do you really want me to answer that? 

I've taught myself to be like this. 

You've always been like this. 

It is ... was.. my way of coping. 

Coping with what? 

Life. My life. 

But you chose this life. 

Did I? 

DAUGHTER 4: Would you do something with me? 

MOTHER 4: Tennis? 

DAUGHTER4: No. 

MOTHER 4: What then? 



DAUGHTER 4: I don't know. Maybe something new, something different. 

Something you used to want to do. 

MOTHER 4: You can't go back. 

DAUGHTER 4: But you can go forwards. 

MOTHER 4: Something with you? 

DAUGHTER 4: Yes. 

MOTHER 4: I could try. 

Silence 

DAUGHTER 4: Thanks mum. 

ENDS 



CHAPTER ELEVEN 

EXEGESIS - UMBILICAL 

S ANI, METRONOMES 
In the previous chapter, the script Umbilical Cords and Metronomes, was presented. 

Here I offer my analysis of the process and product. Each frame is discussed according 

to the framework for analysis outlined earlier in the methodology chapter: 

the frame we aimed for or did 

the purpose of the frame 

the ability of the frame to meet the intended purpose 

an evaluation of the purpose in terms of creating 'tension of intimacy' 

alternative possible solutions (where deemed valuable) 

implications for the creation of 'tension of intimacy'. 

My use of the personal pronouns "I" and "we" is specific. For example, if the intention 

or interpretation was mine alone, "I" is used. The plural is used when a group decision 

was made following workshop and discussion. The voices of participants and spectators 

(drawn from interviews following the performance and recorded in Appendix 14) are 

incorporated. Following the frame by frame analysis, conclusions about the creation and 

operation of dramatic tension (and 'tension of intimacy' in particular) are drawn. These 

conclusions return the reader to the defining characteristics of 'tension of intimacy' - 
connection, animation and heightened awareness. 

Frame One: Life Suite 
I wanted Frame One to "work" the viewing perspective so that spectators might begin 

with a focus, not on character and relationships, but on the form itself. The intention 

was to encourage the form of engagement Schoenrnakers (1988: 152) refers to as 

theatrical projection. I hoped to cause a "distanced reading" with tension created 



through the contrasts of sound and visual images rather than through a developing, 

narrative. I wanted the form to affect the spectators emotionally. 

In this frame I hoped to create contrast within the visual imagery, within the 

music/sound as well as with the juxtaposition of visual and aural action. The harsh 

sound of the metronome was juxtaposed over Stanley Clarke's (1974) music. The 

origrnal intention with the images was to show humans struggling against an umbilical 

cord while another was willingly accepted as it nurtured the astronaut. I also wanted to 

create a contrast between the voice of a mother consoling and one denying her child. A 

further potential contrast aimed for here was between the denial of the mother and the 

expressed desire of the child. 

The manner in which the frame was presented denied spectators the opportunity to 

engage with individual characters and inhibited a focus on reading narrative. Spectator 

comments indicated that some responded more significantly to the visual imagery, 

others to the aural: 

... I do remember Stanley Clarke's music (Appendix 14:33). 

I thought artistically it was interesting, I thought visually it was a good way to 

get the audience's attention.. .. (Appendix 14:34-35). 

The intention was that the contrasts evoked through the imagery (visual and aural) 

would begrn to raise questions about power, control and nurture. The metronome and 

the umbilical cord were offered as metaphors for opposing purposes - both control and 

nurture. To begin to evoke questions of power and control, the images needed to be very 

clear and strong with strong contrasts occumng between light and dark, between small 

and large movement, between sound and silence, between the gentle pleading of the 

chlld's voice and the firm and slightly colder voice of the parent. Some spectators read 

symbolic meaning into the images. Others did not: 

.... from what I saw I thought it was good because it established what it was 

going to be about (Appendix 14:43-44). 



... but in terms of what it was symbolically saying to me - no (Appendix 14,:35). 

Although the context was established symbolically, the full intentions of this were not 

realised. The design and direction of the frame were not strong enough to meet my 

aims. The strength of the contrasts and the clarity of the movement needed further 

attention. For various reasons we were unable to project the image of the astronaut and 

thus a whole layer (and layering) of meaning was lost. My intention with the image of 

the astronaut was to introduce subtly or to hint at (for later development in the work) the 

human desire to conquer and control. I had hoped to create a figure-ground position 

where the background of the war in Vietnam and the moon mission were juxtaposed 

against the mother-daughter relationships. I wanted spectators to focus on wondering 

about the relationship of the images (visual and aural) to each other and intended thls to 

be achieved, not obviously, but in a subtle way that might resonate later or affect the 

spectator subconsciously. 

The pressure to create a performance for public perception drove the rehearsal period so 

significantly that there was not time to work with the actors to develop the necessary 

movement skills or their understanding of the link between questions of power in the 

family and in the greater community. If the actors were to feel a sense of ownership in 

relation to the work (which I felt was important), they had to have their own input into 

the meaning and images created. We needed more time for them to develop 

understanding of the concepts being explored as well as to create precise movement and 

timing. Both were necessary to create the frame as I originally intended. 

Audience expectations of the context of the event also affected the reading of this (and 

subsequent) frames of action. Until spectators are ready to trust a work, and to believe 

that it might have something to offer them, they are not sufficiently open to the event to 

read the symbolism. As spectators, students were far more trusting of the event in this 

way than theatre practitioners or academics. An academic viewing the work stated: 

I remember this as being a very imaginative beginning which could very easily 

have been self conscious and over stated and it wasn't and I remember feeling 

relief that that was the case (Appendix 14:36-38). 



Although Malone and Malone (1987:51) claim that there is no hierarchy of the defining 

characteristics of intimacy (connection, animation and heightened awareness) 

suggesting that because you feel one, you feel the other, this is not the case in initial 

response to drama. For spectators or participants, the sense of connection must first be 

evident. Animation and heightened awareness cannot arise if there is no connection. In 

response to drama, connection cannot occur unless spectators or participants experience 

several of the 'qualities of intimacy' identified in this study. 

At this point in the work, the most significant qualities that must be present if spectators 

are to engage with the work at all are free choice, acceptance, personal surrender and 

self-responsibility. Spectators must be willing to imaginatively engage with the work. 

They must be willing to accept the idea of the work and its presentation without 

judgement but they cannot do this until they first surrender to the work. As spectators, 

we must be willing to not know before we can begin to know. The spectators must 

experience a sense of trust in the performance, the performers and the context before 

they can trust their own response. The presentation of the work must encourage their 

experience of trust. 

Several aspects are likely to delay the spectators' or participants' ability to experience 

trust. The first is how familiar the event or its form appears to them. It might be that 

spectators are less familiar with "reading" theatre or it might be that the form and 

presentation challenge the way a particular spectator usually reads and responds to 

theatre. If the event is in anyway "alien" to them it is likely that it will take longer to 

establish this sense of trust. Expectations regarding the ability and integnty of the 

performers can also delay the experience of trust. If spectators lack trust in the integnty 

of the performers, they might simultaneously adopt an attitude of concern towards them. 

When thls occurs, they are less likely to experience the qualities of intimacy. 

Connection (a defining characteristic of intimacy) is also precluded. 



Frames Two And Three Overlapped: My Life Is 
A Cliche - Sitting In My Bedroom With The Door 
Shut Tight 
The intention in Frame Two was that the daughters would engage in a ritual of personal 

grooming (through their use of the hairbrush). The idea was to create a contrast (and 

perhaps irony) between the desire for freedom expressed in the daughters' monologues 

and the manner in which each character was "controlled" by the same private ritual. I 

wanted to create a further contrast through the sense of loneliness and isolation 

emergng through their spoken text and the sense of commonality and connection 

evident to the audience witnessing the shared activity. The purpose in Frame Three, My 

Lrfe is A Clichk, was to use a heightened ritual of housework to show the mothers 

locked into a private world they hate and reject. The intention was to make the ritual 

large and absurd with the mothers appearing to be puppet-like or robotically controlled, 

to show them controlled by cliches. Similar to Frame Two, the idea was that an 

unacknowledged commonality would exist between all the mothers and that each of 

them would be ignorant of the controlling aspects of the ritual. By juxtaposing the two 

frames of action onto each other, it was hoped that a further contrast would be created 

between knowledge that all are similar - all are controlled - all reject the control and no 

one acknowledges this. 

These rituals were never realised as intended on stage. The activity did not appear 

heightened. There was insufficient "rhythmicity, exaggeration, condensation, and 

simplification" (Schechner 1993:223). The acting style was too subdued. The daughters 

just seemed to be brushing their hair. The mothers just seemed to be folding tea towels. 

Other than the use of the cliches, which gave some appearance of absurdity, the mood 

was serious. There was no sense of contrast between the controlling ritual of the 

daughters and the desire for freedom expressed in the monologues. Without this 

contrast, the aim to produce proposition and counter proposition as suggested by 

Handelman (1990:49) could not be achieved. 

The rituals lacked a playful quality. Two problems were significant here. One related to 

the mothers' ritual, the other to the daughters'. My reasons for wanting to use the rituals 
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and the way they needed to be made manifest on the stage had been insufficiently 

explained to the group. The performers playing the roles of the mothers were not 

comfortable with the ritualising and their discomfort made it difficult for them to 

engage playfully. 

To engage playfully the actors needed to engage with the idea of the ritual and with its 

inherent absurdity. Although a playfiil quality does not necessarily equate to a sense of 

fun, here playful participation would have evoked and contained this. Without a playful 

quality, the mothers' rituals denied spectators the possibility of experiencing a potential 

contrast between the mood of the work and of the activity in reality. 

I suspect for both groups the problem here related to a difference between my 

perception of the inherent absurdity of the rituals we engage in as mothers and 

daughters and the group's acceptance of this activity. Had they experienced a sense of 

familiarity in the absurdity of the rituals (rather than the rituals themselves) they might 

have been more likely to be playful and ironic with them in the work. Here, the icons 

and metaphors of presentation failed to create resonance and evoke dissonance for the 

spectators and for the participants. 

On reflection, I believe that my encouragement of the mothers to work robotically was 

also problematic. A stronger approach would have been to create the sense of 

connection of the mothers through their absolute enjoyment of the mundarie task - to see 

them cherishing (and mutually enjoying) the washing up. This would have produced 

greater discordance between the mood of the activity in reality and that of the stage 

action. 

The problem with the daughters' rituals was linked to the length and sombre mood of 

the monologues. To engage playfully in a heightened ritual of grooming while 

simultaneously expressing the sombre personal feelings they did (for as long as they 

did) would have been an extraordinarily difficult task for any actor! 



Perhaps the use of ritual is not the best strategy to attempt to meet the aims of th s  frame 

for the daughters. The need to introduce the fictional context (in particular the 

characters and the time) to the audience is important at this point in the work. A 

spectator commented: 

It served its purposes. It introduced the girls and the girl-mother relationships. 

That took a while to work out. I remember thinking there was plenty for me to 

do as an audience member just to say, oh yes, that's what we're confronting here 

(Appendix 14:73-75). 

To heighten the daughters' use of ritual would mean minimising the information ofterea 

about time and individual aspects of character. The use of monologue (although 

requiring further attention here) was itself successful in presenting the characters 

directly to the audience rather than through their communication with each other. The 

stylised monologues discouraged a naturalistic reading and empathic or sympathetic 

engagement. As the spectator quoted above continued: 

I remember .. . . trying to identify whether you were presenting us with 

stereotypes or whether we've got more naturalistic kind of.. It did capture the 

style but it also left a lot of questions open as it intended to do. The style was 

semi-naturalistic rather than deeply stereotyped (Appendix 14:74-82). 

While the style and perhaps length of the monologues discouraged the forms of 

engagement mentioned above and encouraged response to the 'idea of the characters' 

and the 'idea of the situation', they also contributed to problems experienced in the 

frame. The problems of the monologues emerged because of their similarity and length. 

I wanted to use the same opening line to indicate an unacknowledged commonality in 

the daughters in the same way I hoped the use of cliches would achieve this with the 

mothers. The length of the monologues was influenced by the fact that each was 

intended to reveal specific information about that character to the spectators. While the 

decision to use monologue was intended to prolong the action, holding spectators in the 

moment of the work, by holding them too long (as occurred here) the potential 

connection that might have been experienced by spectators was lost: 



That sequence worked - but there were times when the actual monologues - I 
don't remember all the monologues but I remember they handled them quite well 

and I remember feeling at the time that this genre is very much in the genre of 

the dramatic monologue of the 19301s, the Joyce Grenfell sort of stuff. In some 

ways, they could have had that quality but that's very difficult stuff to do, to hold 

an audience in some of the monologues. They were quite long and they worked 

but they wouldn't have wanted to be any longer (Appendix 14:96- 10 1). 

The failure of the rituals at this point in the work also had implications for the way 

spectators moved into it. At the beginning of any dramatic performance, spectators 

gather information to determine how they should read this particular work. The first 

frame was symbolic. The tone or mood of that frame was serious. The idea with this 

second frame was that use of the rituals would immediately alter the pace and the mood. 

This was not achieved. There was insufficient contrast between the mood of the first 

frame and this subsequent section of action. The impact was to further delay the 

establishment of a contract between the spectator and the work. A spectator commented: 

... at that point we're still trying to work out genre and sink in to whatever it is 

and we're not sure because we've moved straight into another genre straight 

away. .. (Appendix 14:77-78). 

Spectators required longer to determine how they might read this particular work. Do I 

identi@ with a character or with an idea? What are they showing me? What should 1 

focus on? This also increased spectator' awareness of the real (but immediate) context. 

The questions raised related to whether the performers would manage the task: 

... and at that point you're really thinking about how will this cast cope with 

what's demanded of them and they were coping fine but I was concentrating on 

that (Appendix 14:78-80). 

This tended to heighten the self-consciousness of the spectator. When a spectator has 

such a concern, the likelihood of experiencing the 'qualities of intimacy' in response are 

reduced: 

A lot of it the audience are there and they're feeling a little bit anxious about the 

cast and trying to help them along or hoping that their particular person in the 

cast won't make a mistake or look silly or be too embarrassed and there are other 



emotions whch are very self conscious of the theatre as a piece of theatre apd 

that these young people are stretching themselves and finding they couldn't 

(Appendix 14:15-19). 

Although this spectator commented further that he did not feel h s  was present in his 

experience of th s  work, my interpretation is that he was attempting to be polite. The 

fact that he continued to comment on such aspects indicates that this was at least a 

subconscious concern. Other spectators (particularly those with an awareness of the 

university context) also indicated that their awareness of the real context was 

significantly influencing response at the beginning of the play: 

.. . you are constantly looking at the quality of acting of the students. You 

understand the constraints that the staff work under in terms of time and so on 

and you're also aware that it's a group devised piece and that the students have 

obviously expressed an interest in this area and have something they want to say 

and so you're carrying all of that baggage around with you as you're watching 

the show. .. (Appendix 14:58-62). 

Until the performance began to confirm that there would be integrity in the stage action, 

that the actors would not embarrass the spectators or themselves, spectators remained 

self-conscious and were less likely to experience the 'qualities of intimacy'. The work 

itself had to encourage the confidence of spectators: 

I felt more comfortable, just because it was easier to manage in my head, when 

you did have a stereotype there which was the fat girl, not that she was a 

stereotype. Well she was in a way. She was played very tightly and played very 

well, and seeing an actor do that and do it well and do it comfortably was very 

reassuring to an audience. This person's going to offer us something and we can 

relax and enjoy their work without worrying about whether they are going to trip 

over the furniture or worry about - she did a couple of things in that opening 

sequence which were quite gauche and she carried them off - the first thing was 

this really is a fat girl making fun of her own figure and are we allowed to laugh 

at that? And she managed to reassure us that we could and that she was very 

robust in the way she handled that ... very, very nice work. And so that helped 



me and that stuck in my mind as very strong and also gave me permission tp 

relate to the others (Appendix 14:82-92). 

Although other aspects of the work delayed the establishment of a contract between the 

spectators and the work, Daughter Three's monologue encouraged their experience of 

several of the 'qualities of intimacy'. The presentation of stylised monologue contributea 

to the nature of the spectators' engagement because it discouraged an empathic reading 

and encouraged spectators to respond to the idea of the character. It is easier to laugh at 

an idea than at a person. By encouraging spectators to behave in a manner which would 

be totally unacceptable outside the context of theatre (laughing at the fat girl) and then 

by reassuring them that this response was acceptable, engagement with the idea of the 

work was encouraged. The spectators' self-censorship was reduced. This increased 

opportunity for spectators to experience personal integnty, acceptance and personal 

surrender. At the same time, playful engagement began to be encouraged. 

Frame Four: Dreams Realised 
The music/lyrics One (Nilsson: 1969) was used at the end of Frame TwoTThree to 

highlight the loneliness of the individual characters and to strengthen the contrast 

between the mood and isolation of Frame Two/Three and the feeling of 'false' 

community I hoped to achieve in Frame Four. 

The use of space and the way the characters operated within the space was a particular 

focus in this frame. In Frame TwoKhree, the mothers and daughters all operated in 

private spaces. In these private spaces, the daughters could honestly reveal their 

thoughts and feelings. In Frame Four, the daughters occupied a shared space. The 

intention was to work the action in such a way that the communication between the 

daughters in the private but shared space (used at the beginning of the frame) would be 

slightly less open than their revelations in the private spaces occupied in Frame 

TwoTThree. The plan was to shift this again as the daughters moved forward to 

"perform". Here, in the more obviously public space, they should appear less open and 

honest - presenting facades of themselves. 



In retrospect, the choice of song was inappropriate to acleve the aim. The lyrics of 

Superwoman1 indicate self-doubt. By publicly singing the self-doubt, the potential to 

show the daughters operating under a facade was lost. A further ironic contrast might 

have been achieved by using a song containing lyrics that indicated absolute self- 

confidence. Spectators needed to know that what the daughters claimed in the lyrics was 

not what they truly felt. A further unintended impact of the use of Superwoman was that 

spectators read it as a feminist statement. By immediately judging it and classifymg it in 

this way, they became less open to any broader meaning it may have had. 

No sets or props were used to indcate the different locations either within frames or 

from one frame to another, though lighting was used to mark the shifts. The lighting 

was not naturalistic but was intended to support the ideas of isolation or community we 

were exploring. The actors were forced to reveal the sense of place by the way they 

operated in the space. Although not specifically referring to this frame, several 

spectators were subtly aware of this. Asked where they thought the later "stoned" scene 

occurred, comments included: 

Did they have a place where the band practised? Wasn't it there? I think I had 

the feeling it was in fairly safe territory (Appendix 14:471-472). 

I imagned a bedroom but I don't know why I imagined that. Maybe because 

they were lounging. It just looked like one of the girls' bedrooms (Appendix 

14:479-480). 

As well, the text of the daughters was intended to continue to evoke references to the 

time and the place and indicate that they were all members of the same band. Although 

references to the background political and social context were evoked, there was no 

sense of contrast between this and the events in the foreground: 

There was very much the feel of the time - the 1960's stuff. The idea that these 

kids were rehearsing for a band together ... (Appendix 14: 15 1-1 52). 

1 See Appendix Fifteen 



... it was more so the clothing and the things they were talking about. The 

subject matter they talked about - their favourite bands and stuff really gave me 

the time ... (Appendix 14: 184-1 85). 

The characters of the daughters were hinted at allowing the audience to know more 

about them than they had previously done. At the commencement of the frame, the 

daughters revealed a sense of togetherness and revealed a little further about each 

individual to the audience. The text or actions of each of the daughters hinted at a 

private life that was not shared with the other characters. 

Three factors seemed to influence the way particular spectators responded to the work at 

this point. The performance skills of inQvidua1 actors attracted attention to the 

characters created by those actors and away from the group as a whole: 

I followed her (Daughter Four's) story more closely but I have to say I thought 

she was one of the better actors as well which made my ability to respond to her 

story easier. If their betrayal of emotions and context is sound - dramatically 

good, then your ability to go with her story is easier because you're not being 

always confronted with other.. . (Appendix 14: 1 19-122). 

I was more interested in specific characters - the fat one who was the dominant 

one I guess ... I responded to the dominance of the fat lady.. . (Appendix 14: 135- 

138). 

A second factor influencing how spectator attention was focused related to the sense of 

recognition they felt as they experienced the work. One spectator indicated this 

encouraged him to follow the presentation of one character more specificaliy than he 

followed the others: 

... the blonde piece on the right hand side of the stage who reminded me of 

someone, the one in the army pants, the more radical of the lot ... (Appendix 

14:136-137). 



Focus on individual characters was also created when spectators were led to wonder 

about the apparent mysteries or complexities of the daughters' lives - hinted at but not 

really known: 

There were a couple of other girls who were interesting - the one whose father 

was a mayor; there was interest in her because she was different to the others 

(Appendix 14:138-140). 

I was wondering about the one where the mother was abused. I wanted to know 

more of her story. The rebel one. I wanted to know why she was rebelling so 

much (Appendix 141133-134). 

In general though, spectators were focusing away from narrative: 

I was wondering is this going to be a narrative or is this going to be a collage. Is 

there going to be a story rather than what's the story going to be about 

(Appendix 14:130-131). 

I knew it was going to be a story somewhere before the rehearsal - but as a story, 

it didn't grab me until they got arrested. I was interested in the play before then. 

I'm differentiating here between the play and the narrative. As a story - it didn't 

interest me as a story. I was more looking at the technical aspects and the 

individual threads (Appendix 14: 141 - 144). 

It was like here are a couple of images, make of them what you can. It will 

become clearer later and it did become clearer later .... and so we are going to 

reflect on what we think our parents went through. ... I don't think I really 

connected with the plot line at all (Appendix 14: 150-1 55). 

For me they were just saying we're in a band and letting us see some of the 

things going on at the time. I think it was pretty obvious there would be some 

confrontation going to occur and I was just waiting for it to happen and I 

presumed it would be the typical leaving home thing which it wasn't (Appendix 

141188-191). 



The actors found this one of the most difficult frames to create. 

Like the band scene. No one could actually think about what it was, the essence 

that you wanted to capture on stage ... (Appendix 14:663-664). 

After several attempts to improvise or create a scene I decided to approach the task a 

different way. I asked the group to go off together for the day to write a song we might 

use as the band's song. A crew member was sent to video their work throughout the day: 

And I would never have thought of saying spend the day together. And you 

didn't really say you're a band you just said right girls go off. It was like we were 

completely unaware of what you were making us do - go off and write a song in 

real life. So we'd get in there and we'd go, oh my god, and it was just really 

fixmy and I remembered when we were actually there together performing and 

you said we were performing to each other, we weren't performing to you guys 

which was right because like we'd do something that we'd known from the day's 

practice that I was really spastic on the cow bell or somethng or I'd get it wrong 

and we'd all laugh and just something like that. After that we were really aware 

of why and everything and then the way that disintegrated and we went to 

nothing and we tried to rebuild that but it was really, really hard ... (Appendix 

141665-673). 

In the impromptu action created in this process, moments of self-doubt and of success 

were silently shared. When this occurred, there was a significant overlap between the 

feelings belonging to the actors themselves and those of the characters. "Both,' were 

engaged in a rehearsal process. In these situations, the actors appeared to experience the 

sense of seIfthat emerges from the integration of l and Me. 

As a spectator of these rehearsals, my concerns were shifted from wondering what 

would occur in the future to enjoying the moment with the characters. I could have 

chosen to read this as enjoying the moment with the actors. There were shared feelings 

of success and understanding and there was no need to discuss this. They often broke 

these moments by bursting into a spontaneous and shared laughter. In this initial 



rehearsal, a sense of connection was present in their work. The 'qualities of intimavy' 

were also evident though not continually sustained. 

Using the video of their day's action I was then able to discuss with the group what they 

had achieved and what I hoped to acheve in the scene. As the group continued to create 

this frame of action they concentrated on finding a sense of truth in the individual 

characters as well as showing their connection to each other: 

... we wanted to show we were a group of girls and we were really close and in 

our own personal said or non said ways, that we depended on each other and 

there was a reason for us being there ... (Appendix 14:797-799). 

We wanted to create the characters as realistic and true and even the 

performance piece we wanted ... that was like we wanted to be a group really 

performing and not look like a group of actors trying to act performing. We 

wanted to seem like performers (Appendix 14:8 17-8 19). 

Although in these early rehearsals 'tension of intimacy' was occasionally achieved, this 

was not sustained from one rehearsal to the next. The actors were often able to capture a 

more complex and revealing set of relationships in rehearsal if they were role playing an 

event for the first time. The focus of the actors was on creating truthful characters and a 

truthful sense of connection to each other: 

I kept thinking it's not working. It just doesn't feel right. I had to find myself 

before I could find a relationship to them so it was important not just us having 

truthful characters but the connection between us girls because otherwise it 

would have just been a play like nothing to do with each other and their mothers. 

It was important the relationship between these girls. The bond they shared with 

each other (Appendix 14:804-808). 

While they achieved this in improvisation, once they scripted the scene, this was lost: 

... as that disintegrated I guess you could say that it depended more for me on 

just having a purpose for being there. Before I could have a purpose for being 

there with the girls I had to have a purpose for me being there (Appendix 

14:799-800). 



To move thls scene from rehearsal and development to performance required attention 

to all the intentions of the frame and required the actors to be disciplined in their 

portrayal of the relationships. The sense of presence acheved in the "real" rehearsal was 

often lost. We could not show the complexities of the individuals and of their 

relationships (which we wanted to do at this stage) and still maintain ths  shared sense 

of connection. 

As they rehearsed and performed their characters grew. The more they grew and 

attempted to tell their own story, the more the sense of connection reduced and the 

further away from a 'tension of intimacy' we moved. At first I thought that this might 

not have been the case with more experienced actors. I thought that the naturalistic 

acting style and individual attempts to give the characters depth and truth were 

inhibiting the possibility of the presence of intimacy. I could see that the actors' 

concerns were focused on the individual effort and the individual character. I thought 

that the pressure to take the work to public performance involved a need to create "me 

as an actor" for public scrutiny. I noted in my journal that the actors could not achieve a 

balanced sense of 1 and Me, which in turn precluded them from presenting this to their 

audience. I noted that both the development of possible relationships at a group level 

and of story seemed to follow the individual creations in this process. 

As I reflected later, I began to see possibilities I had not seen earlier. When the actors 

attempted to improvise and create a scene for the band rehearsal the task was daunting. 

Rather than focusing on the moment of the band rehearsal, they were focused on a 

concern for the future. Will we ever get this right? Am I going to look silly? Not only 

this, but the fear of failure outweighed any potential enjoyment there might have been in 

the task. When the task was altered, the actors were not required to adopt role. The way 

they engaged in the work shifted. Schoenmakers (1988: 142) notion of participatory 

engagement characterised this shift. With no concerns to create a character and with no 

character to hide behind (but with a significant task to accomplish) they offered 

themselves to the task and to each other. In this process they learned and accepted that 

each had strengths and weaknesses. They learned to laugh at themselves. As they 



publicly became more open and honest with themselves and with each other, so they 

began to feel some success with the task. Ths  in turn increased their enjoyment and 

further participation with each other. 

A further significant factor, which differentiated the action in the "real" rehearsal from 

that in the stagedl performed rehearsal, was the different influence of "past and future" 

evident in each. In process drama the past frames subconsciously affect the participants' 

reading of and engagement with the present frames. There is often a lack of focus on a 

firture beyond the here and now. Similarly in the initial improvisations the actors 

worked with an awareness of the past but without a conscious concern for the future. 

Concern for the firture decreased as their sense of participation in the moment increased. 

The fictional past was subconsciously affecting them and the concern for a fictional 

future was forgotten. Once the work moved from improvisation to rehearsal, t h s  

relationship between past and future was altered. 

While I was encouraging the actors to capture and keep ths  feeling in the work, the 

structure of the work precluded the characters from being open and honest with each 

other in the way the participants were able to be. The structure relied on the dauginers 

moving from a position (at this point in the work) where they are unable to be open with 

each other, to one later in the work where they might be open and honest with 

themselves. 

Although I did not realise it at the time, the demands I placed on the actors were 

unreasonable and impossible. Frustrations began to grow with this frame as we would 

achieve success in improvisation and immediately lose it in performance. I finally 

scripted this scene for the group based on the characters they had built. I tried to capture 

a sense of connection and a slight disparity between the public and private images of the 

daughters. 

Observing and analysing the difference between the action that occurred when the group 

did and did not adopt role also revealed that the quality of presence could only be 

present in my response as spectator if it was also evident in the experience of the actor 



and/or character. If the actor or character seemed at all aware of a potential future, p y  

focus as spectator was also shifted to wonder about this. If the character was existing "in 

the here and now" of the moment and if I was sufficiently engaged, then I too was able 

to stay in the moment of the work without a concern for a future or past. 

This analysis indicates several implications for the potential creation of 'tension of 

intimacy'. While not intending to devalue story as a mode of aesthetic engagement, it 

seems that if spectators (or participants) are consciously aware of a potential future 

beyond the moment being experienced, intimacy is precluded. We cannot experience 

presence (a 'quality of intimacy') if we are not totally focused on the 'here and now'. If 

spectators are primarily focused on the unfolding sequence of narrative events, there is 

always a concern with a future and thus moments of intimacy might be achieved but a 

'tension of intimacy' is unlikely if not ruled out. If a character has specific action- 

oriented goals and attention is directly focused on their achievement, 'tension of 

intimacy' is precluded. 

Rather than the development of the play or process drama being driven by story, 

attention should be focused on revealing further and further about relationships and the 

questions of the drama as the frames of action continue. The artist must work the 

medium so that attention is shifted away from story. The possibilities of achieving this 

in theatre include structuring the work in such a way: that narrative progression is less 

significant, that no story is told, using a known story, or perhaps telling the story first. 

Attempts should be made to engage the participants in such a way that they are more 

stimulated by how the story is being told or created than the nature of the story itself. 

Often in contemporary practice of process drama, narrative progression is a less 

significant structural device than it is in theatre. As well, process drama participants 

often have more control over the direction of any developing narrative. Perhaps then, 

'tension of intimacy' might be more easily achieved in process drama than in response to 

theatre whch relies on narrative progression for the production of tension. When the 

development of story is less significant andlor its creation is controlled by the 

participants, they may be aware that they control narrative development. There is no 



reason to rush forward to find out what happens next. A sense of ownership of this, 

aspect potentially offers greater possibility for participants to experience presence and 

self-responsibility . 

Presence (as a 'quality of intimacy') can only operate if the experience of the moment 

(the here and now of the work) offers individual spectators or participants a greater 

sense of emotional and intellectual stimulation than that offered by moving forward 

with the story. This may mean that 'tension of intimacy' is only likely to be experienced 

if the potential satisfaction offered by other forms of 'narrative' tension is superseded by 

the satisfaction of remaining in the moment. 

Frame Five: It's Not Easy To Be A Wife And 
Mother 
While Frame Five was never realised as a ritual, the original intention had been to 

consider the title ironically and to use a ritual of tuck-shop activity to present this fiame. 

I wanted to further explore the impact of ritual made absurd through heightened and 

distorted language and movement. I hoped to show a community of mothers who were 

unable to operate honestly in a shared and communal space. The intention was that the 

ritual action (while apparently enjoyed by the characters) would indicate the trapped 

nature of the women. Their enjoyment and acceptance of the action would draw 

attention to the issues and questions of the lives of women caught in a cycle of repeated 

action from one generation to the next. In terms of narrative progression, within the 

ritual the mothers would indicate they planned to say, "no" to the daughters. 

The inability to create the frame as a ritual had similar causes to those already 

mentioned regarding their creation in Frame Three above. At the time that the actors 

were creating this frame, I was working with the "daughters" to develop the band scene 

leaving the "mothers" alone to create the action here. There was a gap in our 

communication. I had a different understanding of the way women engage in tuck-shop 

gossip than the participants. To me, there is inherent absurdity in the ritual itself - the 

women braggng about their own children - building them up to a point which is 

unreasonable - complimenting each other on what wonderful mothers they are - and at 



the same time criticising, to an unreasonable point, the children of mothers not prqsent. 

Without familiarity of the way mothers can behave in such situations, the parbcipants 

were unable to see the inherent absurdity of the ritual and thus were unable to be playful 

and ironic with it. I failed to notice the difficulties they were experiencing early enough 

to assist them. Perhaps if I had suggested they be competitive parents attending hriday 

afternoon school sport they would have had a greater sense of awareness and thus 

connection to the ideu. 

The intention to explore the use of ritual and irony in this frame was ultimately 

abandoned and the purpose of the frame shifted. It was used to move the story forward 

slightly while adding further to the feel of this particular community context. It was also 

to act as a link confirming the earlier shift from band rehearsal to audition. It was at this 

point that some spectators became aware that the play did contain a narrative link: 

It may have been at that point that I realised there was some narrative sort of 

happening (Appendix 14:2 10-2 1 1). 

Although this awareness of narrative in the structure occurred, spectator attention was 

not shifted to narrative progression: 

I wasn't really interested in the story enough at that point to really care how they 

handled it. I was interested in the individual relationships I was seeing. The 

narrative wasn't important (Appendix 14:207-209). 

Some spectators attributed ths  to the fact that they were not "into the work" enough to 

be concerned with narrative progression: 

I'm not into it enough, not that I'm not enjoying it, but I'm not into it enough to 

make judgements about where the narrative might head (Appendix 14:2 1 1-2 12). 

Others indicated that the earlier portrayal of the mothers removed any doubts as to how 

they would respond: 

The way the mothers were established that they really didn't want the girls to be 

performing anyway, I knew that the girls wouldn't get the gig. Also the way that 

Mother Two was so patronising (Appendix 14:2 14-2 16). 



Mother Two was gushy and patronising. The other mothers followed her onto the ytage 

silently and sheeplike. They indicated a sense of acceptance but discomfort as they 

stood together, sharing (but unable to communicate in) a public space. Any sympathy 

that spectators might have had for them at this point was lost because of the strength of 

the character who made the announcement and the way she was stereotypicaliy 

portrayed. There was no sense in the frame that the role of the mother was difficult. The 

potential balance we might have created between the positions of the mothers and that 

of the daughters was also lost. The sense that we are repeating ourselves did not begin 

to emerge. 

The manner in which the frame was presented influenced the next frame of action. By 

failing to generate any sympathy or empathy or awareness of the problems of the 

mothers, spectators were more focused on the lives of the daughters. As one spectator 

commented: 

... I don't imagine all of them would have shown such a lack of support and I 

don't understand why they did. I don't even think they'd heard the kids play or 

knew what they were going to play (Appendix 14:204-206). 

Frame Six: Breaking The News 
When creating Frame Six, my original intention had been to explore the rituals mothers 

and daughters engage in together. We began by focusing on a ritual dress-fitting. The 

intention was to be playful with the idea of the ritual and distort it by having the 

inhviduals respond in an inappropriate manner within the context. The "mothers" were 

given the task of breaking the news to the daughter in the most awkward way they could 

imagine a mother might do such a thing. The "daughters" were given the task of 

responding with as much misunderstanding (or lack of understanding) as they could 

imagine. The task given to the actors limited the development of character and 

exploration of the nature of mother-daughter relationships. The task itselr encouraged 

the actors to create a stereotypical view of mothers. The narrative direction of the work 

required all mothers to say "no" and all daughters to respond badly. Ultimately this and 

the decision to focus on awkward parent-child communication resulted in the frame 



reading like a dramatisation of a fixed view of reality of how relationships work wjth 

the action illustrating rather than exploring the possibilities. 

The attempt to incorporate a ritual dress-fitting was not successful. Ultimately only one 

mother-daughter couple attempted to create the action in this way. Similar to the earlier 

action with the tea towels and the hairbrushes, the activity of the fitting did not hold the 

qualities of rhythmicity and exaggeration necessary to invoke the idea of ritual. The 

sense of absurdity in this frame emerged through contrasts between the characters, their 

attempts to communicate and their action but not through ritual. 

A concern for the way space was used was considered as we created the action for each 

couple. I wanted to capture a feeling of a stranger in somebody else's space. The 

intention was also to explore the creation of contrast through the use of space. The 

contrast should operate within each segment as well as between and amongst the 

segments. In the first segment, Daughter Four physically (but reluctantly) entered her 

mother's space. Like a spider luring its prey into its web, in the second segment Mother 

Three draws a reluctant Daughter Three into her space. The use of space shifts for the 

next segment as Daughter Five stands alone in her private space - perhaps wishing her 

mother would enter - but only a voice intrudes. Daughter One enters her mother's space 

comfortably but refuses to remain there. In the final segment, the use of space shifts 

from the private spaces of the individuals to the public space inhabited by Mother Two - 
the make-up section of a department store. Here, she can only present her public image 

and yet the daughter's intrusion demands she present a private one. 

By creating the segments in a stylised manner and by making each slightly absurd, we 

hoped that the essence of the communication of each mother-daughter couple would 

have resonance for different spectators without encouraging them to identify with the 

individuals. The aim was to encourage identification with the idea of awkward parent- 

child communication. We also hoped they would find humour in the presentation of 

these ideas. The aim was to show the familiarity of the absurd and the absurdity of the 

familiar. A spectator commented: 



I thmk there was a degree of amusement, irony maybe. It wasn't played for 

laughs but it wasn't not played for laughs. I think it sort of softened the blow a 

bit. It had a certain lightness rather than being amusing. It was amusing in some 

respects - the woman selling things in Myers - the context in which it was said ... 

(Appendix 14:272-276). 

The final segment (referred to in the quote above) was highly stylised and rhythmic and 

exaggerated the "character types" of the two individuals. The stylisation served to 

condense and simplifl the activity. Doing this increased the absurdity. Unlike the other 

rituals attempted, observation and discussion with the participants inQcalea that ail had 

a sense of the absurdity of the real situation and thus were able to be playful with the 

presentation. 

The activity of this couple in this frame was able to heighten emotional response of the 

spectator at the same time as spectators were held in the moment of the work because 

the idea and its presentation were read playfully. Knowledge of the preceding vignettes 

in this frame meant that spectators were also aware that in the segment they were about 

to witness, the daughter wanted to know and the mother would say no. This particular 

mother had also been read as extremely patronising in the previous frame. Not what 

happened, but how it happened would be of greater interest. Here, a mood of fun was 

juxtaposed upon a human communication that contained bitterness and resentment. 

There was discordance between the mood evoked by the presentation of the dramatic 

work and the apparent feelings of the characters in the situation. The manner of 

presentation encouraged spectators to laugh at and enjoy the pain of the characters. 

There was resonance and dissonance in what spectators recognised in the work and in 

their response: 

I found Mother Four's character funny and Mother Three's character funny. And 

Mother Two - it was like a strained uncomfortable funny. You realise that these 

kids have really been hurt but also there's the humour in their characterisations, 

in what they've said, and trying to make up for it as well (Appendix 14:280- 

283). 



The repetitive nature of the inane sales pitch and the daughter's attempts to interrupt the 

mother became more absurd as each refused to recognise the ritual of the other. There 

was a sense of connection and animation for the spectator but the ritual did not 

necessarily produce a sense of heightened awareness in response. While spectators 

enjoyed the humour of the moment, the ritual activity did not necessarily point to 

something beyond itself. The spectator quoted above continued to comment: 

... but I don't know if it had an effect on how I took meaning fiom it (Appendix 

14:276). 

If, in response, particular spectators recognised and became aware of questions in their 

own life (normally denied or taken for granted) at the same time as they responded with 

delight to the absurdity of th s  couple in this situation, heightened awareness may have 

characterised response. None of the spectators or participants interviewed indicated this 

had occurred in response to the fifth segment though one spectatoi referred to the 

impact of the dress-fitting scene in this way: 

It did make me think back to my own childhood. I have to say there that my own 

experience as an adolescent and growing up in the family that I did wasn't 

altogether pleasant for me and my own relationship with my mother was quite 

problematic in many ways and I've always seen that as, not that I've got a 

problem, but it's an area where I don't feel I've had the sort of experience that 

most other people have had if that makes sense. There was a bit of a resonance 

in those mums but they were actually underplaying my mother. She was almost 

an Edna Everage character. In fact a lot of Edna's stuff was her you know and 

she rather doted on her two daughters and rejected me. And I always had a sense 

of alienation right through - made it very difficult - I don't know. I had that 

reaction of - ah yes - girls must feel like that, feeling like I had an almost not 

abnormal ... but feeling that people wouldn't understand me giving an account of 

my own childhood and laughed at it. However seeing some of those things 

happening actually made me feel easier about my childhood - normal, yes that's 

right. That's just the thing that they do. It's not something that's particularly 

unusual. I've never thought that before (Appendix 14:232-245). 



Spectator comments regarding this frame also gave some indication of the way t h ~ y  

were attempting to read and engage in the work. One spectator indicated he was 

responding to the idea of the work: 

I remember the question arising as I watched it as to whether this sort of 

difficulty we were witnessing was the sort of thing that could happen now or 

whether family structures have changed so much that this is actually a product of 

its time and wondering about that but not having an answer (Appendix 14:355- 

3 5 8). 

Comments from other spectators indicated that they seemed to be trying to identify with 

individuals by finding familiarity between those individuals and people they knew in 

the real world: 

I could sort of imagine it happening I guess. It was a bit insensitive. I know 

people who would do things like that (Appendix 14:332-333). 

The mother who left the note for the girl - I couldn't relate to her at all - It wasn't 

till much later that we found out she was a politician's wife - and just because 

she was a politician's wife didn't seem to be enough of a reason to abrogate her 

responsibility to her daughter and I don't think the story gave us enough insight 

into the mothers (Appendix 14:334-337). 

If they saw familiarity in a caricature, they then rejected the caricature because they 

thought they had done an injustice to the real world human who could not be so bad. 

One spectator commented: 

The mothers were caricatures and the daughters had more dimension and I think 

there was a problem with that. I thought, ok these girls (actors) are developing 

caricatures because they don't really know what we mothers are really like or 

what our responses are or what our motivations are and although there was one 

mother up there who outwardly appeared like my mother upon reflection, when I 

got home, I'd probably done her a disservice by thinking that my mother was 

like her because she was quite uni-dimensional349-354). 



M l e  the presentation of caricatures is likely to have discouraged continued attempts to 

engage empathically or similarly, it also encouraged spectators to judge the work as 

they experienced the work: 

... I thought it was a very uncaring way of doing it but also the fact that she was 

obviously afraid. So uncaring but forgivable (Appendix 1 4 :33 8-339). 

I thought she was a bad mother. I thought if you're going to do something 

devastating you can always be there to explain yourself (Appendix 14:340-341). 

In retrospect I recognise that spectator desire to judge the characters in this way is 

inherent in the script and its presentation. The work invites such judgement. When 

spectators judge the work and censor their response as they experience the performance, 

the 'qualities of intimacy' - attentiveness, presence, personal integrity, acceptance and 

personal surrender - are all precluded. A less playful reading is indicated when 

spectators are led to read in this way. 

Spectator comments (above) also indicate that if they are encouraged to like, dislike, or 

feel sorry for a character, not only do they attempt to continue to read the character 

empathically, they are also encouraged to consciously judge the idea of the work as they 

experience it. When characters are read as "real", spectators are encouraged to identify 

empathically (or perhaps similarly or wishfully) with individual characters. Comments 

made by the spectator above (e.g. "I thought she was a bad mother") indicate that such a 

reading also encourages spectators to judge the idea of the work as they experience it. 

This reduces the possible experience of presence and acceptance. 

Although these qualities (i.e. presence and acceptance) might be experienced 

immediately in response to a visual artwork, response to drama is likely to be different. 

In the latter, there is always a sense of a future (though perhaps not a narrative future) 

because we know as spectators or participants that the drama will occupy time beyond 

this moment. At the beginning of a drama experience, spectators are unlikely to be 

totally open to the work. They must gather information and make judgements as they 

witness the work to determine how they should read it. If the usual tendency of 



spectators is to read empathically, they probably attempt this first. The presence of; the 

'qualities of intimacy' are likely to come and go as we try on different ways of reading. 

For this reason, it is unlikely that a spectator would experience them in their initial 

response to drama. This might also apply for some participants engaged in process 

drama. 

Frame Seven: Mothers Don't Care 
Immediately following the humour arising from Daughter Two's rude gesture towards 

her mother at the conclusion of Frame Six, the music and lyrics What a Wonderful 

World (Armstrong: 1960) began. The spectators responded with further amusement. 

Images of war, of childhood and of female reproductive systems were then projected 

onto the screen at the rear of the stage. The intention was to create a contrast between 

the thoughts of the characters (resonating from the previous scene and continuing here) 

and the lyrics of the song. As the song continued, we attempted to create further layers 

of discordant text through a number of other contrasts. It was intended that the images 

as a collection would evoke the background context and contrast questions of power and 

control in the broader community with those in the family. We hoped that the notion of 

"a wonderful world" would operate in contrast to some images (of war) and force 

spectators to question others (of female reproductive systems). We also wanted to create 

a contrast between the serious mood of the song and images on screen and that of 

"child's tantrum" portrayed by the daughters. Using lighting, the daughters' images were 

created as black and white silhouettes cast against colourful images projected onto them 

and onto the screen. 

Again, the purpose was to reveal further about the characters and their context without 

encouraging spectators to engage empathically, similarly or sympathetically or to focus 

on narrative development. The daughters were to be seen in similar but private spaces 

allowing spectators to recognise a sense of community of which the characters were 

unaware. This continues from the end of the previous frame where the daughters all 

respond privately but similarly to their mothers. The isolation of each character in the 

space was intended to heighten response to the loneliness of their position. 



As a spectator (of my own art), I had quite a different reaction to this frame than other 

spectators. I found the images powerfiA and moving. The defining characteristics of 

intimacy - connection, animation and heightened awareness - were all present in my 

response. The 'qualities of intimacy' were also present. For me, the tension experienced 

was a result of maklng sensetdeducing meaning from reading and responding to the 

juxtaposition of contrasting sights and sounds overlaid with a representation of the 

feelings of the characters. It was not a simple contrast of the fictional and the real but a 

more complex response to the juxtaposition of several layers of metaphoric meaning 

from within the form and the real. My feelings in response were those of dread and 

darkness that I simultaneously savoured. Significantly, I responded to an unplanned (at 

least by me) contrast which emerged as I witnessed the action. My response was to the 

juxtaposition of two well known images - the caricature of a child's tantrum portrayed 

by the actor and the horrific and well-known image of a young Vietnamese child who is 

burning alive. 

Ths  was not the case for other spectators. The presentation was read as cliched, and 

was seen as a cheap technique and had the opposite impact to what I had intended: 

I thnk they did that in Dr Strangelove in the end, a disaster movie; I'm not sure. 

It might have even been the same thing ... (Appendix 14:366-367). 

..I remember feeling, captivated by the whiz bangery and nice technical work.. . . 

I felt concerned. It may have been with the song. I hoped we wouldn't be going 

over the top in too simplistic a way, it would just become gauche, but it didn't. 

It's just images of the Vietnam war and that song - you know it's Lge of Brian 

stuff, a feeling that, yeah this has been done with shock effect in the past back in 

the sixties and seventies but to do it now and make it work you really need to be 

more subtle. It becomes a rather cheap techruque in a way. Just to overlay 

something shocking with a happy song, just to put those two together for the hell 

of it and expect an audience to be shocked out of their wits rather than .. It can 

be just embarrassing to think that some people are just doing this old thing 

(Appendix 14:373-383). 



While I had responded to the idea that emerged for me, other spectators had been 

focused on the device: 

I thought it was a diversion. I don't know. The images were fairly intense and it 

mirrored the kids' reactions. They were very angry and that but some of the 

positions that they took were a little comical and that detracted from the scene. I 

understood what they were trying to get at. They were trying to intensify the 

mood. It would have done that if the positions hadn't been so comical. It threw it 

for me. It was a good idea and the music was good and the slides intensified it 

but some of the positions I thought spoilt it (Appendix 14:389-394). 

1,suspect the difference in our responses related to at least three factors. Firstly, while I 

was focused on broader questions of power and control in the world, these had not been 

sufficiently evoked by the work for them to be present in the minds of other spectators. 

Secondly, the length of time of perception experienced by me was different from that of 

other spectators because I had helped create the work and seen it in rehearsal. The 

complexity of the layering of images required greater time to consume than was allowed 

in the presentation. The third factor that was significant was my lack of awareness that 

this song and similar images had been used in this way before. For me, the experience 

was newr. 

These three factors also point to further implications for the experience of 'tension of 

intimacy'. Without connection, animation and heightened awareness, intimacy is 

precluded. Connection does not occur unless the spectator feels a sense of connection to 

the idea evoked by the work - the dramatic premise being explored. Neither connection 

nor animation is experienced unless the perception of novelty or apparent originalily is 

evident. Further, participants engaged in process drama may be more likely (than 

spectators) to experience 'tension of intimacy' in response to a similar single frame of 

action occurring early in the work. In process drama, the length of time taken to create 

the metaphors (and thus perceive them) is longer than a similar frame might be 

experienced by a spectator. If participants are enabled to see something new in what 



they themselves unwittingly created, and this resonates back to the questions they yere 

exploring, the defining characteristics of intimacy might be present. 

Frame Eight: I Had No Choice 
In Frame Eight we wanted to highlight the experiences of the mothers and give them a 

little more depth than we had earlier but at the same time keep the work light hearted. 

The use of the song, She's leaving home (Lemon & McCartney: 1967) created a 

contrast in mood and pace to the previous frame. While there was truth in the lyncs (e.g. 

"We gave her most of our lives, sacrificed most of our lives...") there was a contrast 

between this perception of the truth and the opinions spectators might have already 

formed about these mothers (e.g. "Never a thought for ourselves.."). 

We were playing with the level of openness each character might achieve. Mother One, 

presenting fiom a private space and isolated from the other mothers, was open and 

honest and communicated directly with the audience. Mothers Two and Five displayed 

a total lack of honesty and openness as they "communicated" privately and publicly 

with each other. Mother Three moved between the two positions. Privately, she was 

open and honest while in public she was in denial. Mother Four publicly presented a 

shell - a facade of herself. The intention was that the contrast between Mother Four's 

text and the language and behaviour of the other women would draw attention to the 

questions raised in her communication. I hoped spectators would sense there was more 

to these women than met the eye. I also wanted the spectators to experience a vague 

feeling of isolation and hollowness as they responded to the characters. One spectator's 

comments suggest this might have occurred: 

Obviously there's something more to Mother Four's character. I thought that 

especially when she was standing there when they were really upset about 

knocking back the kids and she stood there going, thanks come again and ali 

that. I realised then that she was really complex and I thought, oh wow! 

(Appendix 14:298-301). 

Another purpose here was to further explore the use of monologue to reveal aspects of 

the mothers we had not shown previously. At first, the monologues were long, repetitive 



and boring. Fragmenting the monologues, while allowing us to explore connection, and 

lack of connection further, was still unsuccessful because insufficient contrast was 

created. There was a lack of tension in the frame. The frame needed to be recreated. 

In the recreation of this frame, I still want the mothers to be read as an essence of a 

character type rather than as "natural individuals". I would like to begin with (and 

encourage) perceptions spectators already have of the mothers as insensitive and 

uncaring, and gradually cast doubts about this as the frame continues. The frame needs 

to remain light hearted and produce a contrast through the depth of the mothers' pain 

and weariness and the mood of portrayal. Spectators should laugh at the women while 

recognising there is more to them than meets the eye. The music itself offers the 

position of "where did I go wrong?" so does not need to be re-spoken. I hope the 

recognition of the original lyncs and the rewritten version will produce a further 

contrast. I still want to play with their openness and/or lack of openness. Rather than do 

thls through monologues I intend to use the lyrics and the manner in which the song is 

presented to do so. The feelings of isolation should be reflected in "I" statements 

contained in the lyncs and the use of solo voice, which move to "we/us" statements and 

"group voice" as the frame and the song progresses2. 

Frame Nine: Time For Revenge 
As the music (and mood) of the preceding frame faded out, Mrs Brown You've Got A 

Lovely Daughter (Peacock: 1965) immediately began. The daughters rapidly entered the 

stage, each displaying the physicality of a two-year-old child's tantrum. The intention 

was to create a contrast between the mood of the previous song and this one. We were 

also hoping to offer a contrast between the notion of a lovely daughter (depicted in the 

song) and the image of "brat" presented by the actors as they entered the stage: 

... That was one of the funniest things because Daughter Three came out ... I 

thought the scene was so funny. The music for starters - you've got a lovely 

daughter and then these shits come out and that's what I thought was funny - the 

interaction with the music ... (Appendix 14:4 12-4 15). 

2 The recreated (but unperformed) Frame 8 (intended to address these concerns) appears as Appendix 12 
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... It was a nice piece of theatre. It had the right degree of irony and almost 

tongue in cheek style of the song. The song was very important there because it 

told us, it was reassuring us to some extent, by pointing up the irony it allowed 

us to laugh at what they were saying, at the cartoon rage which adolescents have 

and everyone recognises and I think they carried it off quite well ... (Appendix 

14:401-405). 

The age of the actors in reality, presenting the emotional response and physicality of 

two-year-olds, heightened the perception of contrast for spectators. This was further 

affected by some spectators' personal knowledge of many of the actors. There was 

amusement in response to the perception of someone (and someone we know) 

presenting publicly what normally remains hidden: 

Because I was good fnends with them I think I appreciated what they were 

doing a lot more too (Appendix 14:4 1 5-4 16). 

There may have also been further amusement arising from spectators and performers 

apparently sharing a private joke - the actors (read as portraying their mothers) might 

then also be read as portraying the tantrums they imagined their own mothers had as 

younger women. For the peers of the actors there was potential for further amusement if 

the spectators were aware that they or the actors had ever secretly behaved like this in 

reality: 

They all had their tantrum and it was again the same feeling that the whole thing 

kept evoking in me, a sort of gentle recognition, a gentle feeling of. ... that yes 

kids do thls sort of thing. Kids do think the world has come to an end when this 

sort of thing has happened and not only do they feel and think that but also here 

we have some young people who can identi@ that and laugh at it and hold ~t off 

as a piece of behaviour that they've probably engaged in themselves in front of 

their parents - in the theatre and just acknowledge that with an intelligent 

humour. That was all happening at once and that was a lovely sequence 

(Appendix 14:405-411). 



As well as using the more obvious contrasts of the lyrics of the song and the behaviour 

of the daughters, and the age of the actors and the portrayal of the character, we aimed 

for a W h e r  contrast through the use of space. While the daughters all presented in their 

private spaces, apparently unaware of each other, an unacknowledged connection 

existed through the similarity of their simplistic responses. 

Another sense of connection of the daughters here was their shared sense of 

powerlessness. Rather than taking constructive action, all resort to tantrum, to venting 

their anger. The use of the idea of practical joke (normally approached with good 

humour) was intended to heighten spectator perception of thls sense of powerlessness 

while remaining amusing. 

In response many (though not all) of the defining characteristics and 'qualities of 

intimacy' were present. A sense of connection emerged for spectators because they 

connected to the idea being explored in the presentation at this point. Animation was 

encouraged because spectators responded spontaneously to the idea of the presentation 

and to the individual suggestions of the daughters. Unlike an earlier scene which had 

been read as cliched this was not the perception of spectators to this frame. Spectators 

responded to the apparent novelty of the presentation. Factors, which appear significant 

in enhancing the sense of connection and animation, include: 

The presentation of the characters precluded a naturalistic reading. 

There was sufficient verisimilitude (albeit distorted) in the presentation of the 

characters. 

0 Spectators responded to the juxtaposition of the real and the stage action. 

Spectators responded to the ironic contrast of the lyrics and the behaviour. 

The presentation encouraged experience of spontaneous amusement. 

The manner of presentation was received as novel. 

The rhythm of the acting paralleled the rhythm of the song and was itself engaging. 

Spectator willingness to suspend disbelief and remain in the momerii of the work was 

encouraged because the frame Qd not point to something beyond itself The behaviour 

could not be read as real. Spectators did not read the daughters' statements as plans to do 



anythng. There was no sense that the frame led anywhere. Instead, spectators 

responded to the idea of cartoon rage presented. This also contributed to a playful 

reading of the work. The ability of the work to encourage a playful reading appears to 

be influenced by spectators responding to the use of the device in its context rather than 

the device itself. A further factor, which appears significant here, is that although 

complex layers of text were operating, the spectators were unaware of ths. 

Another significant factor influencing the presence of the defining characteristics and 

'qualities of intimacy' was the sense of amusement experienced in response. Free choice, 

acceptance, personal surrender and presence were further encouraged because the work 

was capable of amusing spectators and they simultaneously enjoyed their own sense of 

amusement as they experienced it. 

When a dramatic moment holds us sufficiently, we are encouraged to enjoy the moment 

for what it is. When the idea of the irony is accepted as we experience it, there is no 

desire for this moment to be anything else. The perception of dramatic integrity 

achieved in the work at this stage is also likely to have contributed to spectators' 

experience of the 'qualities of intimacy'. The playful presentation coupled with precise 

timing (achieved using the music) also contributed to the perception of dramatic 

integrity and to the ability of the moment to engage spectators sufficiently. 

The continuing perception of dramatic integrity seems to contribute to a spectator's 

ability to experience self-responsibility. When we accept what we feel as we feel it, we 

are further encouraged to take responsibility for our own actions and responses. We 

become less consciously reliant on someone or something else to make us feel a 

particular way. As this happens our sense of trust in the performance is also increased 

and taken back into the work. 

To experience participation and systemic detachment, the spectators must be aware of 

other parts of a system of whch they are a member. Here, they might be said to be a 

member of at least two systems. All are members of the audience and all are members 

of the parent-child community that the performance addresses. The success of the ironic 



presentation strengthened membership of the first system (our willingness to suspend 

disbelief) and encouraged recogrution of the second system (parent-child relationships). 

The use of the irony and the encouragement of a 'distanced' reading encouraged 

spectators to accept their membershp of both systems while also encouragmg them to 

separate fiom those systems sufficiently to view them fkom the outside. 

This frame also had the potential to encourage personal integrity in spectators' 

experience. If, in relationship with someone or something else (in this case the 

performance), we perceive that the performers are able to send themselves up, we are 

encouraged to be more open in response. The apparently open behaviour of the 

performers gives the spectators permission to reduce their own censorship. There may 

also be a sense of recognition and further connection evident here. This might relate to 

spectators being encouraged to see that they are not alone in having acted badly in the 

past. Further possibilities regarding the experience of personal integrity might relate to 

spectators wishing they had thought of those ideas or knowing they would never do 

anything that bad! 

Although the ironic presentation and the distanced reading may have encouraged other 

'qualities of intimacy', the frame was probably insufficient to encourage risk-taking. To 

experience this, spectators would need to let go of preconceptions. They may have been 

encouraged to let go of preconceptions regarding presumptions of dramatic integrity but 

it is unlikely that the idea being presented at this stage sufficiently chalienged 

preconceptions regarding parenting or parent-child relationships to have encouraged 

risk-taking in response. For this same reason, the presence of heightened awareness is 

less likely to have been significant in spectator response. According to Malone and 

Malone (1987:52) heightened awareness (they use the term creativity) is experienced 

when focus on the object recedes and focus on experience of the object ascends. 

Following this claim, the experience of heightened awareness would require a reduction 

of conscious focus on the object (in this case - a group of actors portraying teenage 

characters portraying a tantrum coupled with the lyrics of the song). Instead, spectators 

would focus on the experience (their own feelings and thoughts arising as a result of the 



experience). It is unlikely that this frame had sufficient significance to spectators t? 

encourage such a response. 

Frame Ten: Mothers' Memories 
My original intention with this frame had been to use form to hint at the way parent- 

child relationships are repeated in the next generation. Here, the mothers would engage 

in a stylised tantrum just as the daughters had done in the preceding frame. The actors 

were not comfortable with this idea and decided instead to focus on revealing that the 

mothers (like the daughters) once had dreams. We wanted to show the commonality of 

the mothers and daughters, which they themselves failed to recognise. One spectator 

responded to thls: 

It was quite a sad scene. You could see that they were very much like their 

daughters and they had these great dreams of success and all that but their 

mothers as well suppressed them. Basically they lost their zest. They were just 

doing to their kids what they had done to them. I thought it was very well done. I 

liked that scene but I thought it was sad (Appendix 14:43 1-434). 

Few other spectators could recall this frame when interviewed later: 

No memory. Not really. I think I vaguely remember the Nutcracker Suite 

(Appendix 14:427). 

No memory of the scene at all (Appendix 14:430). 

I was not happy with the way this frame was realised. There was a lack of contrast and 

therefore a lack of tension. The scene was laboured and failed to add any complexity to 

the infomation spectators already had. It was didactic and cliched and failed to evoke 

further questions in the mind of the spectator: 

I understood what the mothers were trying to do but I don't think it had a good 

impact (Appendix 14:428-429). 

Similar to Frame Eight, this frame needs to be recreated, to allow spectators to read 

further depth into the women as individuals without their revelations appearing didactic. 

At the same time, it needs to subtly show the commonality of all, which they fail to 

recognise. Spectators need to perceive the feeling of isolation and loss each character 

feels but is unable to acknowledge. The mood of the frame should contrast the mood of 



the previous frame. I would also like the recreated frame to resonate back to the 

daughters' action in Frame Two~Three - "Sitting in My Bedroom" while avoiding the 

problem with this earlier frame (the similarity of each segment). In recreating the frame 

it is also necessary to think about the way the mood of this will shift to the "Stoned" 

scene which is to follow. I would like to produce another potential contrast or resonance 

between the daughters' use of drugs in the following frame and the mothers' use of 

drugs for escape in this fiame3. 

Frame Eleven: Planning Revengei Stoned. 
In the blackout, Bob Dylan's (1966) Rainy Day Women No. 12 & 35 began (and 

continued) to play. Lights came up on the five daughters sharing a joint together in a 

shared space. All were stoned. Psychedelic images of the 1960s were projected over the 

action. The music was intended to act as a contrast to the previous frame as well as 

highlighting the action here. The frame was intended to act as a narrative link without 

significantly drawing spectator attention towards narrative progression. The intention 

was to produce a distanced readng, engaging spectators with the idea of the characters 

and the idea of the action. 

A further intention with this frame related to exploration of the use of space. We wanted 

to continue the private jokes of revenge offered in Frame Nine. There, the daughters 

operated privately in isolated spaces. Here, the intention was to explore shared action in 

a shared space. Without consciously being aware of the impact of the use of space, 

some spectators appear to have responded to this feeling of a shared space4. 

We experimented with the removal of characters' inhibitions in each other's presence by 

having them appear "stoned". The intention was that this might allow them to operate 

more openly and honestly with each other. Reaction of spectators to the characters 

appearing stoned was mixed. Older spectators were more accepting of this than the 

peers of the actors were. Spectator comments included: 

The recreated (but unperformed) Frame Ten (intended to address these concerns) appears as Appendix 
Thirteen. 
4 e.g. see Appendix 14:471-472 
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... I think it was poignant. They were gggling a lot. In essence I suppose it pas 

funny... (AppenQx 14:436-437). 

I enjoyed this because I guess I could relate to it ... (Appendix 14:439). 

... It was very funny, very funny, very funny ... (Appendix 14:45 1). 

I think it could have been done without it. I don't think it was needed. I have 

nothing against it at all but I just thought well it wasn't as funny as when they 

were getting the shits with their parents ... but I thought it could have been done 

straight. I don't think being stoned added anyhng to it. Some of the thtngs were 

funny. Like when they were going off But I don't think it added anything to the 

play (Appendix 14:465-469). 

Further contrasts were created in the scene through the juxtaposition of the real and the 

dramatic in spectator perception of the work. This was more noticeable in those who 

accepted the action and responded with amusement. Response to the juxtaposition of the 

real and the dramatic occurred for different spectators in Qfferent ways. Some made 

associations between the action of the characters and their own life experiences and so, 

were able to identify with the truth of the action, to laugh at their own past behaviour. 

Others responded with amusement to the behaviour of the actors (as well as characters) 

as they presented to this particular audience and context. Here, as one spectator 

describes, a far more complex response was occurring: 

I guess what happened for me there was an awareness of, again going to the 

level of the real, that these young people, these actors, these students were very 

mature and had an intelligent attitude to this behaviour. Not only do they seem 

to understand what drugs are and all of that, and no doubt on occasion probabiy 

have used them with moderation, but are able to talk quite intelligently about 

extreme reactions to the use of cannabis on the part of both user and their 

shocked parents. And I use the word intelligently because they were able to look 

at all those things in the objective context that I think I can and ... feeling that 

they were able to laugh at something that would have frightened some people. 



They were intelligent enough to go into it quite strongly and look at it hard,and 

obviously they knew enough about it to be quite authentic in the way they were 

behaving. It had a certain voice of authority about it. It was very funny. Very 

funny. Very funny (Appendix 14:44 1-45 1 ). 

The continued comments of this spectator indicate that the juxtaposition of various 

layers of text created the specific response experienced: 

. .. at one level it was because we had these young people who were free to be 

able to communicate to this audience in a university setting and firstly say this is 

what it's like to be stoned and we've experienced that and we don't care and it's 

funny and doing that through the medium of theatre; it's kind of cheating but 

they're also telling us that parents tend to react in this kind of way to this 

behaviour and third level - it's not just that you react to us (the audience as being 

some of their parents) in fact this was how you were treated and in fact we're far 

more objective than you ever were. It doesn't bother us at all. We think you're 

funny. That was thumbing their nose at their parents and that was very much 

how I responded (Appendix 14:45 1-459). 

These comments indicate that the medium of theatre was read as offering an excuse for 

the actors to be sufficiently open with themselves and the audience to ridicule their own 

behaviour as adolescents and that of their parents - the spectators. While the characters' 

lack of self-control might position them as inferior to the spectator, the actor's control 

reverses this in the perception of the spectator. Tension was created through a further 

contrast between the actor's control and that of the character. 

In response to the juxtapositions offered in this frame, many spectators laughed. 

Drawing on Koestler (1975:45), it appears the laughter occurred as the matrices of 

perception collided. Later, as the spectator (quoted above) contemplated and articuiatea 

the nature of his response, the matrices of perception began to fuse and intellectual 

synthesis was indicated: 

Not conscious of that when all that arises in the one message, you laugh. It's the 

laughter of insight. You see all these ... and there's a trick. That's why I always 



think humour is a hghly intellectual thing because it's a whole lot of messages 

arising at once which don't actually get deciphered and analysed. They just hit 

the ghetto and make sense. In a way you can't possibly deal with it and your 

response is to laugh. It's the laugh of insight (Appendix 14:459-460). 

While the ma.trices of perception may have collided or fused in the experience of some 

spectators, they did not appear to meet in confrontation. For this to occur there would 

need to be more of an unexpected juxtaposition of elements (internal and external to the 

work) than was offered here. This probably relates to the failure of the work (including 

ths  frame) to evoke a contrast between questions of power and control in the private 

lives of the characters and those in the background political context. I had hoped to 

achieve a subtle recognition of this in this frame. I had also hoped that the choice of 

language and physical action as well as the music and images projected over the scene 

would highlight the fictional time and through ths  create further opportunities for 

contrast to become evident. The fictional time holds its own inherent contrasts regarding 

power, control and freedom. The 1960s are often associated with a time of personal 

freedom, yet the political events of the 1960s highlight human desire to exert power and 

control over the physical and human worlds. While the daughters' actions together are 

apparently "free", their dialogue is inherently violent and expresses a desire to exert 

power over others. Being stoned, the characters lack physical power and control over 

themselves at this point. While one spectator may have been vaguely conscious of this 

aspect, it was perhaps read as an incongruity or a lack of truth in the fictional action 

rather than anythng else: 

... I remember it was a bit antagonistic and I wondered where the joint came from 

(Appendix 14:458). 

When the work had this impact, the possibility of experiencing intimacy in response 

was reduced. As soon as we doubt the work, we are unable to experience self- 

responsibility. 

Although not planned as a ritualised scene, this frame did contain ritual elements. The 

music, the economy of language and the stereotypical and heightened portrayal of the 

daughters' behaviour offered the necessary condensation, exaggeration and rhythmicity. 



Those who responded to the juxtaposition of the real, the fictional and the dramatip also 

experienced this as an event-that-represents the lived-in world (see Handelman 

1990:49). For these spectators, the event was read as playfully portrayed and in turn, 

they responded playfully. 

The power of inversion inherent in the work related to the behaviour we are normally 

willing to publicly display and what was displayed here, and the reading of the actors as 

simultaneously presenting (and ridiculing) themselves and the spectators. Similar to my 

suggestion that the matrices of perception failed to meet in confiontation, the inversions 

were insufficient to break their connection to the phenomena they inverted. Had 

heightened awareness characterised spectator response, the object would have receded 

while the experience of it ascended. Although none of the spectators interviewed 

indicated this was so, it is possible that this occurred for some. 

Individual responses indicated that the work had variously encouraged spectator 

experience of the 'qualities of intimacy'. Some may have experienced all of these. The 

potential to experience risk-taking and heightened awareness are linked, and may have 

been experienced if spectators were encouraged to see themselves and their relationship 

with their child or parent in a new light. In general, the action in this frame was 

probably too short and simplistic to encourage risk-taking and heightened awareness. It 

may be that this frame read in conjunction with others would have further potential to 

create such a response. 

The different responses of spectators to this frame of action indicate the likelihood ot' 

the defining characteristics of intimacy being experienced varies from one spectator to 

another. Those who spoke about their enjoyment of this frame indicated they were 

connecting to the idea of the work as they made associations between this and some 

aspect of the real world. Similar to an earlier frame it seems that the experience of 

connection must occur before animation can occur. It is hard to tell at this point whether 

the experience of connection encourages the further experience of the 'qualities of 

intimacy' or whether the experience of these enhances the possibility of connection 

occurring. 



Analysis of the different qualities of the experiences of characters and participants is 

also worth noting here. In the earlier band rehearsal frame, the daughters as characters 

operated together in a shared space. Here, they returned to that space and again worked 

in communication with each other. Where the earlier frame had been very difficult for 

the participants, t h s  one was approached with ease. One participant stated: 

... we got really carried away with that as both the characters and as the actors, 

like really enjoying it and I think sometimes the importance of the scene was 

lost (Appendix 14:873-875). 

The participants enjoyed the creation of the frame and felt confident to maintain the oral 

text but continue to improvise the action throughout. Several factors seem to have 

influenced this. Compared to the earlier frame, here they were much more comfortable 

with their characters and the relationships they had developed between them. They were 

also much more comfortable with each other (as participants) and were willing to be 

more open and honest in the way they improvised together. A sense of trust in the work, 

in me, and in each other had developed. Engagement in the creation of the frame 

deepened this trust. As well, the structure and action of the frame contributed to the 

nature of their engagement as participants. Not only did they enjoy presenting 

themselves as intoxicated (just as they had earlier enjoyed presenting themselves in 

tantrum mode); this also provided an excuse to offer themselves in the moment. Similar 

to the tantrum scene, the action allowed the actors to present publicly what is normally 

hidden in the public domain. The choice to set the play in 1969 allowed them to present 

characters who might be interpreted as their parents rather than themselves. This 

increased their ability to be playful and reduced the possibilities of self-censorship. 

The fictional action of being intoxicated also granted the actors permission to make 

mistakes and look silly as they devised the scene. The mutual acceptance and enjoyment 

of each other's antics then encouraged them to be more and more open and honest with 

themselves and each other and more risk-taking in their behaviour as actors as they 

developed the frame and moved the work to the stage. 



As self-consciousness decreased during the devising and rehearsal process, the actors 

became more risque in the way they presented the characters. While there was no sense 

of competition between the actors, each time they worked the scene they attempted to 

outdo their earlier action in terms of how open and bizarre their character might behave. 

Their commitment to the roles and the constraints of character precluded ths  from 

becoming competitive between the actors and encouraged their continued enjoyment of 

the action. This continued enjoyment and commitment helped to further maintain their 

focus on the here and now. 

In the rehearsal process and in their performance as actors (not characters) many of the 

'qualities of intimacy' seem to have been experienced during ths  frame. As the work 

moved to performance their ability to respond in the way they did coupled with minimal 

dialogue and the rhythm provided by the music encouraged their continued experience 

of these as participants. The actors connected to the idea of the work and the idea of the 

presentation and to each other. Their engagement in the work produced a sense of 

animation for them. 

The apparent emotional experience of the characters in the fictional situation was not 

the same as that of the spectator or of the participant. Within the fiction, there is contrast 

between the characters' purposes and desires and their achievement. All want to 

experience a sense of freedom, and are focused on how they might get back at their 

mothers rather than on how they might achieve the freedom they desire. While the 

manner of presentation of the action to the spectator reduces focus on a possible future, 

all characters are focused in this way. 

The act of being "stoned" also had a different impact on the characters' apparent 

experience in the fiction compared to that experienced by the participant. While 

pretending to be stoned offered the actors the excuse to behave in a way that 

incorporated many of the 'qualities of intimacy', the characters' apparent intoxication 

seemed to preclude some of these. The fictional group situation provided an opportunity 

for the characters to behave in a way precluded by the larger system (society), but 

placed its own demands of conformity on the characters within the immediate situation. 



A sub-system of those people mutually sharing a joint was formed. The range of 

responses which would be acceptable to members of the sub-system was narrowed. 

Members of the group were only free to behave in a way that conformed to the 

unwritten rules of the sub-system. The situation reduced the possibility of individual 

characters experiencing personal integrity (the freedom to be themselves in the moment) 

and systemic detachment (their ability to remain openly aware of the system of which 

they were a part). While the participants may have experienced intimacy as they worked 

together to create and present the action, it is more likely that the characters in such a 

situation experienced closeness. 

Another related difference between apparent character experience and the experience of 

the participant and spectator in this frame relates to the ritualised activity of being 

stoned. For the participant and spectator the ritualising holds a degree of irony and 

might be interpreted as an event-that-represents the lived-in world. For the character, 

there is no double recognition and no sense of irony. The characters do not experience a 

contrast between reality and its presentation. For the character, the ritual takes the form 

of an event-that-models. 

The differences between character response and participant response indicate a degree 

of distance in the way participants engaged. It is unlikely that the participants identified 

similarly or wishfully. Had they done so they would have been unlikely to experience 

the systemic detachment and playful engagement they appeared to enjoy. This distance 

seems to have been created by them engaging playfully with the idea of the action as 

they empathically identified with the characters they portrayed. 

Frame Twelve: Daughters Don't Listen 
In Frame Twelve, the lights came up on each of the daughters in her private space. All 

except one were still intoxicated in some way. Each was preparing for the 

demonstration e.g. making daisy chains or painting protest banners. The music and 

lyrics, For what it's worth (Stills: 1969) played. After the first verse, the music 

continued under as one by one the mothers entered and approached the daughters. 



The music had several purposes. It was intended to provide a contrast in mood to tbe 

previous frame as well as to hghlight the disjunction between the mother and daughter 

here. It was also intended to offer spectators information regarding the characters' future 

action without the characters doing this directly. One spectator commented that he was 

vaguely aware that something was afoot: 

What I recall now is a feeling of there's something afoot but I've got more work 

to do (Appendix 14:493-494). 

... In hindsight you look back and see, oh yeah, that's what they were doing 

(Appendix 14526). 

In general, the combination of lyrics and action was probably too subtle to allow 

spectators to become aware that the daughters' planned to take action of any kind: 

... there was no sense they were scheming. I didn't really think anything was 

about to happen or anythmg like that. It was all just part of it ... (Appendix 

14:48 1-483). 

... I didn't realise straight away. After I'd seen it of course I realised what they 

were up to earlier but the first time I saw it I didn't relate the earlier scene where 

she said I've got an idea to anything.. I just thought it was the aftermath ... 

(Appendix 14523-525). 

The intentions regarding character action were to continue the similar feelings of 

resentment experienced by all the daughters and those of distress and lack of control 

experienced by all the mothers. The original intention was to show the mothers' need to 

communicate and explain themselves and the daughters' refusal to do so. We wanted the 

spectators to be aware of the similarity of the emotional responses while the characters 

(particularly the mothers) were forced to operate in isolation. The music and the lyncs 

were intended to further highlight the sense of isolation experienced by the mothers and 

shift spectator sympathy and attention towards their needs: 

... I saw the mothers as trying to make amends. ... I had sympathy for some of the 

mothers and none of the girls ...( Appendix 14:525-528). 



... I had more work to do because I had to carry a number of different reactions - 
the parents and also the fact that the parents' reactions were of some significance 

and there was a question of power and all that sort of thing coming up ... 

(Appendix 14:495-497). 

In earlier frames, we had experimented with the use of space to create the characters' 

sense of isolation or community as they operated in private or public spaces. In those 

fiames, the focus had been on the daughters as a group or the mothers as a group. Here 

we wanted to explore the notion of isolation or community created when the mother 

attempts to enter the daughter's space. We wanted the daughters to appear comfortable 

and at ease in the space and show the mothers' sense of discomfort and awkwardness. 

This may have contributed to the feelings of sympathy for some of the mothers 

expressed by the spectator quoted above. Another spectator commented that he found 

the use of space vaguely uncomfortable here: 

There was some sort of problem for me with the convention of location ... there. 

Where is it? For the other one it didn't matter where it was happening because it 

was ... sort of just somewhere they could be together and not be observed .. . but 

the bedroom ... it was quite relevant that they were.. Yeah I remember being a 

little concerned about that.. too vague. Some sort of thing of the location ... 

(Appendix 14:489-493). 

... It certainly wasn't the lovely open relaxed statement we had in the sequence 

before that (Appendix 14:494-495). 

Although I had intended to produce a feeling of discomfort in the communication of the 

mother-daughter couples, thls spectator did not accept it as intentional which 

discouraged his continued engagement with the dramatic work, and caused him to 

wonder whether we had lost the dramatic integrity demonstrated earlier: 

... and a slight anxiety that is the story line going to come through and I hope it 

isn't going to get resolved in too stereotypical a way (Appendix 14:497-498). 



From my own point of view, the full intentions of th s  frame failed to be met because of 

the way the relationships were presented. Four of the "mothers" ended their attempt to 

communicate with their daughter by adopting the position that it was impossible to 

attempt to communicate under the circumstances. This diminished the experience of 

pain and isolation the mothers might have demonstrated here. The action needed to be 

driven by sub-text rather than surface text. All except one mother lacked sufficient 

subtlety in their verbal response to the daughter to allow the spectator to feel they were 

making meaning themselves as they responded to the action. This lack of subtiety may 

have also contributed to the feelings of discomfort experienced by the spectator quoted 

earlier. 

Two of the actors (Mother-Daughter Three) approached the action differently. 

Interestingly this was the only daughter who did not present as still intoxicated. Both 

characters openly presented their pain while refusing to see the pain of the other. By 

presenting as they did, the actors offered the audience a greater awareness of the 

relationship and its possibilities than was available to the characters in the moment. 

Some of the problems mentioned regarding this frame could be overcome if the 

fragments of action were more tightly scripted and directed. For the action to progress 

in such a way that the characters are able to form the necessary sense of connection in a 

later fiame, here they need to experience a dilemma between their need to be honest and 

connect with the other and their need to exert their own individuality. 

Frame Thirteen: Protest 
Frame Fourteen: Public Knowledge 
In Frame Thirteen, I wanted to create the essence of the dance using light, sound, 

movement and imagery. In terms of narrative progression, the daughters take protest 

action during the dance. The form of this protest is not fully revealed to the spectators 

until Frame Fourteen. Two frames were used to separate the focus. In the first, focus 

would be placed on the mothers and their reactions while the action of the daughters 

would be revealed in the second. 



Withn the context of the dance, two communal public spaces were used. The daughters 

(the wallflowers) operated as a sullen and defiant group in silhouette at the rear of the 

stage. The mothers were partially and colourfully lit as they danced and socialised in the 

front stage area. The intention was to create an image of the movement of the dance in 

the foreground by lighting the swirling skirts of the mothers and capturing glimpses of 

their faces and hands as they moved through the light. 

I wanted to position the groups in th s  way to create the feeling that the dance was the 

mothers' event. I hoped this would also highlight spectator perception of the alienation 

experienced by the daughters. A further intention relating to the use of light was to 

create images of the mothers as slightly disembodied - as moving fragments of 

themselves. The use of the Gypsy Tap, played on an organ, was intended to reinforce 

this feeling and create a contrast between the quality and style of music used in the 

earlier frames. Similar to the daughters in the background, the mothers operated as a 

group in the foreground of the shared public space. 

At the end of Frame Thirteen, the mothers are captured together in a pool of light. The 

intention was to offer a moment (not previously offered) when the mothers connect 

through a shared awareness, fear and concern. I wanted this to be a significant moment 

in the frame with the spectators responding directly to the characters as individuals and 

as a group. Rather than allow spectators to respond directly to the daughters (as they did 

with the mothers) the daughters were absent in the presentation of the protest action in 

Frame Fourteen. Instead, images of the daughters were projected onto the screen at the 

rear of the stage. The use of a news announcement simultaneously explained the event 

and offered community critique. 

Although Frame Thirteen appeared visually interesting (as a painting might), it was not 

entirely successful. The fiame attempted to do too much in too short a space of time and 

lacked an appropriate focus. The events of Frame Thirteen emerged as abstract and 

chaotic and did not allow or encourage spectators to focus on the feelings of the mothers 

or their sense of alienation or connection sufficiently. Part of the problem here relates to 

a suggestion I made earlier regarding the naming of frames. Frame Thirteen, although 



attempting to focus on the mothers, names the action of the daughters. As a group, ,the 

name led us to focus on creating a protest rather than on the presentation of the mothers' 

ultimate fears being realised in the public domain. 

A further problem with this frame reveals the need to re-work the earlier frame (Frame 

Twelve) when the mothers approach the daughters in their bedrooms. For spectators to 

understand and accept the truth of the mothers' reactions at this point, they need to 

understand and accept the mothers' need to hide their personal lives in the public 

domain. Re-working the earlier frame and redirecting Frame Thirteen have the poterniai 

to focus attention more appropriately on the contrast between connection and isolation 

experienced by the mothers. Doing this is likely to offer greater opportunity for the 

spectators to experience connection in their response. 

Frame Fifteen: Girls In Jail 
Frame Seventeen: We've Got To Get Out Of This 
Place 
In the same way that analysis of Frames Thirteen and Fourteen were combined, the 

action of the daughters moving from Frame Fifteen to Seventeen, and the action of the 

mothers moving from Frame Sixteen to Eighteen are important and will be considered 

together. 

The intention in Frames Fifteen and Seventeen was to explore the use of visual imagery, 

music and song titles to convey the meaning. We wanted to present an image of the 

daughters in jail. Some spectators read this literally, others read it metaphorically: 

... I realised they'd been arrested.. . (Appendix 14540). 

I found the jail scene - I really enjoyed that ... (Appendix 14550). 

Were they in jail? Did we see them in jail? They wouldn't have been put in the 

same cell.. . (Appendix 14542-543). 

I'm not sure that I realised they were in jail ... (Appendix 14555). 



I thought they were talking about society generally. I thought they were talking 

about getting out of town.. . (Appendix 14545-548). 

I saw that more as a lighting effect that was taking us more into their internal 

state (Appendix 14:555-556). 

In Frame Fifteen each of the daughters stood in a spot of down light dressed in only a 

grey woollen blanket. The oral text was created using song titles of the era. As well as 

resonating to the fictional time and to the use of music in the earlier frames, the 

presentation of these titles was intended to progress from feelings of anger and rebellion 

to loss and ultimately to fear. In this frame, we hoped to create the feeling of the 

daughters in isolation in a communal space. This appeared successful. One spectator 

commented: 

... the symbolism of their nakedness wrapped in the blankets and the way the 

lighting built upon that image - it kind of isolated them ... (Appendix 14552- 

553). 

We wanted the spectators to become aware of and respond to the characters as a group 

through recognition of their shared feelings. At the same time, the characters lacked 

awareness (available to the audience) of the connection between them. Spectaior 

perception of them as a group seemed successful: 

... I don't recall any particular focus beyond seeing them as a group.. . (Appendix 

14549). 

The use of the song titles was also intended to evoke the emotions of the characters 

without resorting to naturalism or returning to the further displays of caricature and 

angst presented earlier. We wanted spectators to be moved by the plight of the 

daughters as they responded to the form. 

... I found the whole visual - the symbolism of them wrapped in blankets 

although you knew that realistically they wouldn't have been left naked with just 

a blanket wrapped around them ... the use of lighting - the blankets, the 

costuming, the music.. (Appendix 14:550-554). 



The same space was evoked in Frame Seventeen. In the later frame, the daughters were 

no longer standing. They each sat huddled in a grey blanket. While their oral text was 

offered as individual lines in Frame Fifteen, in Frame Seventeen the intention was to 

heighten the sense of group as they sang in unison. The choice of song - We gotta get 

out of this place (The Animals: 1966) was intended to be read literally and 

metaphorically: 

..I saw the song as we've got to get out of this place, we've got to grow up 

(Appendix 14556-557). 

We wanted to reveal a sense of connection between the daughters through their shared 

realisation of the implication of their actions. By presenting the feelings of desolation 

and isolation experienced by all the daughters in a stylised manner, we hoped to create 

audience sympathy and understanding in response to their plight, where the spectators 

connected with the idea of the characters' feelings rather than responding directly to 

individuals: 

I think they regretted what they did. They were sobering up and thinking oh my 

god what have we done. This is going to live with us for the rest of our lives. 

That was what I thought was going through their minds. I thought it was ... the 

only way I could describe it was to say it was very powerful. It made me feel 

sony for their predicament. It had a very sobering effect. The way they were 

singing. They were very sedate. And the lighting was really, really good. Like - 
oh wow. I really connected ... (Appendix 1439-564). 

A further contrast, which may have strengthened spectator response to these frames, 

related to the difference between the light-hearted humour of the earlier frames and the 

hollow sadness of the characters' responses here. 

Although interview responses do not necessarily reveal this, many of the spectators who 

attended the performance commented to the actors and to me at other times that they 

found this frame very powerful. For some, the tension experienced would have been 

'tension of intimacy'. The quality of the song, the choice of song and the staging all 



worked together to offer spectators experience of connection and animation. The style 

(and integnty) of presentation allowed spectators to connect with the idea of the work 

and encouraged them to take responsibility for the meaning they made in response. 

Free choice, personal integrity and attentiveness were all encouraged because spectators 

were sufficiently engaged by their own emotional response to the moment as it was 

occurring to want to stay in the moment and accept what they experienced as they 

experienced it. The frame(s) did not evoke a sense of the fbture in terms of narrative 

action. In addition, spectators responded to the idea emerging for them rather than 

reading the strategy as a trick or focusing on the strategy itself. Here, action and 

awareness seemed to merge into a single focus. 

The perception of integrity seemed to affect the experiences of acceptance, personal 

surrender and self-responsibility. Acceptance was encouraged because the stage action 

held integrity for spectators. The meaning emerging symbolically and metaphorically 

from the stage action also held truth value for spectators as they applied the feelings of 

the work to their own understanding of life. There was integnty in the action and a 

perception of integnty in the emotional content of their response. This in turn 

encouraged continued personal surrender and self-responsibility. These same factors 

would have influenced spectator experience of presence. A further influence was that 

the rhythm and the visual and aural stimuli (coupled with their metapiloric content) 

were deemed sufficiently engaging and novel to increase conscious focus on the here 

and now. 

Playful engagement was encouraged in the work. Again, this seems to have been 

influenced by the need for spectators to respond to the metaphoric content of the work 

rather than respond to the characters directly as individuals. While spectators connected 

to the ideas of desolation and isolation offered, they simultaneously felt detached from 

these feelings. My own response included a feeling of exhilaration and perhaps also 

heightened awareness. Taken literally, the work offered nothing more than a list of song 

titles of the era followed by a song. Yet spectators read far more into the situation (as 

was intended). Such a reading process is likely to encourage the object to recede in 



consciousness as the experience of it ascends as Malone and Malone (198752) suggest 

occurs when heightened awareness is experienced. Strategies, which encourage the 

meaning of the work to be vested in the readerlspectator rather than the work itself, are 

likely to enhance the experience of this. 

Was risk-taking encouraged? Were spectators enabled to let go of preconceptions'! 

From my own point of view (as spectator) this did occur. The frame(s) allowed me to 

vicariously experience (without the anguish) past memories and a past experience. One 

might say the frame offered me the experience of 'tension of metaxis' because there was 

a contrast between my past real life response and my enjoyment of this moment which 

encouraged me to question the earlier real life event and my response to it. Here, tension 

was produced for me in the disjunction between my responses to the illusion and its 

referent rather than between the illusion and its referent. 

Whether other spectators had a similar experience is likely to relate to the question(s) 

raised in them as they viewed the work. A range of questions may have been evoked: Is 

it inevitable that we will feel thls way as we grow up; that young people will make the 

mistakes their parents made; that they must grow up feeling so alone? Must we 

ultimately face the truth about ourselves? Is it inevitable that we will feel  sola at ion in the 

public situation before we can become aware of ourselves and our position in the world? 

Whether such questions (emerging from the private rather than the public domain) can 

be answered by the ruling ideology is likely to differ from one individual's experience to 

another. In my own experience, there were no answers - only further questions. Perhaps 

Fugard (in O'Toole 1992: 169) was correct then in claiming that the potential of metaxis 

to offer new understanding was for the ruling ideology to fail to offer the answer to the 

question raised. 

A further interesting point, relating to response to this frame, emerges from Koestier's 

(1975:45) claim that different juxtaposition of the matrices of perception leads to 

different forms of response. Some spectator responses indicate that the matrices of 

perception were fusing in "harmony". For Koestler this leads to intellectual synthesis. 

This seemed to occur when a spectator responded to the juxtapositiorl of the il~uston 



(the daughters wrapped in blankets, s i n ~ n g )  and its referent (e.g. being trapped). 4 
secondary level of juxtaposition also seems possible. When this occurs, spectators 

respond to a juxtaposition of their response to the illusion (e.g. a feeling of comfort, awe 

or wonder) and response to the referent (e.g. a feeling of hopelessness, lack of freedom). 

'Tension of metaxis' is suggested when a perception of disjunction occurs in the latter 

situation (e.g. comfort coupled with hopelessness, awe coupled with a lack of freedom). 

Here, in Koestler's terminology, there is a confrontation of the matrices of perception. 

For Koestler, aesthetic response is indicated when such confrontation occurs. 

Frame Sixteen: Doesn't Matter 
Fr~me Eighteen: Mothers Waiting 
In Frames Sixteen and Eighteen the mothers are presented as a group attempting to 

mutually share a public space. In the first of these frames, the mothers return to the 

dance hall to collect their daughters' discarded clothes. Rather than shift mood as we 

have done earlier from one frame to another, the feelings evoked by the daughters' 

action in the preceding frame were intended to continue to resonate in the mood of this 

frame. Although there is no physical connection between the daughters and the mothers, 

the feelings and reactions of both groups are similar. Here, the intention was to capture 

the mothers caught between publicly acknowledging and denying their true feelings. I 

wanted to capture a sense of discomfort in the way they shared the public space with 

moments of comfort emerging. 

In Frame Eighteen the intention was to reveal a relationship between the mothers 

characterised by openness and connection. Similar to the movement from Frame 

Sixteen to Seventeen, the mood and ideas evoked by the song, We've gotta get ofthis 

place (The Animals: 1966), were intended to continue to resonate for spectators as they 

read the action of the mothers. This is the first frame where the mothers are seen to take 

group action. I wanted to use the space in such a way that they appear to mutually share 

the public space. 

These frames did not work in the way I hoped they might. Several reasons contributed 

to this. Some of the reasons related to the process of developing the frames which we 



had left until quite late. They were therefore less rehearsed than others. In workshop and 

rehearsal we had concentrated on building the mothers' relationships with their 

daughters and considering their own private feelings in relation to their lives but had 

spent insufficient time exploring the way they operated individually and as a group in 

the public sphere. For these scenes (particularly the earlier frame) to be successful, the 

characters needed to appear more bewildered and isolated and feel more desperate in 

relation to the control they felt they had over their lives and the way they were trying to 

vicariously live through their daughters. 

As with the earlier mothers' frames we began by exploring the use of ritual to create the 

action in the two frames here. The first was to have been a ritual of gathering, the 

second a ritual of waiting. Similar to the earlier rituals attempted, the work created was 

not successful. Although both held a sense of repetition and condensation, the activity 

was not sufficiently rhythmic, exaggerated or heightened. It lacked a playful quality. 

A further problem with both frames was that they were too concerned with the truth of 

the narrative rather than the truth of the developing and shifting feelings of the 

characters as individuals and as a group. The naming of the frames, particularly 

'Mothers Waiting', encouraged the creation of narrative rather than metaphoric text. This 

problem was heightened by the oral text of the second frame which referred specifically 

to narrative events. Spectators who read the "jail scene" as metaphoric were confused by 

the events here and were encouraged to shift their previous reading to focus on narrative 

development: 

I don't know that I knew what was going on at that point. I can't remember them 

packing the girls' clothes. ... I guess at the time I was trying to hang on to the plot 

line as hard as I could and work out what the hell is going on ... I was just 

following the story-line there really (Appendix 14:53 5-539). 

. . . I hadn't realised the girls were in jail literally ... confusing for me more than 

anything (Appendix 14:567-568). 



In the first frame the intention was to capture the sense of bewilderment and isolaqon 

experienced by each of the mothers. Each silently feared for her daughter and herself 

The intention was that each would silently experience the shattering of the public facade 

they had built for themselves. Spectators who had followed the narrative were aware of 

the mothers' fears but not aware of the shattering of the public facade: 

I realised they'd been arrested and that the mothers were packing up the clothes. 

I think they were really disappointed, worried (Appendix 14:540-54 1). 

... They were a bit perturbed or worried or something about why the girls might 

have done it. They were sort of worried about what the police might have done 

to them. .. (Appendix 14:529-530). 

Lack of awareness of these aspects relates not only to the action here, but also to the 

failure of earlier frames to offer the spectators a sense of the depth of hidden feeling 

each of the mothers experienced. 

As the first of these frames progressed we wanted to offer moments of connection for 

the women where they realise they are not alone. The intention of the unfinished 

statements and the use of the line - "doesn't matter" - had been that the characters would 

begm by being unable to finish them and progress to a point where there was no need to 

finish them because they each understood. Ths  was not realised on stage. The 

statements went unfinished because of the accusatory glances of the women rather than 

the moments of connection between them. 

In the second of the two frames, we wanted the women to experience a greater sense of 

connection through their shared pain and fear and mutual acceptance of their responses 

to the events. Spectator feeling towards the mothers at this point included feelings of 

compassion: 

I felt sorry for the mothers. Their disappointment and all that and so I felt sorry 

for them and their feelings but you also realise it could have all been avoided 

(Appendix 14:572-573). 



... I do remember feeling quite compassionate towards the mothers but I don't 

know what evoked that feeling ... (Appendix 14:536-537). 

Several spectators also mentioned they read the mothers as a group in the second fiame: 

They were a group here for me (Appendix 14:566). 

I read them as a group ... outside with the mothers they were all sitting on the 

bench together (Appendix 14570-572). 

Whereas the frames of the daughters at this point were presented and read 

metaphorically, the action here was read literally. Such a reading encourages spectators 

to focus on the events as though they are real. In turn, judgements of integrity are based 

on whether the events have truth value rather than whether the emotional content of the 

work (and our response to it) has truth value: 

They were worried they couldn't go in and see them. I think they were probably 

a bit foolish; they probably could have. Maybe, maybe not. Truth? In te~~ms of 

the time and context and relationships - maybe. I don't know that I necessarily 

believed but maybe that's what people do. I suppose the stoic mothers would go 

and pick up the clothes (Appendix 14530-534). 

The firsi. of these frames might achieve the intentions through redirection. The second 

needs to be re-written so that the oral text refers metaphorically to the mothers and their 

feelings rather than the daughters and the narrative action. Rather than naming the frame 

'Mothers Waiting', the title needs to capture the essence of the feeling. Like the 

daughters, they too are in jail. Like the daughters, they publicly acknowledge for the 

first time the bars of the jail that surround them. By acknowledging this, they are to 

some degree released. 

Spectators need to respond to the idea of the action. Response to earlier frames indicates 

that this will require the perception of novelty. The frame cannot re-present in a similar 

manner to an earlier frame. At the same time, the work needs to continue to evoke (and 

perhaps intensify) the mood of the preceding frames. 



Frame Nineteen: Communication 
In the final frame, we hoped to capture a sense of connection and a 'tension of intimacy' 

between the characters in the fictional action. Each of the mother-daughter couples 

comfortably occupied a shared space. For the fictional characters, each of the 

relationships was characterised by their mutual experience of the 'qualities of intimacy'. 

This was in direct contrast to thcir earlier communication. 

The actors' ability to portray the scenes in this way related to the depth of truth they 

found in the work and in the fictional relationship as well as the connection they 

experienced to the ideas being explored. Paiticipant comments included: 

... But I think you could sort of see where the mothers were coming from. You 

could associate wiih them, understand them a lot more and by the end of the 

play, I thlnk in that final frame the mothers were the warm sort of characters. 

You could feel the understanding that they felt (Appendix 14:919-922). 

I think through that last scene I realised all of what she'd done through the rest of 

the play was just for this particular end, so that they could finally reach an 

understanding (Appendix 14:934-935). 

I liked my end scene with Mother Five. That was really important to me. It 

really felt right between her and me and it was just unsaid and we both just 

knew. It just felt right. I hoped you wouldn't change it because to us it felt right 

and you didn't. You just said to concentrate on our voices. I remember in that 

end bit when she just sort of touched me and it was just.. . I really enjoyed 

worlung with her I guess. There was just something and I suppose it reminded 

me I guess of - she didn't seem sterile but clean in a sense like hospital clean 

and it reminded me of my own mum. Not that she's like that but ... like she's 

hard to understand (Appendix 14:999- 1006). 

Spectator experience of the defining characteristics and 'qualities of intimacyf in 

response to this frame were significantly influenced by the timing of the action: 



I actually spoke to (Daughter One) about it aftenvards. She wanted me to 

criticise sometbng and I said that the cueing on that sequence, because I think it 

was probably capable of being the most potent sequence in the whole play, that 

what they had to do was cue quickly and they were just losing it and I can 

remember being disappointed as I watched it and tbnking oh tighten it up. It 

would be great. That was a moment that they needed to fix. And Daughter One 

said, yeah Penny told us we had to get it tight, and I said, yeah do it. That was a 

nice sequence, a nice piece of polyphonic writing but on the night I saw it they 

actually laboured it too much, a bit like playing a Bach fugue at half speed. But I 

remember it as being very powerful and I knew what it should be like and I 

responded to that (Appendix 14598-606). 

For Mother and Daughter One, the necessary connection between the characters did not 

happen every night, but did occur when the timing on the passing of the cigarette was 

such that they both seemed to have accepted their lot. When the timing was precise, the 

feeling that emerged was that there was nothing either could do; that they were both in 

this together. Their acceptance of the moment encouraged a similar spectator 

experience. The feeling of acceptance in this and the other fragments often emerged in 

the moments of silence shared by the character couples. 

In the final frame, spectators not only respond to the individual frame but to the 

summation of the whole as the idea of the work is finally realised. The tension 

experienced is not only contained within this fictional moment but occurs in response to 

the development of the idea. While the original intention had been to explore questions 

of power and control in the private and broader political contexts, for most spectators 

only the former was probably realised in the work. One spectator did comment: 

I thought more about the time afterwards, if anything the difference in what was 

going on then to what is going on now. It just takes you back and you think 

about people that you knew and circumstances that are not really related to the 

play but which were related to aspects of the play, you know the Springbok 

rallies and the moratorium ... (Appendix 14:588-592). 



Other spectators focused on power and control in the family situation. As the spectator 

below comments, this was significantly influenced by the context in which the play was 

devised and then performed: 

. . . how can I put it, the whole play was hovering on the edge of metaxis all the 

time. There really was a feeling that these young people are addressing their 

parents with a complex statement that says as I said before, we understand what 

you've been through, we've been through adolescence too, but not only do we 

understand but we can see through it and we'd like you to know that we can see 

through it, but that doesn't stop us being adolescents and it won't stop us and it 

won't stop us being our own age and doing silly things too. But you can trust us. 

And I saw that message flashed through and flickering through the whole play 

on and off and ... the feeling that this is involving me and I can see it involving 

the person next to me strongly - yeah (Appendix 14:609-6 17). 

These comments inhcate that this particular spectator read associations between the 

events of the work and the context of other spectators but made no personal associations 

between the work (or the questions raised in the work) and his own real life existence. 

A further factor that seemed to influence response was the degree of closure spectators 

desired in the fictional event itself 

It was good because it wrapped up their relationships between each parent. I 

think the parents learned more about their kids and the kids learned more about 

their parents. And some of them, you knew that was a good thing, but others it 

wasn't like that. I didn't like Mother Two and Daughter Two's end because I 

don't think anything was resolved and I wanted it to be. It was a mixture of 

happy ending and the not so happy. It was like .. it gave mixed feelings. You 

couldn't leave all happy about it but you couldn't leave all sad about it either. I 

responded to the lot because each one was focused and each one drew its own 

focus (Appendix 14:655-66 1). 

Perhaps by refbsing to answer all the questions raised in the narrative of the work, 

spectators may have been encouraged to continue to reflect on questions of power and 

control in the world beyond the stage. 



Conclusion 
In this chapter, I offered readers a frame by frame analysis of the action of Umbilical 

Cords and Metronomes. I briefly described each frame of the action highlighting the 

structural devices Ywe were attempting to use. I discussed the purpose of each frame in 

terms of the work as a whole and in relation to its ability to offer spectators and 

participants opportunities to experience the 'qualities of intimacy'. Where 'tension of 

intimacy' was not created but I became aware of alternative possible solutions, these 

were presented. The implications for the creation of 'tension of intimacy' emerging from 

this analysis were noted. This analysis now allows me to draw conclusions regarding 

the operation of dramatic tension generally and the presence of the defining 

characteristics of intimacy - connection, animation and heightened awareness - more 

specifically. 

When tension was created through contrast of elements internal to the work, spectators 

were further encouraged to suspend their disbelief and respond emotionally to the 

action. When elements internal to the stage action were contrasted, the tension 

experienced seemed to relate to an intuitive response as Sloboda (1997) claimed. Such 

contrasts included contrast of mood and pace often evoked through the choice and use 

of song/music. At other times, the use of music contributed to the creation of contrast as 

the action progressed from one frame to another. Here, contrasts in the style, rhythm 

and quality of the songs/music were significant in creating tension. 

In the same way that the aural stimuli of the songslmusic offered the possibility of 

tension being created through contrast, so too the visual content of the drama offered 

these possibilities. At various times tension was created through contrasts of movement, 

colour and use of space. Similar to the use of music/song, this happened within a frame 

of action as well as contrast existing between one frame and another. When there was 

insufficient contrast between these elements there was also often a lack of tension. 

As well as tension being created in a contrast of elements internal to the stage action, it 

was created through a contrast of elements from within and external to it. My analysis 

indicated that such contrasts were of more significance in the experience of intimacy. 



Reflection and analysis indicated that while tension created through intuitive response 

to contrasts of visual and aural stimuli enhanced engagement, the experience of 

connection, animation and heightened awareness required the contrast to emerge 

through a juxtaposition of the matrices of perception from within and external to the 

work. 

In the following sections of t h ~ s  conclusion, I will discuss each of the defining 

characteristics of 'tension of intimacy' in turn. While links between my analysis here and 

the theory outlined earlier are made, insight gained through the process of engaging in 

reflective practice also allows me to articulate these characteristics more fully than has 

occurred previously in the thesis. 

Connection 
As mentioned above, further insight regarding the defining characteristics of intimacy 

has been gained through the process of reflective practice. This is particularly so for the 

characteristic - connection. In the following section I will articulate the nature of 

connection more specifically than I have done earlier in the thesis. Several important 

aspects which contribute to its possible experience are noted as sub-headings within this 

section. These include trust, reading processes: audience contract, perception of 

integnty and playful response. 

Connection is experienced when spectators and participants engage with the idea of the 

work not merely internal elements. The idea arises in the minds of spectators and 

participants as they read the dramatic events against their own prior understandings and 

feelings. Thus the idea of the work, as I use the term, is a result of a juxtaposition of the 

matrices of perception, not a property of the work itself. The elements (internal or 

external to the work) juxtaposed in the minds of spectators and participants form the 

idea. 

Without some intuitive association being made between aspects of the performance and 

the spectators' or participants' lives, no juxtaposition of the matrices of perception 

occurs. Without this juxtaposition, connection is not achieved. Sometimes the idea to 

which spectators and participants respond is the dramatic premise or focus being 
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explored. At other times, the idea to which they respond may be less global in tenps of 

the dramatic event. For instance, a spectator or participant might respond and connect to 

the 'idea of a character' (e.g. the fat grl), the 'idea of a space' (e.g. perception of comfort 

or isolation), the 'idea of a relationshp' (e.g. the notion of mother). The association 

made at any moment can occur sub-consciously and may arise in response to a planned 

or unplanned juxtaposition of the elements (e.g. a gesture read in a specific context). 

The different reading processes adopted by spectators and participants all potentially 

offer the possibility of experiencing connection with the idea of the work. When some 

participants in the First Fleet drama engaged empathically or sympathetically with the 

convicts they portrayed, they connected with the idea of deprivation. When some 

participants in the Famous Peopl2 drama engaged wishfully (at least initially), they 

connected with the idea of fame and fortune. When drama participants work together to 

create a ritual for presentation they must connect with the idea of the ritual to 

accomplish the task. Participants and spectators who responded to the metaphoric 

content of symbolic presentation (such as the girls in jail), connected with an idea of 

desolation and loneliness. 

Whatever the reading process, the contrast associated with the experience of connection 

involves a juxtaposition of elements from within and external to the stage action. In the 

Umbilical Cords and Metronomes project, this occurred in a number of different ways. 

It was experienced when spectators and participants experienced a contrast: 

between reaction to the illusion and "normal" reactions to similar real life events 

of two or more independent illusions, simultaneously presented 

between the mood normally associated with such action in the real world and the 

mood evoked by (and contained in) the dramatic presentation 

between the behaviour normally expected in situations and that portrayed in these 

same situations on stage 

between the spectators' normal perceptions (and expectations) of the actors and the 

nature and behaviour of the characters portrayed within the dramatic action. 

5 Here, I refer to my experience of leading the Famous People Drama originally created and documented 
by OWeill(1995: 104-109). 



between the actor's control and the character's control 

Spectators experienced connection through a contrast between their reaction to the 

illusion and "normal" reactions to similar real life events when they were encouraged to 

laugh at "the fat girl". They experienced connection through the simultaneous 

presentation of two contrasting illusions when they responded to the simultaneous 

suggestion of a 'lovely daughter' and a tantrum (and the simultaneous vocal expression 

of freedom coupled with the visual appearance of a cage). In these circumstances, 

spectators and parbcipants were aware of the individual aspects and their likely 

response to each, but were denied this as they responded to the juxtaposition of the two. 

Often the simultaneous presentation of two contrasting illusions was accompanied by a 

discordant mood. Spectators experienced connection as they perceived a contrast 

between the mood one would normally associate with such action in the real world and 

that evoked by (and contained in) the dramatic presentation. The contrast created 

between the behaviour one might normally expect to occur in certain situations in the 

real world and the behaviour portrayed in these same situations on the stage was noted 

particularly when actions, normally considered private, were presented publicly. 

Several of the 'qualities of intimacy' seemed to be present when spectators and 

participants experienced connection. Some (e.g. free choice) appeared to be a 

prerequisite for its experience. Others seemed to arise because connection was 

experienced. For instance, personal integrity was evident when spectators and 

participants engaged with the idea of the work. This reduced self-censorship then 

offered the opportunity for the experience of acceptance and personal surrender and 

encouraged playful engagement. Further, self-responsibility was enhanced when 

spectators found the action to be sufficiently stimulating. 

Personal surrender is also associated with connection. Before spectators and participants 

can connect with the idea of the work, they must be willing to imaginatively engage 

with the work and accept the idea of the work and the presentation of that idea without 

immediate judgement. For the connection to continue, spectators and participant must 



be willing to accept their own response as they experience it. To do so requires personal 

surrender. 

Two particular factors significantly impacted on the ability of the spectators and 

participants to imaginatively engage with the work. Neither is particularly surprising yet 

both have implications for our practice as artist/educators. The first is the notion of 

trust. The second is the perception of integrity. Although I mentioned above that the 

different readinglengagement processes identified here all potentially offer the 

possibility of connection, the way spectators and participants engage in the work can 

influence its experience. 

Trust 
Before spectators and participants can engage with the idea of the work they must 

experience trust. Without trust, they are unable to be open to the event andlor their 

response to the event. They must trust the integnty of the performers and performance. 

Spectators also need to perceive that their own response is appropriate in the context. In 

process drama, the participants are unlikely to connect with the idea of the work if they 

do not trust their own response and that of other participants including the process 

drama leader. Without trust, there is no openness (attentiveness). Without openness, 

there is unlikely to be connection. 

In Malone and Malone's (1987) articulation of intimacy, the term 'attentiveness' is used 

to label this concept of openness. Malone and Malone (1987:268) use an example of 

responding to a painting to explain their meaning. They claim that openness is 

precluded when humans respond to the painting before they experience the painting. 

The same is true in the context of drama. Spectators and participants must be willing to 

be open to the work if they are to experience it. 

The degree of trust experienced by spectators influences, not only their willingness to 

read the work, but also the way they attempt to read it. A lack of familiarity with drama 

or with the form or style adopted reduces attentiveness. Familiarity with drama and 

different styles of drama impacts on the speed with which trust might be experienced. 

This is not to suggest that the presentation of unfamiliar forms and styles of drama 
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reduces opportunity for strong aesthetic response. Rather, when unexpected and 

unfamiliar forms and styles are introduced, participants and spectators may require a 

longer period of time before trust and thus attentiveness are experienced. The form and 

structure of the work need to allow for this. 

A similar need to experience trust before attentiveness can be experienced was noted for 

the participants engaged in the dramatic action. As they developed increased trust with 

each other and with me, increased openness and honesty also began to emerge. I have 

noted a similar occurrence with other process drama groups. 

In the Umbilical Cords and Metronomes project, the spectators and participants took 

their initial experience of trust back into the work. The more they trusted the work and 

their individual responses, the more open and honest they became which in turn 

enhanced their trust in the work. This resulted in increased perceptions of dramatic 

integnty and openness to engage in the dramatic action. For participants, the degree of 

trust experienced also impacted on their ability to experience acceptance and personal 

integrity. Increased perceptions of dramatic integnty encouraged participants to 

experience increased acceptance of their own action (personal integnty) and the action 

of others (acceptance). 

Certain factors were noted as inhibiting the ability of participants and spectators to 

experience a sense of trust. For spectators, this happened when they lacked faith in the 

integrity of the performers or the context. For both, trust was delayed when the form 

was unfamiliar, when the style changed (within the event) and when they were required 

to adopt a different "reading process" than was normally adopted. 

Reading processes: audience contract 
In the initial reception of a dramatic work, spectators gather information to determine a 

frame of reference to read the work. Several factors (internal and external to the work) 

influenced the reading that was attempted by different spectators. 

Spectators with less theatreldrama experience appeared to attempt a less distanced 

reading first. They sought individual characters with whom they might identify 



empatkcally, similarly or perhaps wishfully. When the initial presentation of the work 

denied tks  form of engagement, they were then forced to attempt other reading 

processes. The desire to read characters in this way sometimes recurred or continued 

throughout the performance. 

In the case of Umbilical Cords and Metronomes, the performance context also 

influenced the way spectators attempted to read the work. Those familiar with other 

works presented in this context often came with an expectation of a more stylised and 

symbolic performance with its accompanying requirement of a more distanced reading. 

For some spectators, knowledge of the context continued to influence the reading 

throughout. These spectators made the assumption that the actors were portraying their 

own lives or those of family or friends. 

If the usual reading process of spectators was inappropriate or insuff'icient in ihe 

particular context (even if they approached the work with a willingness to be open) 

personal integrity and attentiveness were reduced as the event was experienced. At least 

two factors delayed or inhibited the establishment of a satisfactory contract between 

spectators and artists. When the mood and pace of the work was insufficient to mairltain 

the desired momentum of response, the establishment of a contract with spectators was 

delayed. As well, when the style of the work changed within the event, demands were 

placed on spectators to alter their reading processes. This also delayed the establishment 

of a contract between the spectators and artists and forced further focus/attention on the 

real and immediate context rather than the dramatic work. When this occurred, 

questions raised in the minds of spectators related to the integrity of the performance, 

which in turn heightened the self-consciousness of spectators. 

The demand to gather information to determine a frame of reference through which to 

view a performance is a necessary aspect of the reading process. At the beginning of a 

play it is unlikely, because of these demands, that a spectator could continually 

experience the 'qualities of intimacy'. Nor is the spectator likely to experience 

connection at this point in the work. Intimacy is unlikely to be experienced as dramatic 

tension in the initial stages of a play. 



Interestingly, some spectators continued to attempt to read the characters as "real" 

throughout the work. There seemed to be a desire on the part of some to seek and find 

familiarity in individuals or to understand a complex character fkther. These spectators 

appeared to be attempting to engage sympathetically or empathically with individual 

characters. When t h s  occurred, the spectators formed judgements about the characters 

and their actions in the situations. Those who were focused in this way seemed to 

experience a less playful reading. (This may have been because the work failed to fulfil 

their desire rather than because a closer reading inhibits a playful response.) 

While the desired reading process differs from spectator to spectator, those less familiar 

with theatre appeared to attempt a "closer" reading first. They sought verisimilitude in 

the characters and their actions. They wanted to identifl with individuals. If less 

experienced theatre-goers initially attempt such a reading, perhaps this is also true of 

less experienced process drama participants. If the desire of the process drama leader is 

to establish a sense of trust (and thus openness) amongst the participants, awareness of 

reading processes of group members is also required. 

The use of styles and forms which encourage a m&e distanced reading process need to 

be presented with maximum integnty if the required spectator or participant contract is 

to be established. Shifts in style as the dramatic work moves from one frame to another 

change the required reading process and delay personal integnty and acceptance. 

Spectator and participant familiarity and comfort (or otherwise) in the drama context 

and their preconceptions relating to the drama event impact on the speed with which 

they are likely to experience these qualities as they participate in the event. If 

connection is to be experienced, the structure and presentation must encourage the 

development of trust!. 

Although the use of pretext (as defined by O'Neill, (1995: 19ff) has not been a focus of this study, it may 
be that its use enhances the ability of participants to experience connection early in a process drama 
because the qualities associaied ~ i i i l  pieiexi hini at the reading process required. 
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Perception of integrity 
Spectator and participant experience oftrust is linked to perceptions of dramatic 

integrity. When they judge a work to have dramatic integnty (at a subconscious level) 

they are more likely to experience attentiveness, acceptance, personal surrender, self- 

responsibility and personal integnty. 

The necessary perception of integrity occurs at two levels. Spectators and participants 

must perceive integrity in the dramatic action and in their own emotional response to 

that action. This is equally true for spectators and for participants. When there was a 

perception of integrity at both levels personal surrender, self-responsibility and presence 

were further encouraged. When spectators doubted the truth of the work or perhaps 

questioned the integrity of the stage action or of their response, self-responsibility was 

reduced and connection was inhibited. 

Several factors contributed to reduced perceptions of integrity. When the tension was 

insufficient to engage the audience (because of a lack of perceived contrast) perceptions 

of integrity were reduced. This also occurred when the style shifted and demanded a 

new reading process. At other times reduction in perceptions of integrity happened 

when there was a lack of tension through reduced rhythm or when connection was lost 

because spectators were held in the moment too long. Another factor contributing to 

reduced perceptions of integrity was the presentation of a didactic surface text which 

denied spectators the opportunity to interpret and re-create meaning as they responded. 

Loss of integnty in the dramatic action placed greater demands on spectators to 

concentrate on the "real" and in turn reduced engagement at a metaphoric level. 

When spectators questioned the dramatic integrity of the performance, their self- 

consciousness was heightened which in turn reduced the possibility of them 

experiencing connection. Spectators and participants must trust the work and the 

context before they can accept their own response. They must also feel that their 

response is appropriate in the context if they are to accept further responsibility for their 

actions. When the structure and nature of the drama encourages and reassures spectators 

and participants that there will be integrity in the action, self-consciousness is reduced. 

To some degree this also relates to the familiarity of spectators and participants with the 
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form of drama being experienced at that moment. The more familiar the form to 

individuals, the more likely they are to perceive integrity in it. As well, when the form is 

familiar, spectators and participants are more likely to accept their reading of and 

response to the work as they experience it. Again, this suggests that artists/educators 

wishng to introduce new and unfamiliar forms and styles of drama should do so with 

sufficient awareness of the participant group if they are to simultaneously encourage 

perceptions of integrity. 

Perception of integnty is required before spectators and participants are able to connect 

with the idea of the work. Ths  is somewhat of a catch-22 because a moment which 

offers the possibility of connection is also likely to encourage the perception of 

integrity. 

Playful response 
In the context of drama, the notion of connecting to the idea of the work and 

experiencing a playful response are closely related. Playfulness, as I use the term, is 

characterised by engaging with the idea of the action. According to Malone and Malone 

(1987:270), such engagement encourages connection without systemic attachment. 

At one point I wondered if it was possible to engage playfully with the idea of 

participation itself. Could playfulness emerge when participants and spectators agreed 

to participate because they wanted to have fun, wanted to work with the others in the 

group, wanted to experience emotion for emotion's sake? Certainly in children's play, in 

process drama and in spectatorship such a response can sometimes be observed. It is 

unlikely in such situations that spectators or participants would maintain systemic 

detachment. Under such circumstances they are likely to become less aware of the 

system of which they are a part. The self and the system merge into one. This is also 

likely to occur when participants and spectators engage similarly or wishfully with the 

characters in the action. 

These reflections reinforced my belief that connecting with the idea of the drama, rather 

than the idea of participation, is a prerequisite for the experience of playfulness. If 

participants go through the motions of a process drama because they want to or must, 
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without engagrng with the idea being explored, their responses are unlikely to be 

playful. 

Similar to observations regarding connection, a playful reading only occurred when 

spectators and participants responded to the idea of the drama emergrng through a 

juxtaposition of elements within and external to the work. A playful reading was 

encouraged when spectators and participants: 

responded to metaphoric content rather than directly to individual aspects 

responded to a feeling they recognised while simultaneously experiencing a sense of 

detachment from that feeling 

were able to laugh at the idea of a character or situation in contrast with how they 

would respond to such a person or situation in real life 

shared a sense of absurdity which they simultaneously accepted and enjoyed 

In all of these instances, the contrast creating the tension occurred within the participant 

or spectator, ofken occurring when a more distant reading process was encouraged and 

adopted. More distant reading processes, encouraged through the use of irony and 

stylised action, seem to offer the greatest possibility for the simultaneous experience of 

playfulness and systemic detachment. At the same time though, a playful response 

requires the perception of integrity. 

A relationship between prolonging perception and playful response was also indicated. 

At times, it seemed that playful engagement discouraged a desire to focus on future 

narrative action and encouraged spectators and participants to remain in the moment of 

the work. At other times, it seemed that the desire to savour the moment as it was 

experienced encouraged playful engagement. 

Playful engagement only occurred when spectators and participants judged the work to 

have dramatic integrity. Connection and playfulness were encouraged when spectators 

responded to the use of a device in context, rather than noticing the device itself. For 

these reasons, the use of ritual was unable to offer the possibility of playful engagement 

in the Umbilical Cords and Metronomes project. Had the work been structured in such a 



way that spectators and participants were able to connect with the familiarity of the 

absurdity of the rituals, playful engagement might have been experienced. To engage 

playfidly in ritual activity, performers and participants must experience connection. 

If participants and spectators are encouraged to identify empathically, the structure of 

the work itself needs to offer opportunities for playful engagement. This occurred in the 

First Fleet drama. While participants engaged empathically with the characters they 

portrayed, the structure of the drama simultaneously encouraged a playful response. 

Participants connected with the idea of the work. Although empathic engagement with 

characters and their situations does not preclude playful engagement with the idea of the 

action, spectators and participants who identiwengage similarly or wishfully are less 

likely to experience playful engagement. 

Spectators and participants who do not engage playfully, do not connect. I am not 

suggesting here that playfulness be equated with "fun", though it is likely to be 

associated with animation. When spectators and participants engage playfully, 

emotional response to the event appears heightened. Thus playful engagement not only 

characterises connection but offers opportunities for the experience of animation. 

Animation 
For me, the term animation (in the context of human experience of drama) equates to 

the feeling of stimulation, perhaps exhilaration experienced in response to participation 

or spectatorship. The person experiencing animation feels more alive, more alert. A 

heightened sense of self is experienced. 

Although Malone and Malone (1 9875 1) claimed that there was no hierarchy of the 

defining characteristics of intimacy, in the context of drama it appears that connection 

must precede animation. While it is possible to experience connection without 

animation, it is not possible to experience animation without connection. Animation 

seemed to be an outcome of connection and was accompanied by experience of several 

of the 'qualities of intimacy' including personal integrity, acceptance, personal 

surrender, presence, attentiveness and playful engagement. 



Animation was only experienced by participants and spectators when they judged the 

stage action to have integnty. Two factors, possibly affecting this perception of 

integrity, and certainly present when participants and spectators experienced animation 

were the presence of an engaging rhythm and perception of trutwauthenticity in the 

presentation of the characters. 

Techniques designed to prolong perception were only successful when they 

simultaneously offered the experience of animation. This required the perception of 

novelty coupled with enjoyment/pleasure of immediate response and occurred when the 

rhythm and visual and aural stimuli (coupled with their metaphoric content) were 

deemed engaging and novel. The simultaneous experience of connection and animation 

reduced focus on narrative future and encouraged the further experience of free choice, 

personal integrity, acceptance, personal surrender, presence and attentiveness. 

Although I suggested above that it is possible to engage empathically and still 

experience connection to the idea of the work, the simultaneous experience of 

animation is most likely to occur when spectators experience a more distanced reading. 

Rather than respond to and empathise with individuals, spectators experiencing 

animation appeared to be responding to the idea of the presentation produced through a 

juxtaposition of the stage action and the real world. The likelihood of experiencing 

animation seemed to be increased when participants and spectators experienced a sense 

of connection to the presentation of the work, to other participants and to the idea of the 

work simultaneously. Strategies such as irony offer the possibility of animation because 

they encourage such a reading. 

Several of the 'qualities of intimacy' did not seem to characterise or accompany 

animation. It seems possible to experience animation without experiencing risk-taking 

and participation and systemic detachment. These seem to relate more specifically to 

heightened awareness. 



Heightened awareness 
In the discussion above I claimed that risk-taking and participation and systemic 

detachment were not necessarily present in the experience of animation. These qualities 

seem to have more bearing on the experience of heightened awareness in response to the 

drama. 

Heightened awareness and risk-taking appear to be linked. Risk-taking implies a 

willingness to be sufficiently open to see the old in a new way. Heightened awareness 

occurs when the old is seen in a new way. Unless the participailt or spectator is 

sufficiently open to the possibilities as they emerge this will not occur. To encourage 

the experience of risk-taking, a frame of action had to allow and encourage the 

spectators andlor participants to drop or question previously held beliefs. To some 

extent this is obviously related to individuals and to the context. As well though, the 

structure of the work itself plays a role in offering or denying these opportunities. 

While I suggested above that animation seemed to occur when spectators and 

participants responded to a juxtaposition of the stage action and the real world in some 

way, risk-taking seemed to be encouraged when they responded to a contrast of their 

response to the illusion and their response to the referent (not contrast of illusion and 

referent). 

When the contrast exists between the response to the illusion and the response to the 

referent the response itself is highlighted. This confirms Malone and Malone's 

(1987:271) claim that heightened awareness (creativity) is experienced when the object 

(in this case the stage action and our real world existence) recedes in our consciousness 

and the experience of the object (our response to both ) is heightened in our awareness. 

Such a response indicates the possible emergence of new awareness in the mind of the 

spectators or participants. It also indicates the presence of participation and systemic 

detachment. If we accept that spectators and participants are members of at least two 

systems at this point (the dramatic world and their own world existence) the ability to 



remain members of both systems but simultaneously remain alert to other parts of,the 

systems is likely to be increased when such a response occurs. 

The experience of heightened awareness was most likely to occur when spectators and 

participants responded to the metaphoric content of the work and when strategies which 

encouraged the meaning of the work to be vested in the spectator or participant were 

used. The use of irony encouraged them to respond in this way. Irony strengthened 

membership of the spectator system while simultaneously encouragng recognition of 

the other real world systems. When spectators then simultaneously experienced a 

distanced readmg they were also encouraged to separate from the system sufficiently to 

read the system from the outside. 

While this discussion indicates that the experience of intimacy offers the possibility of 

new knowledge emerging for the participants and spectators of the drama, this can never 

be guaranteed. Perhaps in the process, they will experience affirmation of previously 

held beliefs. Similar to Fugard's claim (in O'Toole, 1992: 169), the emergence of new 

knowledge is likely to relate to the inability of the dominant ideology to answer the 

questions raised. In the process of experiencing connection, animation and heightened 

awareness we can be either challenged or affirmed. Only challenges to previously held 

beliefs are likely to result in the emergence of new knowledge. 



CHAPTER ELVE 

CONCLUSION 
- - 

Ths  project sought to develop understanding of 'tension of intimacy'. It focused on the 

questions: 

What is 'tension of intimacy' in drama? 

How might it be created? 

Does the experience of 'tension of intimacy' offer the possibility of new 

knowledge emerging for the participants and spectators of drama? 

In this chapter, I offer a brief summary of the study. This is followed by discussion of 

the constraints and limitations which influenced the work. The chapter concludes by 

answering the original questions posed. 

Summary Of The Study 
At the commencement of the project I accepted the premise that spectators and 

participants identify directly with the characters in the fictional action and undergo 

sii-nilar emotional response as they are presumed to be experiencing. Having accepted 

this, I attempted to create relationships and situations which might offer the characters 

(and thus vicariously the spectators and participants) the possibility of experiencing the 

defining characteristics and 'qualities of intimacy' in their responses to each other. I 

identified the defirliug c;fla~-acteristics as connection, animation and heightened 

awareness. I identified the 'qualities of intimacy' as free choice, personal integrity, 

acceptance, personal surrender, self-responsibility, attentiveness, presence, risk-taking, 

participation and systernic detachment and playful engagement. I attempted to create 

fictional situations which would offer the characters the opportunity of experiencing 

these. As a playwright, the focus of my attention was on: 

individual cl~aracter trdiis or propensities 

the fore-,qoi-!nded events, actions and attitildes which might stimulate characters to 

respond to each other in an intimate way 



the background situations or circumstances which might stinlulaie or enharice the 

likelihood of intimacy in character response 

the nature of character interactions and response 

I concluded that for characters to experience intimacy they must: 

share a common focus 

share total acceptance of the moment 

experience a sense of connection characterised by open and honest communication 

experience a shared sense of belief in the rnomerlt they nlutualiy experience 

experience a similar emotional reaction (in nature, direction and intensity) 

experience a balance between the nurturehe nurtured dynamic. 

not attempt to form a purpose or gratifL a future beyond the moment 

not attempt to exert power and control over the other 

not desire to have power and control exerted over themselves 

Although these conclusions were drawn, my attempts to create script were unsuccessful. 

'Tension of intimacy' was not created. I was forced to reassess both my theory and 

practice. As I reflected, I became aware of the limitations of the characters I had 

created. I realised they only continued to be of interest to me when I pitted them against 

a contrast which destroyed them. I had often urlintentionally created text where the 

women were weak and all men were bastards! 

Theoretical assumptions informing the project were challenged as I continued to reflect. 

I realised that my experience of the drama (as a reader, spectator, playwright or process 

drama participant) is not necessarily the same emotional experience as that presumed to 

be occurring for the character. As I respond (or participate) I react to more than the 

apparent emotional experiences of characters within a fictional situation. As well, 

people react in different ways to the same dramatic moment or sequence of moments. 

At this point, I concludcci that dramatic: tension is not corltiiined i11 the drama (let alone 

in the narrative as I had earlier accepted) but in the spectators and participants as they 

experience it. Having adopted this position I then concluded that every source of 

contrast is a potential source: of dramatic tension and that these might emerge from 

within and external to the work. I would no longer limit myself to the exploration of 
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narrative. Rather, 1 determined that 'tension of intimacy' would be said to be operating if 

the defining characteristics and 'qualities of intimacy' were present in a spectator's or 

participant's response to the experience of contrast. 1 re-articulated the 'qualities of 

intimacy' defining their meaning when applied in such situations. 

My focus shifted iu pay aiiention to structural devices which might offer Ihe possibility 

of the participant or spectator experiencing the 'qualities of intimacy' in response. I 

focused on the nature of irony; figure-ground contrast; distancing and alienation devices 

and techniques designed to prolong perception and ritual. Reading and reflection 

indicated that each potentially offered such possibility. 1 determined to explore these 

strategies to see how the work impacted on me as I created and responded. 

I started to write alone again but experienced difficulties with the timing and culturally 

specific context of the work on which I focused. In an attempt to shift my writing style 

away from narrative construction, I attended writers' workshops wiih Jenny Kemp. I 

began to focus on the Umbilical Cords and Metronomes project. I thought the contrasts 

I wanted to create would probably emerge through the use of time and space and 

therefore decided to create the play's action through a group devised process where I 

worked as dra~naturg, director, and sometimes writer. 

The process (and my response to the performance) was documented in a journal. 

Following the presentation, a 'frame by frame' analysis of the work was recorded. The 

framework for this analysis collsisted of: the Came we aimed for or did; the purpose of 

the frame; the ability of the frame to meet the purpose; an evaluation of the purpose in 

terns of creating 'tension of intimacy'; alternative possible solutions (where appropriate) 

and the implications for the creation of 'tension of intimacy'. I attempted to extend (and 

challenge) the understanding developed through my responses to the work by listening 

to and incorporating the opinions/responses of participants and a small number of 

spectators. The information gained in this process enabled me to extend my 

~lnderstanding of how 'tension of intimacy' might be created. 



Constraints And Implications 
There are a number of constraints inherent within this study. Some relate to the 

theoretical premises whlch inform it. Others relate to the process of inquiry. To begn 

with, the study is constrained by the definition of intiiiiacy adopted. The discussion in 

this thesis is based on an understanding of intimacy predominantly emerging from the 

work of Malone and Malone (1987). Although the term "intimacy" is contested (e.g. see 

Sennett, 1974), in Inokir?lg into it there is greater congruence between the ideas of 

Sennei arid Malone and Maioile ti~atn would first appear evident. Furthennore, my 

approach to the thesis and the conclusions I draw are based on the premise that intimacy 

(so understood) is a desirable outcome of engagement. 

As I reflect on my experiences throughout this pr-oject, I realise that my experience of 

intimacy is equivalent to an aesthetic experience. 'Tension of intimacy' articulates my 

aesthetic engagement. Others may desire and respond differently. Further investigation 

of the desired respnse of a broader range of participants, artists, teacherlartists and 

spectators (as well as continued exploration of t'he structures, content, style and 

strategies that produce this for them) would be valuable in continuing to develop 

understanding of 'tension of intimacy' and of aesthetic engagement. Ths  also requires 

considerztion of response in a broader mnge of cultural and sociological contexts. The 

experiences of chiIche11 engaged iri ciassrooili i i ~ a ~ ~ ~ i i  should also be studied. It might be 

that perceptions of integrity and trust require different conditions or that different 

factors are necessary prerequisites for the experience of intimacy in other cointexts. 

Further constraints relate to the "real" context, to my working processes and the 

strategies explored. For example, my decision to work with a small number of students 

in a university contexl influenced my working processes and reduced the breadth of 

experience which could be created and considered. The number (and 

cultural1sociologicaI background) of spectators was also limited. However, these 

constraints are a strength of the project. They made it easier to clarify the phenomenon 

of 'tension of intimacy' because both the spectator and participant groups shared similar 

reference Imints, cl.rltura1 concepts and purpose. This removed other variables which 

could have made it difiicuit to achieve or define whai i sought. in &'act, the ii~ndings of 



ths  study indicate that the homogeneity of the participant and spectator groups may 

well enhance opportunities for the achievement of 'tension of intimacy'. This also 

indicates an area for further research - investigating the phenomena of 'tension of 

intimacy' with a more heterogeneous group. 

The narrow range of strategies adopted (including the nature of the characters developed 

in part one and the lack of focus on narrative progression in part two) also constrains 

understanding of how the 'qualities of intimacy' are created and experienced. The fdct 

that 1 was E O ~  able to achieve my inte~t!:on: with the _rituds in the playmaking process 

provides insufficient krlo~ledgc to ascerizri~l iiieir poieniid io oEer or deny the 

experience of intimacy. However, the process offers valuable insight into the creation 

and use of ritual with a participant group. Further investigation of the use of ritual in 

drama w0111d he v~llrahle The finding< dn Indicate a relationship between prolonging 

perception, irony and the experience of intimacy. Continued irlvsstigation of the inlyaci 

of these strategies in a broader range of contexts would provide still further insight. 

While the different reatllng processes adopted by spectators and participants all 

ptentially offer the possibility of experiencing connection with the idea of the work, 

more distant reading processes encouraged thougii the use of irony and sryiised action, 

seem to offer the greatest possibility for the simultaneous experience of playfulness and 

systemic detachment. It also appeared that spectators and participants who 

identiwengage similarly or wishfillly were less likely to experience playf~rl 

engagement. This requires further invesiigaiiu~~ arid iras irnpiicaiions (in particular) ior 

work in process drama. 

If one accepts that the experience of 'tension of ~ntlmacy' is valuable because it offers an 

aesthetic encol-rnter with the pssibilitiec nf w w  knnwledge emerging, then these 

findings are significant to drama educators. Earher, O'l oole ( 1 9 y ~ : L Y )  claimed that it 

was largely an unplanned product of the strength and cohesiveness of the participant 

group. While recognising that these are significant in providing opportunities for trust 

and personal integrity to be present, process drama leaders can structure the drama and 

their working processes in such a way that oppo~tu~iiiies for the experience are 



heightened. Not only should they pay attention to the developrrlenl of trust, they qust 

also introduce new forms and strateges in a way that facilitates playfui engagement. As 

artists and educators we should aim to engage participants with the idea of the work. 

Conclusion 
In conclusion, I return to my original questions: 

What is 'tension of intimacy' in drama? 

How might it be created? 

Does the experience of 'tension of intimacy' offer the possibility of new 

knowledge emerging for the participants and spectators of drama? 

'Tension of intimacy' names the experie~~ce of spectators or participants when the 

defining characteristics (connection, animation and heightened awareness) are present in 

their response to the drama. Connection is experienced when participants and spectators 

respond to a juxtaposition of elements from within and external to the stage action and 

in the process connect to the idea of the work. The idea is not contained within the work 

but in the response. 

I also conclude that a relationship between playful engagement and connection is 

indicated. Playful engagement characterises connection, occurring when spectators and 

participants respond to an idea emerging through a juxtaposition ol'elements within and 

external to the stage action. Trust and perceptions of integrity (in the work and 

participantlspectator response) are prerequisites for both. Furthermore, playful 

engagement appears to heighten emotional response to the event and offers 

opportunities for the experience of animation. 

Animation appears to be an outcome of connection. Both trust and perceptions of 

integrity which are necessary for the experience of connection and playful engagement 

are also necessary for the experience of animation. The presence of an engaging rhythm 

and perception of truthlauthenticity in the presentation of the characters also contributes 

to this experience. Just as connection requires a contrast of elements both internal and 

external to the drama, so animation requires spectators and participants to respond to a 



juxtaposition of the stage action and the real world. Animation is encouraged wheq 

participants and spectators simultaneously experience a sense of connection to the 

presentation of the work, to other participants or spectators and to the idea of the work. 

For this reason, an ironic structure potentially offers the possibility of connection and 

animation. 

Animation can be experienced without the simultaneous experience of risk-taking, 

naturalness and systemic detachment. Heightened awareness, risk-taking, systemic 

detachment and the emergence of new knowledge are potentially linked. Risk-taking 

(encouraged when spectators and participants responded to a contrast of their response 

to the illusion and their response to the referent) requires a willingness to be sufficiently 

open to see the old in a new way. The metaphoric content of the work coupled with the 

prior experiences of individuals is significant in encouraging ths. Heightened 

awareness occurs when the old is seen in a new way. If the experience of heightened 

awareness is central to the experience of 'tension of intimacy', then a relationship 

between this and the emergence of new knowledge is indicated. Earlier in the thesis I 

drew on Malone and Malone's (1987:271) claim that creativitylheightened awareness 

emerges because the experience of the object (in this case the juxtaposition of the stage 

action and the real world existence in the mind of the spectator or participant) recedes in 

consciousness as the experience of the object (response to the juxtaposition) is 

heightened in awareness. In conclusioii I suggest that this process can occur without the 

participant or spectator seeing the old in a new way. Such an experience can either 

affirm or challenge prior beliefs. The emergence of new knowledge might rely on the 

simultaneous and continued experience of systemic detachment andlor the inability of 

the dominant ideology to answer the question raised in the process'. For this reason 

strateges which encourage such a response potentially offer the experience of intimacy. 

Based on this, I conclude iitat 'tension of intimacy' is created when jxtrticipants and 

spectators experience: 

1. a feeling of invigoration or animation as they respond to a contrast between the 

stage action and their real world existence (and) 

1 Fugard (see O'Toole, 1992: 169) made a similar suggestion regarding the potential of metaxis. 
325 



2. reduced conscious focus on the stage action and heightened awareness of tfieir 

response to the juxtaposition experienced (and) 

3. challenge, rather than affirmation, of earlier assumptions and beliefs. 

I also conclude that trust, perceptions of integrity (in the action and personal response to 

it) and playful engagement are prerequisites for this experience. Structures and 

strategies that encourage such a response offer the possibility of 'tension of intimacy' 

being experienced. 



APPENDIX TEN - CONCEPT WEBS 

The Second Concept Web 

Combining Ideas From The Concept Web 
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earth as a small ball 
conquering 
,dust 
, ashes I &rave I d w t  
leaping weightless 

Gravestones - Wall 
flowers 

Shy heroes - strewn 
vases of flowers 

wall flowers - 
strewn vases of 
flowers 
moon - metronome 

umbilical cords - 
wall flowers 

conquering - dust 

moon - womb 

, paddedsuits 
mother ship as womb 

umbilical cords 
male astronauts 

waiting - always - for death - silent vigil at a dance - by a grave 
cold - grey - unused - unwanted - forgotten - forlorn - over grown 
deteriorating - always; belonging to someone else who cares in a distant way; 
dressed - embroidered - decorated - to be looked at - to be remembered; 
inscribed - with life - with words - with lines - with nunom - with gossip 

reluctant - spilled - both spilled - blood and water spilled - left over limbs - 
hanging - lying limp - the stem lies as though reaching for a pool of water 
nearby but out of reach - the hero reaching out and reaching back - not wanting 
to be in this space - colours of glory spilt and fading - going only backwards, 
down, toward death - knowing there is no tomorrow 
discarded - unwanted - fading - fading colours - wilting petals - scattered in 
m g e  abandoned bundles 

regular rhythms - cycles of actions - now and then - then and now - steady - 
constant - reliable - controlled and controlling 
what ties us to morality, to the wall, to the waiting - feeling tied to societal 
expectations of us as the wall tells us to wait - succour - sustenance in our 
preparation - without nurture - without hope - you can't go back; strangled by 
the rules - the expectations; nurturing babies - life line - life line to other wall 
flowers 
force - scattering - crumbling death - dust - ashes; ruling owning - possessing - 
owning land - owning dust; particles - the particles together making the whole 
light - gentle - guiding - nurturing - silvery; round; both to be conquered by 
science; different shapes - swelling - pride 

hidden - soldiers uniforms 
spilling from the 
womb, eagerly out 
to the world 

beating pulsating 
rhythrmc 
controlling 

metronomes 

broken 
their wives 
ruling 

women worrying 



A Third Concept Web 

A Fourth Concept Web 
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( :, I attached to spaceships - attached I the umbilical cord I air supply - food supply - severed - 
to the moon =r ( joined - pulsing - twirling I 2 I conquering space and science 1 flags ( nationalism, nationalistic fewour, 

potential for pain 

hiding pain behind 
her drive 

the joker 

the centre of their 
world 

I I isolation, rejection I 

A Fifth Concept Web 

jokes - quips - practical jokes 

challenges 
o r p s e r  
energy 

i~lsmaity 

fear 

enthusiasm 
naive 

gullible 
love 
feeling desperately alone 

the thrill of the risk 
did you hear the one about ... ? 
why did they check instead of 
feeling 
physical - but not emotional 

always increasing, never ceasing, 
on a curve upward 
security blankets - keys - safe 
enclosed spaces 
nothing but the texture 

a novice 
the world is perfect if you don't 
think about it 
trusting - believing 
her brother 
unable to talk at a real level 

' a 
2 

9 ' 

mechanical 
regular rhythm 
metal I cold 

, rules 
can we control it? ( being controlled and controlling 1 parents - boyfmends -teachers 
whose rhythm 
hard 
centre 
power and control 
heart 



A Sikth Concept Web 

Group Devised Concept Webs 

A// Concepts for The First Level - Metronomes 



Group Devised Concept Webs 

All Concepts for The First Level - Umbilical Cords 

Group Devised Concept Webs 

Common Concepts Taken To Two Levels 

Scissors 
Dependence 
Pregnancy 
Link 
Birth 

- 

Soul 
Hospital 
After Birth 
Life 
Scar 
Mother 
Pain 
White 
Breath 
Abortion 
Life-line 

- chords - score - conservatorium - legends - singing - cd's - HMV - 

Joy 
Bond 
Death 
Tube 
Womb 
Tiny 
Family 
Long 
Food 
Wet 
Blood 
Burst 
Bungy Cord 
Blue Baby 
StmguIation 

Baby 
CIulture 
Inside 
SevereICut 
Start - - - - - - 

Cling 
Innocence 
Love 
Curiosity 
Large Tummy 
Connection 
Drugs 
Belly Button 
Survival 
Yank 

Doctor 
Purple 
Pegs 
Doctors 
Relief 

PPP~ 

Nourishment 
Toxins 
Food 
Nutrition 
Nine Months 
Babies 
Women 
Comedy 
Sterile 
Hose-like 



Group Devised Concept Webs 

Combined Concepts Taken to Two Levels 



APPENDIX ELEVEN 

FRAME TASKS 

Frame Two 

Scene title: 

What the scene must accomplish: 

How the scene might be 

accomplished 

Frame Three (b) 

Sitting In My Bedroom With The Door Shut Tight 

Reveal the private feelings of the girls. 

Use of monologue and private but shared ritual, which 

draws on and reflects a concept fiom the concept maps. 

LoGk them into their individual spaces. 

Scene title: 

What the scene must accomplish: 

How the scene might be 

accomplished: 

She's my mother1 She's my daughter 

reveavmark the relationship of each mother and 

daughter 

A contrast in what is said and how it is said with the 

sense of disjunction highlighted through the use of 

music. Attempting to enterlbeing refused entry to each 

other's private spaces. 

Later added - The monologue should reveal the private feelings of the girls. It should 

indicate a sense of the individual and a sense of the time and place. The ritual of hair 

brushing should indicate shared unspoken/ unacknowledged commonality which controls 

you. 

Frame Three 

Scene title: 

What the scene must accomplish: 

How the scene might be 

accomplished 

My Life Is A Cliche 

reveal the private and unspoken feelings of the mothers 

A ritual of housework which locks them into their roles 

but at the same time expresses their dissatisfaction 

with that position and which draws on a concept fiom 

the concept maps. Incorporate the metronome. Lock 

them into their individual spaces. Explore the use of 

cliche. 

Later added: to show both a sense of connection and of diversitylsilence - play with working 

to and fighting the metronome. 



Frame Four 

Scene title: 

What the scene must accomplish: 

How the scene might be 

accomplished 

Dreams Realised 

To show the girls are in a band and believe they are 

going to get the gig. To reveal who, what, where, 

when, why including that they are 1611 7 year old 

school girls, that it is 1969, that they believe in the 

fbture of the band, that science has put men on the 

moon and sent men to war, that the girls are rebellious 

against war and against society, that there is discomfort 

in their relationship with their parents. 

A rehearsal in the girls' shared space. Include a concept 

fiom the concept maps as symbol. 

Frame Five 

Scene title: 

What the scene must accomplish: 

How the scene might be 

accomplished: 

It's Not Easy To Be A Wife And Mother 

The scene must reveal that you plan to say no to the 

girls about the gig and reveal something about the 

mothers and how they are caught in this world of 

trying to do the right thing by their daughters but 

perhaps for the wrong reasons or in the wrong way. 

Mothers in the tuck-shop - ritualised and made absurd. 

Symbol to be incorporated - the moon. Pick one 

additional concept from the concept map to 

incorporate. Spatial concern - a shared space. 

Later - this was not working for the group. Several suggestions were given as to how the 

aim might be accomplished. It was suggested they might try to accomplish their aims by 

using monologue with the mothers nervously rehearsing how they might break the news to 

the daughters. They could choose to be either over the top "nice" or over the top "horrible" 

as they did this. A hrther suggestion was to use children's playground rhymes to reveal 

their answers to the daughters. At this stage the actors were struggling with the "idea of the 

mothers" and with their use of form. Their task ultimately became to create the shortest 

possible scene they could to achieve their purpose. 



Frame Six 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Breaking The News 

The most awkward way your character (the 

mother) might reasonably approach the task 

of breaking the news with the most 

misunderstanding response the daughter can 

fathom. 

A ritual of a dress fitting. Explore stylised 

forms and perhaps discordant conversations. 

Draw on a concept from the concept web. 

Spatial concern - feeling like a stranger in 

somebody else's space. 

J 

Frame Seven 

Frame Eight 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Mothers Don't Care 

The girls together showing their private, 

personal reaction - an individual rebellious 

thing with the action disrupted by the 

mothers' entrances. 

Use of music of the era juxtaposed against 

the notion of child's tantrum. Incorporate at 

least one concept from the concept map. 

Use private spaces. 

I Had No Choice 

Bring some depth to the mothers and show 

their private reasons for saying no. 

private soliloquies/ monologues drawing on 

a concept from the concept map. Mothers in 

their private spaces. 



Frame Nine 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Frame Ten 

Time For Revenge 

A link from the past to the W e  and 

revealing the girls individual attitudes to 

their mothers and to their mother's power 

over them. 

Using the notion of practical joke. Girls in 

their private spaces. Juxtapose music of the 

era to produce a sense of contrast. 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Frame Eleven 

Mother's Memories 

Originally the idea was to show that the 

mothers hadlhave tantrums too. The mothers 

own dreams and memories at their daughter's 

ages ending in their memories of wanting 

revenge for something. 

The use of playground games and nursery 

rhymes made absurd. Use a concept from the 

concept map. 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Planning Revenge 

A sense of future -that the extreme jokes of 

revenge become real plans for revenge. 

Girls in the shared space. Use music of the 

era to highlight or contrast. 



Frame Twelve 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Frame Thirteen 

Daughters Don't Listen 

To show the girls together and angry. To 

show their mothers need to explain and 

communicate. To show the girls refusal to 

listen to their mothers. 

A sense of commonality in individual couple 

scenes where the mothers attempt to 

intrude/enter the daughter's private space. 

The use of music or a concept from the 

concept map to highlight the disjunction. 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Frame Fourteen 

Protest 

The mothers enjoying the dance, the 

daughters rejecting the dance highlighting 

the separation of the two. Showing all trying 

to share a public space. Conclude the frame 

with the mothers reaction to the protest 

action. 

Use a concept from the concept maps 

(perhaps the notion of wallflowers). 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Public Knowledge 

Reveal to the audience that the girls have 

been arrested and hint at the action they took 

in the previous scene. 

Newsreel of arrest - slides of naked girls 



Frame Fifteen 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Frame Sixteen 

Girls in Jail 

Reveal the daughters in private spaces within 

a communal space. Reveal their feelings of 

anger, resentment moving to fear and 

trepidation. 

Use of music or colloquial expression. Draw 

on concept from the concept web. 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Frame Seventeen 

Doesn't Mamr 

The mothers attempting to share a public 

space together. The mothers caught between 

publicly acknowledging their true feelings 

and denying them. 

A ritualised activity of the mothers gathering 

and packing their daughters clothes. 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Frame Eighteen 

We've Got To Get Out Of This Place 

A sense of connection between the girls 

through their shared realisation of the 

implications of their action. 

Use music and visual imagery. 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Mothers Waiting 

The mothers sharing a shared public space. 

A sense of openness and connection between 

the women. 

Through a ritual of waiting. 



Frame Nineteen 

Scene title: 

What the scene must accomplish: 

How the scene might be accomplished: 

Communication 

a sense of connection between the daughters 

and mothers - a time of knowledge 

sharing each other's rituals - drawing on 

concepts from map and images of 

metronomes and moons etc 



APPENDIX TWELVE 

Recreated Frame Eight 

The lights come up on the FIVE MOTHERS on stage - each in their private space. Each 

presents an image of bitterness that turns to weariness as the h m e  progresses. (N.B. The 

MOTHERS should not mimic the actions contained in the lyrics). DAUGHTERS continue their 

bitterness as they sing the refrains (voice off). 

SOLO (VOICE OFF): Wednesday evening at six o'clock as the day ends 

Silently kicking her shoes to the door 

Wishing that life had offered her more 

She goes downstairs to the kitchen clutching her handkerchief 

Quietly making a pot of tea 

Remembering a time when she was free 

DAUGHTERS (OFF): She 

MOTHERS: I gave her most of my life 

Sacrificed most of my life 

DAUGHTERS (OFF): Her 

MOTHER 5: I gave her everything money could buy 

MOTHER I: She's leaving home after living alone for so many years 

SOLO VOICE OFF: Mother sighs as she remembers her dreams 

looks at the housework waiting there 

always alone in the mess that she's made 

she breaks down and cries to her daughter 

The MOTHERS look up surprised. 

MOTHERS: Where's my baby gone? 

MOTHER 2: Why would she treat me so thoughtlessly? 

MOTHER 3: How could she do this to me? 

MOTHER 4: She 

MOTHERS: I never thought of myself 

Never a thought for myself 

MOTHER 4: Her 

MOTHER 2: I struggled all of my life to get by 

ALL: I'm left on my own 

After living alone for so many years 



DAUGHTTRS: Bye bye 

(VOICE OFF) 

SOLO (VOICE OFF): Friday evening at nine o'clock they are far away 

Still planning the life of the child that they love 

Waiting for her to come home 

MOTHER 4: She 

MOTHERS: What did we do that was wrong? 

MOTHER 4: Is having 

MOTHERS: We didn't know it was wrong 

MOTHER 4: Fun 

MOTHERS: Fun is the one thing that money can't buy 

Something inside that was always denied 

MOTHER 1: For so many years 

MOTHERS 2,3 &5 look at MOTHER 1. 

MOTHER 4: Bye Bye. 

Blackout. 



APPENDIX THIRTEEN 

Recreated Frame Ten: Mother's Dreams 

Each of the MOTHERS sits or stands in her private space on stage. The lights should have a 

dream-like quality - at fust gentle but becoming more like a nightmare as the fi-ame progresses. 

MOTHER 4 stands facing the audience directly clutching a Bex powder. MOTHER 5 sits in her 

daughter's room lovingly holding an old wind up music box. MOTHERS 1,2 and 3 sit facing 

the audience directly. There is a parcel near MOTHER 3. 

MOTHER 5 winds the music box and lifts the lid. She watches with pleasure as the music plays 

and a small ballerina turns. The music box continues to play softly under. 

MOTHER 2: I had a dream last night. A glorious wonderful dream. I was proud. Tall. 

Magnificent.. . My mother was in my dream. I seemed to be running. I 

was in a race - m i n g  a race and the crowd was cheering - loud 

cheering and there was one voice - my mother's voice - louder than all 

the rest. Congratulating me. Telling me I was clever. Me clever. Yes 
* 

clever. Wanting me to be clever. Urging me on. hcouraging me. She 

kept encouraging me. And I was running, racing. Racing in my dream. I 

look up. I've won. I look at the cheering crowd. I see her, my mother 

cheering for me. My mother in my dream. She walks towards me. 

Kisses me. Hands me a prize. 

MOTHERS 3 picks up a parcel and clutches it. 

MOTHER 3: An empty parcel. 

The music box stops. MOTHER 5 clutches it. MOTHER 3 begins to sing Onward Christim 

Soldier softly and with a vacant determination under the following. 

MOTHER 1: In my dream I was standing here. On the steps. I had a suitcase in my 

hand. One suitcase. My life in a suitcase. Firm grip. I walked through 

the front door. Scared. Cold. My own fear. Sweat dripping. She was 

there. My daughter in my dream. She urged me on - beckoned. I 

stepped forward. Heavy wooden feet. Dragging forward. Suitcase. Hard. 

Cold. Heavy. Leaden weight. I &ced the door and I pushed and it 

opened. Easily. It opened easily. And I turned to her. She smiled. Large 

innocent eyes beckoned me forward. I looked back to the room and 

smelt its coldness. I turned. She kept begging. Her eyes begging me. I 

owe her so much. For her. For her I step out the door. But I'm not 



outside. There is no outside. I'm in another room. The room and the 
I 

walls begin to move. Are moving. Writhing colours. Carpets. Colours. 

Walls writhing make. Moving towards me. All of them coming to me, 

at me, wantmg me. 

The singing stops. Throughout the following MOTHER 1 continues with the voices of 

MOTHERS 2,3 and 5 echoing over. 

MOTHER 1 : I'm scared. I sweat. I can hear my heart. My head pounds, pounding. 

And then there are people. The room is 111 of people. Groups of people. 

Friends. They are together drinking, smiling. Happy. And I step toward 

them and they leer at me. 

MOTHERS 2,3 &5: leer at me. 

MOTHER 1: Grow grotesque, Faces distorted. Not smiling - leering. They grow 

huge, engulf me 

MOTHERS 2,3 &5 : engulf me 

MOTHER 1: Touch me - and they are snakes. The feel. I look back to her. Her smile 

is fading -the snakes are moving towards her. Her eyes. Her beautifi.11 

MOTHERS 2,3 625: 

MOTHER 1: 

MOTHERS 2,3 &5: 

MOTHER 1: 

MOTHERS 2,3 &5: 

MOTHER I: 

MOTHERS 2,3 &5: 

MOTHER I: 

MOTHERS 2,3 625: 

MOTHER I: 

MOTHERS 2,3 &5: 

MOTHER I: 

eyes. They are eating her. 

eating me 

The people are eating her. She is reaching her hand towards me and I 

reach my hand towards her but I can't reach. 

can't 

and I look down at my hand and it is gone. 

gone 

A half a m  stretches toward her and I shrink, shrivel, fade. 

fade 

My pounding heart. My fear. 

fear 

And then I hear your voice. It sounds strong, warm. 

cold 

You are my child yet you are like my mother in this dream. Guiding me. 

Tell them, you say. Tell them. Do it. Do it. I open my mouth. I want to 

call out - go away 

MOTHERS 2,3 &5: go away 

MOTHER 1: go away- leave me. 

MOTHERS 2,3 &5: leave me 



MOTHER 1: A snake slides inside my mouth, inside me. It curls around my neck - 
inside my neck. My head throbs. 

MOTHERS 2,3 &5: throbs 

MOTHER 1: Throbs, pounds with snake strangle. The people. The party people 

fhding in, fbding out. 

MOTHERS 2,3 &5: &ding 

MOTHER 1: They start to throw their food at me. I feel it. I feel the pounding, the 

wetness, the ache. 

Silence. 

MOTHER 4 swallows the Bex powder she has clutched throughout. 

MOTHER 4: Have a nice day. Come again soon. 

Black out. 



APPENDIX FOURTEEN 

SPECTATOR AND PARTICIPANT RESPONSES 

SPECTATOR RESPONSES: General Comments 

Spectator One: I remember firstly the social circumstances - a really pleasant night out. That's 

the first thing I'd say about it; as an expeeence of theatre where I wasn't directly involved with it 

in anyway. I just enjoyed the evening, the total evening, particularly with the catering that you 

provided and those things were important; just the general vibe of the place in the way it was all 

working was terrific. 

Spectator One: I was really aware that a large number of the audience were relatives and 

friends of the cast and that seemed to add to the experience rather than in any way reduce it 

because the nature of the piece of theatre was a very intimate statement by the cast about their 

own lives and I felt the impact on the audience was just that - here are our young people that we 

know and care about making an intimate statement about their lives and about the way they 

perceive us, particularly the mothers, but also the fkthers. And it was all taken very well and it 

seemed to me the whole experience made the audience feel warm; it made them feel very 

thoughtful and certainly the atmosphere at the end of the show, it was really, it was a fwling 

that everyone had participated in a very worthwhile experience and that's something that I can't 

say about a lot of student theatre that I've seen. A lot of it the audience are there and they're 

feeling a little bit anxious about the cast and trying to help them along or hoping that their 

pafiicular person in the cast won't make a mistake or look silly or be too embarrassed and there 

are other emotions which are very self conscious of the theatre as a piece of theatre and that 

these young people are stretching themselves and finding they couldn't. There wasn't that 

feeling at all. Which is my next point I suppose, about the cast, which is that they were, whilst 

the play didn't demand a lot of capital "A" acting, or a lot of range, it did demand integrity and 

the whole cast seemed to show that right through the performance. I can't think of anything that 

came over as phoney in anyway and that's unusual too because young people with very little 

skilis, in my experience anyway, find it very difficult to handle emotional material without 

trying to capital "A" act, which they're not trained to do and usually they can't handle. 

Spectator One: The play itself, my recollection of it is as a series of related but disconnected in 

many ways, vignettes, probably about a dozen or so I think, maybe 20, all focused on the 

relationship of daughter and mother. 



Spectator Three: I remember the format, the lighting, the two person fimilies, mothers and 

daughters. I remember the music. It stands out in my mind. It was about the sixties or the early 

seventies and it was about changing societies and personal interactions in families I suppose. 

Between parents and daughters, mothers and daughters particularly. 

FRAME ONE - The play opened with an image of white lines, white gloves and the music 

of Stanley Clarke. Did you have any response to this opening? What was your response to 

the opening? What impact did your own response have on you in terms of going forward 

with the work? 

Spectator Three: Don't recall particularly. I do remember Stanley Clarke's music. 

Spectator Four: I thought artistically it was interesting, I thought visually it was a good way to 

get the audience's attention but in terms ofwhat it was symbolically saying to me - no. 

Spectator One: I remember this as being a very imaginative beginning which could very easily 

have been self conscious and over stated and it wasn't and I remember feeling relief that that 

was the case. The sort of umbilical cord symbolism that was there wasn't overstated; we didn't 

have our noses rubbed in it and aesthetically it was very pleasing. The music worked and met 

the cast in a sort of a way. 

Spectator Two: It was very good. 1 think it set the mood right fiom the beginning of the play - 
oh right this is going to be serious not a comedy but it ended up there was a lot of comedy in it 

although it was serious. From what I saw I thought it was good because it established what it 

was going to be about. 

Response to thoughts of projecting images of conquer and power and control 

over the top? 

Spectator One: I think it may, right at the beginning where we don't have any kind of context to 

shuffle images like that, our task as audience would be more to try to remember them as we saw 

things, as they brought up resonances later. As such that would have added an intellectual task 

but I don't know, I'm not sure that that would have worked as well as what you had left alone. It 

might have just looked too clever for us. 



FRAMES 213 - What meaning did you make of the second scene, (the girls' monologues 
l 

and the mothers folding tea towels and a brief interaction)? Was the fictional context 

introduced to you? Did you have a sense of the time and the place and who aod what the 

play might have been about? What presumptions did you make about the content to 

follow at this stage? 

Spectator Three: I think I understood when it might have been happening more from the 

context of the discussions but I don't know whether that was at that stage or not. It might have 

been specific time references that were raised at or before then which put it in a context for me. 

I knew when it was going to be set before the show. 

Spectator Three: I don't think I made presumptions. I suppose I did. It was obviously about the 

interrelations in the family or the times and the family or the person, the daughter - by dialogue 

the &mily but by actualitythe mother who was the representative of the family but it mentioned 

fathers and other siblings on occasions. 

Spectator Four - As ex staff member here you are constantly looking at the quality of acting of 

the students, you understand the constraints that the staff work under in terms of time and so on 

and you're also aware that it's a group devised piece and that the students have obviously 

expressed an interest in this area and have something they want to say and so you're carrying all 

of that baggage around with you as you're watching the show. So you're not an innocent in 

terms of a viewer. So while you're watching any particular scene you're thinking, oh gee, this is 

a good batch of students. You're carrying that around. 

Penny: Did you move beyond that at all? 

Spectator Four: Yes I did. There were some soliloquies which had something to say and others 

which didn't. Now in terms of which ones had something to say to me as audience, it was the 

girl in the jack boots who was the rebel, who wanted to join the communist party and I'd say 

that the reason she touched me most was because of all the girls she was the one most like me. I 

can't remember her mother - vacant - didn't resonate because I didn't have a vacant mother. 

Even though I might not have been much like her, she was the one I identified with most in that 

60's 70's context. Yes -the scene did clearly set up the time for me. 



Spectator One: It served its purposes. It introduced the girls and the girl-mother relationships. 

That took a while to work out. I remember thinking there was plenty for me to do as an 

audience member just to say, oh yes, that's what we're confronting here. Trying to identify 

whether you were presenting us with stereotypes or whether we've got more naturalistic kind 

of.. at that point we're still trylug to work out genre and sink in to whatever it is and we're not 

sure because we've moved straight into another genre straight away anyhow. And at that point 

you're really thinking about how will this cast cope with what's demanded of them and they 

were coping fine but I was concentrating on that. It did capture the style but it also left a lot of 

questions open as it intended to do. The style was semi naturalistic rather than deeply 

stereotyped. I felt more comfortable just because it was easier to manage in my head, when you 

did have a stereotype there which was the fht girl, not that she was a stereotype. Well she was in 

a way. She was played very tightly and played very well, and seeing an actor do that and do it 

well and do it comfortably was very reassuring to an audience. This person's going to offer us 

something and we can relax and enjoy their work without worrying about whether they are 

going to trip over the furniture or worry about - she did a couple of things in that opening 

sequence which were quite gauche and she carried them off - the first thing was this really is a 

fat girl making fun of her own figure and are we allowed to laugh at that? And she managed to 

reassure us that we could and that she was very robust in the way she handled that.. . very, very 

nice work. And so that helped me and that stuck in my mind as very strong and also gave me 

permission to relate to the others. She stuck in my mind as the strongest. There were others - a 

very slim girl - in the army pants (Daughter Four), and Daughter One. There was a nice slightly 

neurotic feel about (Daughter Five's) character that worked and a kind of very sincere strength.. . 

and Daughter Three also worked. The other one I can't remember very well. She doesn't stick 

out in my mind. That sequence worked - but there were times when the actual monologues - I 
don't remember all the monologues but I remember they handled them quite well and I 

remember feeling at the time that this genre is very much in the genre of the dramatic 

monologue of the 1930ts, the Joyce Grenfell sort of stuff. In some ways, they could have had 

that quality but that's very difficult stuff to do, to hold an audience in some of the monologues. 

They were quite long and they worked but they wouldn't have wanted to be any longer. 

Spectator Two: It was establishing each character for me and the repetition Iinked each one and 

you could see it as related. I thought it would be more like that. Like I thought the play would 

continue on like that and it wasn't going to have that much of a story line. Ok this will be 

individual stories with that link but then it did have a story. I liked that. I didn't expect it to be a 

linked story like that. I thought it was going to be linked by theme but not story. 



ERAMES 213 - When watching this frame, did you start to wonder about the individual 

stories of the girls or was your attention shifted in another direction? Would you say you 

were focused towards considering any dramatic question at this point? Did you wonder 

about the meaning of it as it related to you at all? 

Spectator One: I was much more comfortable with allowing the essence of it all to wash over 

than tryrng to follow an individual story. It was really the totality of the piece of theatre that was 

interesting. Ok, wePve got five disconnected scenarios here, be they friends or whatever they are. 

This things got a while to run. We're obviously going to go a bit deeper into their lives and their 

relationships with their mothers. I wonder how this is all going to thread together. For me it was 

more an intellectual challenge - but a pleasant one. 

Spectator Three: None that I specifically recall. The girls were a11 pretty similar in essence 

rather than actualm but the mothers were different social classes and these were apparent. They 

didn't remind me of anyone specifically. I think they were bits and pieces of different people but 

I think they were moderately exaggerated in essence and that precluded it to a degree from 

being any particular person. I guess the breadth of exaggeration of their character or their 

particular eccentricities. 

Spectator Four: Yes I followed her (Daughter Four's) story more closely but I have to say I 

thought she was one of the better actors as well which made my ability to respond to her story 

easier. If their betrayal of emotions and context is sound - dramatically good, then your abiltty 

to go with her story is easier because you're not being always confronted with other. For 

example the girl in the crochet top. The largish girl who had the very small mother and the fact 

that the girl looked so much older than the mother - all of that. The girl herself I thought was a 

very poor actor and although their story was interesting I couldn't relate or in any way respond 

or have any interest in following her story throughout. The girl in the jack boots . . . but there was 

another girl as well and she's not as strong in my visual memory so she's obviously not as 

important to me.. . 

Penny - Did you wonder about the story or the issues at this point in time? 



130 Spectator Four: Neither of those. I was wondering is this going to be a narrative or is this 

13 1 going to be a collage. Es there going to be a story rather than what's the story going to be about? 

132 Are these people ever going to come together at any point in time, I guess I was thinking. 

133 Spectator Two: I was wondering about the one where the mother was abused. I wanted to know 

134 more of her story. The rebel one. I wanted to know why she was rebelling so much. 

FRAMES 4 - Did the scene where the girls rehearsed and then performed, further 

create the time period for you? Did you feel this frame allowed you to get to 

know the individual girls further? Would you say your major interest became in a 

future projection - in what is going to happen to these girls or was it something 

else? 

Spectator Three: I was more interested in specific characters -the fat one who was the 

dominant one 1 guess.. . the blonde piece on the right hand side of the stage who reminded me 

of someone, the one in the army pants, the more radical of the lot. I responded to the dominance 

of the fat lady and the specific characteristics of the other girl reminded me of someone. There 

were a couple of other girls who were interesting -the one who's father was a mayor; there was 

interest in her because she was different to the others. 

Spectator Four - I knew it was going to be a story somewhere before the rehearsal - but as a 

story it didn't grab me until they got arrested. I was interested in the play before then. I'm 

differentiating here between the play and the narrative. As a story - it didn't interest me as a 

story. I was more looking at the technical aspects and the individual threads. As a group 

narrative of all the crossing of their lives it didn't really get to me until the point where they 

were arrested. From that point it made a rapid - it rapidly shifted into concluding stages - I 
probably would have liked it to hook in earlier. 

Spectator One: I don't know that I felt this was completely clear what was going on but I was 

comfortable that they knew what they were doing and I that all would become clear as the plot 

moved on. It was like here are a couple of images, make of them what you can, it will become 

clearer later and it did become clearer later. There was very much the feel of the time -the 

1960's stuff. The idea that these kids were rehearsing for a band together or whether it was the 

cast now telling us that this show is going to be telling us about relationships in the sixties and 



so we are going to reflect on what we think our parents went through. More the latter I think. I 

don't think I really connected with the plot line at all. 

Penny: Is this because it is student theatre? If you saw this in the theatre would you be thinking 

this at all? 

Spectator One: No. I wouldn't. It's very tied to the context of the piece being student theatre 

and rightly so. I think it's very important that that link is made. It opened up a very didactic style 

fiom the cast to us, as audience. It said we are going to talk to you and not be afraid to do so 

rather than there's an invisible sheet of glass here. There's an imaginary television set where we 

are unaffected by what you do or think. There was a relationship between me as spectator and 

them and because of that the idea of them being in a band wasn't so strong. They were saying 

we are a band. The main feeling I had here was that they were enjoying themselves. Yeah. Good 

stuff. I was staying in the moment very much so because the monologues preceding it set up an 

expectation of sets of vignettes of various sorts. Ok we had a monologue, now we've got a 

song. It could have taken any direction at that point. It looked very much as though the thing, no 

I guess the structure it did have - short linked episodes without necessarily having a through line 

of plot. I was surprised later that the through line of the plot was so strong. Oh yeah I see, we've 

actually got a story going here. I was happy when I saw the story but it didn't wony me if it 

wasn't there but certainly after half an hour you did want something structurally more. More 

than just a sequence of linked set pieces. The feeling of a narrative running was welcome when 

it came but that doesn't mean the rest wasn't enjoyable. The cast weren't holding me sufficiently 

to have no narrative. I think the situation where the cast can hold you without a narrative form.. 

I just think the thing about narrative form, about story is that you have expectations that these 

events are going to lead to something and if it's not a narrative these events are to be accepted in 

the moment for what they are therefore you are released from the narrative shackles and you can 

really appreciate the detail that's going on at the moment because you're not worried about it - 
that always happens when you get an actor hlly in control of what they are doing. For me, it's 

like music. It's when you reach those nice aesthetic moments that you have that you really don't 

care where it's coming fiom or where it's going, you're just away with it and that to me is great 

theatre when that happens and yes I think you can sustain great theatre without narrative form 

but you've got to be good. 



Spectator Two: It did but it was more so the clothing and the things they were talking about. 

The subject matter they talked about - their favourite bands and stuff really gave me the time but 

what they sang could have been anytune. 

FRAME 4 - In response to seeing the girls in the band rehearsal and seeing their 

relationships together at this point, were you more interested in following and finding out 

about an individual within the group, or the band as a group or something else? Were any 

questions raised for you about the lives of these girls at this point knowing what you had 

previously seen and what you were seeing here? 

Spectator Three: I think there was some comparisons. I think it was probably reminiscent of 

the time and to me it was just setting a context. For me they were just saying we're in a band and 

letting us see some of the things going on at the time. I think it was pretty obvious there would 

be some confrontation going to occur and I was just waiting for it to happen and I presumed it 

would be the typical leaving home thing which it wasn't. 

Spectator Two: Yeah. Yeah It definitely helped me know them as characters but what I wanted 

to know was how on earth did they become friends because they were all completely different 

people. There were no similarities at all so I wondered how did you lot make a band up. Once it 

became one story I was interested in what their story became about together. As the play was 

going here, I was asking questions and having them answered as I went along but at the end I 

wanted to know what happened. Why were some going off. I wanted to know with the girl who 

was going away where she was going and why. I knew why. I knew she had to get away but I 

wanted to know where she was going. The end it was left up in the air what happened to some 

of the girls and I wanted to know. It was good to have the questions but I always sit there 

wondering ok and then what happened. 

FRAME FIVE - When the mothers gathered at the back of the stage to make their 

announcement that they would soon make an announcement about the audition, did you 

make any presumptions about what the outcome would be? Was your attention directed 

towards this or directed towards something else? 

Spectator Three: When I knew they were there, I knew it was going to happen because there 

was reference to it but I don't really understand why and I didn't at the time; why the mothers 

would be making that decision at any time let alone the specific time. I don't imagine all of them 



would have shown such a lack of support and I don't understand why they did. I don't even think 

they'd heard the kids play or knew what they were going to play. 

Spectator Four: I wasn't really interested in the story enough at that point to really care how 

they handled it. I was interested in the individual relationships I was seeing. The narrative 

wasn't important. 

Spectator One: PTA sort of meeting, sort of style. It may have been at that point that I realized 

there was some narrative sort of happening. I'm not into it enough, not that I'm not enjoying it, 

but I'm not into it enough to make judgements about where the narrative might head. I don't 

remember it as being highly significant. I don't know why. 

Spectator Two: The way the mothers were established that they really didn't want the girls to 

be performing anyway, I knew that the girls wouldn't get the gig. Also the way that Mother Two 

was so patronising. 

FRAME SIX - When each of the daughters approached her mother to find out what 

decision had been made, we knew fairly soon that each of them was going to say no. As 

you watched each new couple interact in this scene, did you then think oh no here we go 

again or  did you wonder about how they were going to break the news or  did you have a 

different reaction? Do you think you were more interested in the here and now of how 

they would break the news or were you wondering about what would happen next? Did 

you find this scene amusing? If you did, did this have any impact on how you responded to 

the scene? 

Spectator One: Each stood on its own as a vignette and each vignette had a narrative. There 

were five to get through and they all added up in the end to a larger story about these five kids 

and the difficulty they were having each with individual mothers and the collective group of 

mothers. It took me a few sentences to say what it was so there was a very complex thing going 

on there. I was once again more interested in each little vignette as a separate little sub-story. I 

remember thinking, vaguely recall thinking, how can these mothers all be making a decision 

like that? Why mothers? And just feeling the practicalities of the overall story were being left 

vague for me. Almost as though I was being told not to worry too much about that. So I 

accepted that and tried to concentrate on the vignettes of the characters and their relationships. 

It could have become boring. It was close to the wire but it didn't actually. It only needed one of 



the actors to drop the role, hold an inordinately long pause but as it happened it didn't happen. 

The timing was critical. The whole piece depended very much on timing. All of it. A lot of it 

was ths  verbal flow that kept it rolling. I found little bits amusing. It was like ah yeah -the 

pinning of the dress and so forth and also just from a male point of view and having a 

recollection of my own childhood and my mother doing that for my sister and thinking that yeah 

- I guess that is what it is like for a girl - or was like. It did make me think back to my own 

childhood. I have to say there that my own experience as an adolescent and growing up in the 

family that I did wasn't altogether pleasant for me and my own relationship with my mother was 

quite problematic in many ways and I've always seen that as, not that I've got a problem, but it's 

an area where I don't &el I've had the sort of experience that most other people have had if that 

makes sense. There was a bit of a resonance in those mums but they were actually underplaying 

my mother. She was almost an Edna Everage character. In fact a lot of Edna's stuff was her you 

know and she rather doted on her two daughters and rejected me. And I always had a sense of 

alienation right through - made it very difficult - I don't know. I had that reaction of, ah yes, 

girls must feel like that, feeling like I had an almost not abnormal life but feeling that people 

wouldn't understand me giving an account of my own childhood and laughed at it. However 

seeing some of those things happening actually made me feel easier about my childhood - 
normal, yes that's right. That's just the thing that they do. It's not something that's particularly 

unusual. I've never thought that before. It wasn't the focus for me of the show. What was more 

important for the show was the general relationship with the audience. For me personally it 

didn't dig in and challenge anything or make me go away and think. Hang on. There have been 

resonances crop up. Damn. No. It's gone. I can recall having on two or three occasions after that 

show, just recalling things out of it but I can't remember what it was now but thinking oh yeah. 

So I've had that experience. So it's not far from recollection and what ever it was I've resolved 

and sorted out but it was that.. . more a recognition of something that I've never thought of or 

haven't put into words or haven't been able to. Mainly about mothers and daughters but very 

much from the perspective of my own, as my own childhood shows. The play actually grazed 

that area for me but didn't really dig it up but that's ok. You'd have to write a play for me to do 

that only because the situation I was in was different. Because what's interesting now is that my 

sister has a totally different.. . that's one of the most interesting things. My sister has a totally 

different recollection of my mother to what I do .. there is.. as she talks about her she could be 

talking about someone I don't know. I do not know that woman and interesting enough the same 

is true of my father. She was very close to her mother and I also felt very close to my fhther. 

Yeah. 



Spectator Two: I liked it because it reinforced the relationships between the mother and the 

daughter. Each one was different. The reactions of the daughters were pretty much the same but 

the mothers were Werent. Mother Two's character was very, very cold whereas Daughter 

Four's mother was you know ... nice. She didn't want to do bad things but everybody else was. 

Like I was the drtzy one so I'll do it too. The same with Mother One's character. She did it 

because she thought it was best. I liked their interaction because it gave depth to the mothers. 

FRAME SIX - When each of the daughters approached her mother to find out what 

decision had been made, we knew fairly soon that each of them was going to say no. As 

you watched each new couple interact in this scene, did you then think, oh no here we go 

again, or did you wonder about how they were going to break the news or did you have a 

different reaction? Do you think you were more interested in the here and now of how 

they would break the news or were you wondering about what would happen next? Did 

you find this scene amusing? If you did, did this have any impact on how you responded to 

the scene? 

Spectator Three: I thought it was probably a reasonable situation to throw a tantrum but 1 think 

it was unreasonable that all the mothers voted against it. They were a11 a bit too similar; there 

should have been at least one who argued the case for them instead of all against them. There 

was some interest in how they told them but it was as much an interest in how they would take 

it which I knew would be fitirly likely to be not with total good grace. I knew there would be a 

confrontation about it. I can imagine teenagers being a bit upset on that basis. I think there was a 

degree of amusement, irony maybe. It wasn't played for laughs but it wasn't not played for 

laughs. I think it sort of softened the blow a bit. It had a certain lightness rather than being 

amusing. It was amusing in some respects - the woman selling things in Myers - the context in 

which it was said but I don't know if it had an affect on how I took meaning from it. 

Spectator One: No attitude formed. No not really. I don't recall feeling ... I could identify one 

mother as say a bit neurotic or over fearful or whatever but that was more identifying how she 

was rather than having an attitude towards her. 

Spectator Two: I found Mother Four's character funny and Mother Three's character funny. 

And Mother Two - it was like a strained uncomfortable funny. You realise that these kids have 

really been hurt but also there's the humour in their characterisations, in what they've said, and 

trying to make up for it as well. 



FRAME SIX -When the first mother broke the news to her daughter (the dress fitting) 

what was your attitude towards these two characters and their interaction? 

Spectator Three: I thought it was a bit exaggerated but I dare say it was meant to be. I suppose 

there are mothers and daughters who might talk like that - people who don't listen. 

Spectator Four said she did find it amusing but couldn't remember anything specifically that 

made her think this. 

Spectator Two: I'd love to know how Mother Four could have a daughter like that. What are 

you rebelling against? She's so sweet. I liked both characters. I just couldn't understand their 

relationship. Everybody else I could understand - like Daughter Two's character was completely 

alternative compared to Mother Two's straight down the line and Mother One's daughter, they 

were like more the same than anyone else. The relationship between Mother Three and 

Daughter Three was funny. Like Daughter Three was trying to live her own life but her Mum 

was always saying well you should do it like this. I could see the relationship between 

everybody else except Daughter Four and Mother Four. I guess I can imagine a daughter and a 

mother like that really. I've met mothers like Mother Four. I can understand someone going, oh I 

wish she wasn't my mum. Because Daughter Four's character was so intense it made it not as 

comic. Obviously there's something more to Mother Four's character. I thought that especially 

when she was standing there when they were really upset about knocking back the kids and she 

stood there going, thanks come again and all that. 1 realised then that she was really complex 

and I thought oh wow! 

FRAME SIX - Did you find any truth in the fat girl's mothers reactions towards her 

physicality? 

Spectator Three: I would have thought that the relationship between them was a bit too 

intimate or pleasant for that, She was either terribly two Edced or a vicious person. It was a sort 

of odd relationship. I didn't understand how she would be pumping cakes into her one minute 

and the next telling her she was fat. 

Spectator Four: The mother of the fat girl. I found her a bit inconsistent that mother and I think 

that is a good thing. I know this woman who has an overweight daughter and she is the same. 



Sometimes really concerned and denying her food and other times forcing it down her throat - 
not forcing it down her throat but allowing large amounts of it to be readily available. So I 

found her quite believable but I fbund the daughter's response not quite as believable as her 

mother's reactions. 

Spectator One: Yes I did find it truthful fiom memory. She seemed to be a good mother. She 

was coping. Yeah. Once again it was more of a stereotypical kind of recognition. Again, we 

were looking at a certain category of relationship rather than this particular relationship with its 

intricacies; it was very much smoothed off, rounded off the comers, any rough edges were 

smoothed so that it was identified as a kind of relationship and I remember having the feeling 

that in each of these different relationships, there was a tension. I don't mean a tension in the 

play but the more you kind of try to make the relationship a stereatypical or even archetypal 

relationship like this. .. We've identified five different sorts of mothering that we're going to give 

you a vignette about, that seemed to always be to some extent in conflict with the very specific 

things related to the actors and their own parents and obviously because the material had come 

fiom there and obviously been worked on but because each of the sharp bits in a relationship, 

the difficult bits in a relationship tended to be fairly unique to that relationship that particular 

one, so that one girl might have a difficulty with her mother that another doesn't and so on, that 

there is as if we got any more specific we'd lose the archetypal view and if we got any less 

specific we'd lose the tensions. I didn't realise the fat girl was padded. No I didn't. I thought she 

was that 6 t .  It was very effectively done. Very well done. And I was glad when I did find out 

that she wasn't that big for her sake and it did make me realise that a lot of what she was doing 

was very good acting rather than just being very thick in relation to her own perceptions. 

Theatre is always theatre of illusion and once you get an illusion that is that effective, then 

you're saying did I believe that about the actor, so I'm being tricked at a different level. 

FRAME SIX - What was your attitude towards the mother who left the note to let her 

daughter know that she hadn't got the gig? 

Spectator Three: I could sort of imagine it happening I guess. It was a bit insensitive. I know 

people who would do things like that. 

Spectator Four: The mother who left the note for the girl - I couldn't relate to her at all - It 
wasn't till much later that we found out she was a politician's wife - and just because she was a 



politician's wife didn't seem to be enough of a reason to abrogate her responsibility to her 

daughter and I don't think the story gave us enough insight into the mothers. 

Spectator One: Yes to the extent that I thought it was a very uncaring way of doing it but also 

the fact that she was obviously ah id .  So uncaring but forgivable. 

Spectator Two: I thought she was a bad mother. I thought if you're going to do something 

devastating you can always be there to explain yourself. 

FRAME SIX - In this frame (when the mothers told the daughter they hadn't got the gig), 

do you think your attention and concerns were more focused towards the daughters' or 

the mothers' position? Did you wonder at all why the mothers were behaving in the way 

they were? 

Spectator Three: Following that particular scene, I suspect that I was probably equally focused. 

I don't know that one takes sides but you see it unfolding in front of you and you don't take 

sides. I would have anticipated a bit more modification - bearing in mind the relationship that 

seemed to exist between all the mothers and daughters was fairly close. Even the ones that 

weren't close weren't at such odds as I thought they could be. I suppose they were 16 but to me 

they seemed more like 18 or 20 or something like that. Maybe that was just the age of the 

actors. 

Spectator Four: The mothers were caricatures and the daughters had more dimension and I 

think there was a problem with that. I thought, ok these girls are developing caricatures because 

they don't really know what we mothers are really like or what our responses are or what our 

motivations are and although there was one mother up there who outwardly appeared like my 

mother upon reflection, when I got home, I'd probably done her a disservice by thinking that my 

mother was like her because she was quite uni-dimensional. 

Spectator One: I think I was with the daughters more. I remember the question arising as I 

watched it as to whether this sort of difficulty we were witnessing was the sort of thing that 

could happen now or whether family structures have changed so much that this is actually a 

product of its time and wondering about that but not having an answer. It was very clear (why 

the mothers were behaving like that). All of the mothers were working.. . there was integrity in 

what was happening. 



Spectator Two: I was focused on the mothers, especially after the first two. I saw that the 

children were all fairly similar but I wanted to see how each mather would break the news. I 

thought their reactions related to the time. You know a woman's place is in the kitchen not 

doing what the kids were doing and so I thought that would have a big reaction for what the kids 

were doing. Like they very much over reacted but you could accept it for the time. 

FRAME SEVEN - In this frame, there was a distorted slide sequence. "What a Wonderful 

World" was playing and the girls stepped through the images and created a tableau. What 

was your response to this? 

Spectator Three: I think they did that in Dr Strangelove in the end, a disaster movie; I'm not 

sure. It might have even been the same thing - I wonder. I saw that as putting it into a time 

context rather than anything to do with what was going on per se. No particular emotional 

reaction because I'd seen it before. Maybe for people who hadn't. To me it was interesting, 

recalling a time rather than what had gone on in the play because that hadn't really gone on in 

the play had it? 

Spectator Four: no response 

Spectator One: I remember feeling, captivated by the whiz bangery and nice technical work. It 

echoed the first sequence and because it echoed the first sequence and reminded us you know, 

we know what we're doing with the technology here. That was beaut. I felt concerned. It may 

have been with the song. I hoped we wouldn't be going over the top in too simplistic a way. It 

would just became gauche. But it didn't. It's just images of the Vietnam war and that song. You 

know, it's Life of Brian stuff. A feeling that, yeah, this has been done with shock effect in the 

past back in the sixties and seventies but to do it now and make it work you really need to be 

more subtle. It becomes a rather cheap technique in a way. Just to overlay something shocking 

with a happy song. Just to put those two together for the hell of it and expect an audience to be 

shocked out of their wits rather than . . It can be just embarrassing to think that some people are 

just doing this old thing. I was worried this might happen but it didn't because it was done in 

such a low key way. If it was done more in our face it wouldn't have worked. The images were 

abstract enough and the kids were seen .. There was an innocence to it so that it worked. Again 

had the actors been more brash it wouldn't have worked. I'm not sure if that was in the directing 



or the writing I might add. That kept them at a level where it did work like that. It seemed to me 

to be quite deliberate that it was and I'm not sure.. 

Spectator Two: I thought it was a diversion. I don't know. The images were fairly intense and it 

mirrored the kids reactions. They were very angry and that but some of the positions that they 

took were a little comical and that detracted &om the scene. I understood what they were trymg 

to get at. They were trying to intenslfy the mood. It would have done that ifthe positions hadn't 

been so comical. It threw it for me. It was a good idea and the music was good and the slides 

intensified it but some of the positions I thought spoilt it. 

FRAME NINE - In frame nine, the song, "Mrs. Brown You've got a Lovely Daughter" 

was playing. The girls entered and offered a number of ways they might get back at their 

mother. How did you react to this scene? What were your feelings and thoughts about 

these girls at this time? 

Spectator Three: I thought it was amusing. Probably more amusement than anything because 

the things they said they were going to do they weren't really going to do. They were good 

practical jokes and I suppose from that perspective they were amusing. It wasn't expected but I 

wouldn't call it unexpected. I neither warmed nor didn't to them. It was just part of the show. 

Spectator Four: I had no image of them doing it to their mothers because I don't think they 

ever intended to do it. It was not.. 

Spectator One: I remember that. It was a nice piece of theatre. It had the right degree of irony 

and almost tongue in cheek style of the song. The song was very important there because it told 

us, it was reassuring us to some extent, by pointing up the irony it allowed us to laugh at what 

they were saying, at the cartoon rage which adolescents have and everyone recognises and I 

think they camed it off quite well. They all had their tantrum and it was again the same feeling 

that the whole thing kept evoking in me.. a sort of gentle recognition. A gentle feeling of.. . . that 

yes kids do this sort of thing. Kids do think the world has come to an end when this sort of thing 

has happened and not only do they feel and think that but also here we have some young people 

who can identify that and laugh at it and hold it off as a piece of behaviour that they've probably 

engaged in themselves in front of their parents in the theatre and just acknowledge that with an 

intelligent humour. That was all happening at once and that was a lovely sequence. 



Spectator Two: That was one of the fimniest things because Daughter Three came out . . If the 

scene before hand worked it would have broken the tension. I thought the scene was so funny. 

The music for starters - you've got a lovely daughter and then these shits come out and that's 

what I thought was funny - the interaction with the music. Because I was good friends with 

them I think I appreciated what they were doing a lot more too. 

FRAME NINE - In frame nine, (when the girls talked about what they would do to their 

mothers) was your attention focused so that you were imagining the events the girls 

described doing to their mothers, or were you more focused on the girls themselves? 

Spectator Three: I was just seeing them talking about it. I think this would always be the case. 

I don't think I'm ever visual in the way I respond. 

Spectator Four: I didn't think they really intended to do it. 

Spectator One: Oh very much what was happening on stage. The descriptions for me were no 

more real than any verbal insult that anyone could imagine. They were just going to the limit of 

what they could lay their hands on with language. What we were being told was the worst 

possible things these kids could think of. That's what they came over as. There was no 

translation into this being psychopathic or anything. 

Spectator Two: Most of the things I got a visual image of the event they described but some of 

the things I couldn't imagine. I thought I'm sure that would be discomforting. 

FRAME TEN -When you saw the mothers' dreams (nutcracker suite scene) did your 

attitude towards the mothers change at ail? Did this scene say anything to you? 

Spectator Three: No memory. Not really. I think I vaguely remember the Nutcracker Suite. 

Spectator Four: I understood what the mothers were trying to do but I don't think it had a good 

impact. 

Spectator One: No memory of the scene at all. 



Spectator Two: It was quite a sad scene. You could see that they were very much like their 

daughters and they had these great dreams of success and all that but their mothers as well 

suppressed them. Basically they lost their zest. They were just doing to their kids what they had 

done to them. I thought it was very well done. I liked that scene but I thought it was sad. 

FRAME ELEVEN - How did you respond to the stoned scene? If it was funny, what about 

it was funny? What would you say your attention was focused on? 

Spectator Three: I remember them having a joint. They were talking about their mothers. I 

don't remember it very well but I remember it being there. I think it was poignant. They were 

giggling a lot. In essence I suppose it was fiuzny. I couldn't remember what any of them said but 

I remember it was a bit antagonistic and I wondered where the joint came from. 

Spectator Four: I enjoyed this because I guess I could relate to it. 

Spectator One: Yes. I remember that. I remember once again because of the age I am, what an 

enormous deal such a thing was back in the sixties. I guess what happened for me -there was an 

awareness of, again going to the level of the real, that these young people, these actors, these 

students were very mature and had an intelligent attitude to this behaviour. Not only do they 

seem to understand what drugs are and all of that, and no doubt on occasion probably have used 

them with moderation, but are able to talk quite intelligently about extreme reactions to the use 

of cannabis on the part of both user and their shocked parents. And I use the word intelligently 

because they were able to look at all those things in the objective context that I think I can and 

... feeling that they were able to laugh at something that would have frightened some people. 

They were intelligent enough to go into it quite strongly and look at it hard and obviously they 

knew enough about it to be quite authentic in the way they were behaving. It had a certain voice 

of authority about it. It was very funny. Very funny. Very funny. The juxtaposition of .. . at one 

level it was because we had these young people who were free to be able to communicate to this 

audience in a universrty setting and firstly say this is what it's like to be stoned and we've 

experienced that and we don't care and it's funny and doing that through the medium of theatre; 

it's kind of cheating but they're also telling us that parents tend to react in this kind of way to 

this behaviour and third level - it's not just that you react to us (the audience as being some of 

their parents) in fact this was how you were treated and in fact we're far more objective than you 

ever were. It doesn't bother us at all. We think you're funny. That was thumbing their nose at 

their parents and that was very much how I responded. Not conscious of that when all that arises 



in the one message. You laugh. It's the laughter of insight. You see all these.. . and there's a trick. 

That's why I always think humour is a highly intellectual thing because it's a whole lot of 

messages arising at once which don't actually get deciphered and analysed. They just hit the 

ghetto and make sense. In a way you can't possibly deal with it and your response is to laugh. 

It's the laugh of insight. 

Spectator Two: I think it could have been done without it. I don't think it was needed. I have 

nothing against it at all but I just thought, well it wasn't as b y  as when they were getting the 

&its with their parents and saying what they would do but I thought it could have been done 

straight. I don't think being stoned added anything to it. Some of the things were h y .  Like 

when they were going off. But I don't think it added anything to the play. I was focussed on 

Daughter one. She drew the attention. 

FRAME ELEVEN - What room did you imagine the stoned scene occurred in? Why did 

you think this? 

Spectator Three: No. Did they have a place where the band practiced? Wasn't it there. I think I 

had the feeling it was in fiiirly safe temtory. 

Spectator Four: My images were my own images. 

Spectator One: I just accepted that the location was unimportant because by then I'd accepted 

the convention of the piece and that took me a while to do. But the way the piece worked was 

that unless there was a prop or a piece of set material or something to identify where they were, 

in fact location was unimportant and there was a message in that and I can't reca1I there being 

anything significant on stage at that time to identify anywhere so assumed it wasn't important. 

Spectator Two: I imagined a bedroom but I don't know why I imagined that. Maybe because 

they were lounging. It just looked like one of the girls' bedrooms. 

FRAME TWELVE - When the girls were back in their bedrooms following the stoned 

scene and each was approached by her mother, was there a sense for you that something 

was afoot? Were you engaged by the antics of the girls and the responses of the mothers at 

this stage or do you think you were more interested in what might be going to happen 

next? How did you respond to the girls and to the mothers at this point? 



Spectator Three: I thought that was fairly predictable but there was no sense they were 

scheming. I didn't really think anything was about to happen or anythmg like that. It was all just 

part of it. I don't know that I was consumed by. I think I really followed it as it went rather than 

thinking about where it might lead. It depends on what you're watching. I think in most films 

and plays I react like that. I just see them as leading to the end of the story. A mystery is 

probably a bit different. Most plays just happen. I think a murder mystery you look for 

something but I don't think in other works that I feel it's leading somewhere. It's obviously 

leading somewhere but there's no point in getting ahead. 

Spectator One: There was some sort of problem for me with the convention of location for me 

there. Where is it? For the other one it didn't matter where it was happening because it was sort 

of just somewhere they could be together and not be observed but the bedroom.. it was quite 

relevant that they were . . Yeah I remember being a little concerned about that .. too vague, some 

sort of thing of the location.. . What I recall now is a feeling of there's something afoot but I've 

got more work to do. It certainly wasn't the lovely open relaxed statement we had in the 

sequence before that. I had more work to do because I had to carry a number of different 

reactions -the parents and also the fact that the parents' reactions were of some significance and 

there was a question of power and all that sort of thing coming up and a slight anxiety that is the 

story line going to come through and I hope it isn't going to get resolved in too stereotypical a 

way. (Re the daughters being naked in reality:) No definitely not because that introduces a 

confrontation at the real level with the audience. It's the absolute antithesis of the what the dope 

smoking scene has already very careklly constructed which was of a controlled but whimsical 

look at behaviour - including being naked - which happened in the sixties for goodness sake. 

For them to do it now and shock the audience takes away, contradicts the statement the play is 

making. The piece of theatre is making the statement, that this group of young people who have 

constructed this piece of theatre are able to have a whimsical and objective look at behaviour of 

adolescents including their parents' adolescence. It's like the parents of these young people have 

got plenty of skeletons in their cupboards which gives the young people a hidden power over 

them and we relished that in this show. It was what carried it forwards and carried it off. And so 

did the parents in the audience. I remembered watching (friend in audience's mum) and she was 

responding very much at that level. It was engaging her at that level. And again I'm p r a y  sure it 

engaged (friend) at that level too. There was a strong message there; we'll accept your criticism 

of our adolescent behaviour but don't think we're so silly that we don't know that ... but to come 

on naked at that point would have been them actually engaging in the kind of over simplistic 



sixties adolescent behaviour that they were critiquing. And were able to critique 

compassionately.. . So I would actually say whoever suggested that is wrong.. . . Woodstock 

behaviour is not shocking now. To get the same sort of response now from the Woodstock 

crowd who have grown up, you'd have to do something rather more sinister. It would have to be 

going towards the pornographic, maybe anti-humane. I think we've reached a point where the 

sixties experimented with everytbg able to be experimented with so to go beyond that, to 

create something more shocking, and the present generation has realised this, you actually get 

into behaviour that is wrong. There is a real morality question in it. You can't actually go further 

than they did in the sixties without actually getting into something which is really nasty. 

Spectator Two: I didn't realise straight away. After I'd seen it of course I realised what they 

were up to earlier but the first time I saw it I didn't relate the earlier scene where she said I've 

got an idea to anything.. I just thought it was the aftermath. I saw the mothers as trying to make 

amends. In hindsight you look back and see, oh yeah, that's what they were doing. So it added a 

bit more to the scene having the mothers trying to apologise, what's wrong, I had to do it... I 

had sympathy for some of the mothers and none of the girls. I didn't feel for Mother Five. 

FRAME SIXTEEN - When the mothers were packing the daughters clothes in the hall 

following the daughters arrest, how would you have described the feelings of those 

mothers? Was this truthful for you? 

Spectator Three: They were a bit perturbed or womed or something about why the girls might 

have done it. They were sort of worried about what the police might have done to them. They 

were womed they couldn't go in and see them. I think they were probably a bit foolish; they 

probably could have. Maybe, maybe not. Truth? In terms of the time and context and 

relationships - maybe. I don't know that I necessarily believed but maybe that's what people do. 

I suppose the stoic mothers would go and pick up the clothes. 

Spectator One: I don't know that I knew what was going on at that point. I can't remember 

them packing the girls clothes. Vaguely. I do remember feeling quite compassionate towards the 

mothers but I don't know what evoked that feeling. I guess at the time I was tryrng to hang on to 

the plot line as hard as I could and work out what the hell is going on. But it was ok. I don't 

recall.. I was just following the story-line there really. 



Spectator Two: I realised they'd been arrested and that the mothers were packing up the 

clothes. I think they were really disappointed, worried. 

FRAMX SEVENTEEN - How did you respond to the girls in jail the second time, when 

they sang, "We've got to get out of this place?" What was the feeling created by the scene 

for you? Was your attention focused on any particular girl or do you think you were 

responding to them as a group? 

Spectator Three: Were they in jail? Did we see them in jail? They wouldn't have been put in 

the same cell. 

Penny: Perhaps metaphorically. What did you see there? 

Spectator Three: I thought they were talking about society generally. An interesting use of 

song titles. I've always liked bad puns. Mildly amusing; as amusing as bad puns can be. Eric 

Burden did the song better. That's what I thought. I'd rather hear Eric Burden sing the song. I 

thought they were talking about getting out of town. I suppose it showed some intensity. I 

wasn't moved by it. I don't recall any particular focus beyond seeing them as a group. 

Spectator Four: I found the jail scene - I really enjoyed that - I found the whole visual - the 

symbolism of them wrapped in blankets although you knew that realistically they wouldn't have 

been left naked with just a blanket wrapped around them - the symbolism of their nakedness 

wrapped in the blankets and the way the lighting built upon that image - it kind of isolated them 

-the use of lighting -the blankets, the costuming, the music. 

Spectator One: I'm not sure that I realised they were in jail. I can remember the song titles. I 

saw that more as a lighting effect that was taking us more into their internal state. I saw the song 

as we've got to get out of this place. We've got to grow up. I can't really recall. Maybe it was a 

bit long. It was significant. The point was made. 

Spectator Two: I think they regretted what they did. They were sobering up and thinking, oh 

my God, what have we done. This is going to live with us for the rest of our lives. That was 

what I thought was going through their minds. I thought it was ... the only way I could describe 

it was to say it was very powerful. It made me feel sorry for their predicament. It had a very 

sobering effect. The way they were singing. They were very sedate. And the lighting was 



really, really good. Like- oh wow. I really connected. Again my focus was on Daughter one 

because she was central. 

FRAME EIGHTEEN - What were your thoughts and feelings towards the mothers as 

they waited outside the jail? How did you read them, as individuals and as a group? 

Spectator Four: They were a group here for me. 

Spectator One: Why I said it was overlong was probably because I hadn't realised the girls 

were in jail literally. I suspect that was what it was. I'm a bit far from the event to tell. But it 

wasn't significant (speaking of the three frames here) - confusing for me more than anything. 

Spectator Two: I read them as a group. Because the way the scene was set in the jail it was like 

they were surrounding her in a central thing of light but outside with the mothers they were all 

sitting on the bench together. I felt sorry for the mothers. Their disappointment and all that and 

so I felt sorry for them and their feelings but you also realise it could have all been avoided. 

ERAME NINETEEN - In the final scene, each mother and daughter is together as a 

couple. What was your response to this? Were you focused on any particular couple, or on 

the whole? Did the repetitive (one after the other) pairs offering influence how you were 

responding? 

Spectator Three: Some of them were leaving home and some of them weren't and some of 

them wanted to go and some didn't. It was a predictable reaction to the circumstances in the 

time. It was a fair confrontation of sorts. It only just struck me now as you we're talking about 

school bands that these girls were 16 and not 18 or something like that and there's probably a bit 

of a difference there. I only knew one or two people who left home and I think the 

circumstances were as dramatic but perhaps not as theatrical. I suppose I sort of equated the two 

but I didn't get the depth of emotion from the parents that they were genuinely concerned 

because they weren't genuine parents. I didn't find (the approach) boring or particularly 

interesting I just accepted it as the format of the play. Perhaps if there's one comment, 

something that did come to me was that it was all weighted evenly and I wonder if that sort of .. 

they all got their five or ten minutes in each bit but perhaps some cases needed more time than 

others rather than the same amount and you could have left out some bits. Did we need to see 

everyone of them in everyone of the situations? I reacted to that the same as I do to all theatre. I 



don't get lost in it; I don't believe it at the time or whatever. I responded to that play in a typicaI 

way for me which was to enjoy but not take it too seriously. I thought more about the time 

afterwards, if an-g the difference in what was going on then to what is going on now. It just 

takes you back and you think about people that you knew and circumstances that are not really 

related to the play but which were related to aspects of the play - you know the Springbok 

rallies and the moratorium. 

Spectator Four: It was probably the first scene where I found some of the others interesting - 
the politicians wife I found for the Grst time revealed something of herself to the audience 

which we didn't really get before that. (Talking about Mother One and Daughter One) I 

expected that to work better in that scene than it did. I expected there to be - that girl was the 

other one I found interesting throughout the play. 

Spectator One: I actually spoke to Daughter One about it afterwards. She wanted me to 

criticise something and I said that the cueing on that sequence, because I think it was probably 

capable of being the most potent sequence in the whole play, that what they had to do was cue 

quickly and they were just losing it and I can remember being disappointed as I watched it and 

thinking oh tighten it up. It would be great. That was a moment that they needed to fix. And 

Daughter One said, yeah Penny told us we had to get it tight. And I said, yeah, do it. That was a 

nice sequence. A nice piece of polyphonic writing but on the night I saw it they actually labored 

it too much - a bit like playing a Bach fugue at half speed. But I remember it as being very 

powerful and I knew what it should be like and I responded to that. 

Asked was there any tension of intimacy in that scene? 

Spectator One: I'm not sure if I know what you mean by a 'tension of intimacy' but there was 

plenty of, how can I put it, the whole play was hovering on the edge of metaxis all the time. 

There really was a fkeling that these young people are addressing their parents with a complex 

statement that says as I said before, we understand what you've been through. We've been 

through adolescence too. But not only do we understand but we can see through it and we'd like 

you to know that we can see through it, but that doesn't stop us being adolescents and it won't 

stop us and it won't stop us being our own age and doing silly things too. But you can trust us. 

And I saw that message flashed through and flickering through the whole play on and off and if 

that's the 'tension of intimacy', the feeling that this is involving me and I can see it involving the 

person next to me strongly - yeah. 



Spectator One: Is it the tension is between characters, or between actors or between actors and 

audience? Sounds to me that the word metaxis is a portmanteau word to cover all of those 

because it's where the real and the fictional actually become initially blmed and then finally 

focused into a point of light or something; where the two are one and very powefil.. Where the 

real and the fictional become so intertwined that the distinction between them becomes initially 

blurred and finally emerges so that it becomes intensely powerful. I think that most great 

moments in theatre involve metaxis and evoke deep feeling in the audience and by deep feeling 

I mean, not out of control although it might reduce you to tears or do whatever it does but I 

think it's powerful enough to take you over for a short time in the way intimacy can and that will 

occur between witnessing two characters going through something where you recognise that is 

what you are going through or have been going through but probably are going through.. where 

some sort of relationship might have been established prior between you and the actor or you 

and the actor come character .. but it's difficult. What I'm saying is that there are lots and lots of 

different sorts of metaxis and each one might be slightly different. 

Penny : I think the play bordered on it but never quite did it? 

Spectator One: I think metaxis is in the eye of the beholder like the aesthetic, something that's 

very closely allied to an aesthetic experience. I think they might be the same thing actually. 

Because of that, what for one person is trite, and they can say, I've seen that, been there, done 

that before, or you might feel, yes that was really well done; I remember that affecting me 

strongly last time I saw it; it doesn't so much now I can see how they did it. To another person 

who's really swamped by something because it connects with something inside them 

particularly so. I don't know that you can make a general statement. The question then about 

making general statements is how many of the audience have got to experience this before it's 

there in the show and there is a certain kind of, there's a communal thing that happens to the 

audience when it affects a lot of people. Like we know that we have all shared this powerful 

moment and witnessed it together. There's an intimacy happening within the audience which is 

very important and no I don't think that happened. I think it was starting to; just flickering on the 

edges of it. To do that would have required a different sort of show. A professional show. But 

the professional show wouldn't have had what that had - the whimsy and the kind of intellectual 

distance the kids were having from the material and it wouldn't have had quite the playfulness 

and it certainly couldn't have had the sorts of relationship between actor and audience member 

which were often parent and child and enough of them were parent to child relationships and 



that wouldn't have had that - and so a professional show couldn't have done what your show did. 

It was very connected to the context in which it was created. I don't know that that script woula 

work at all ifa professional theatre put it on and charged admission. With a cast of profbssional 

and skilled actors, it would lose the feeling that these people put this show together for us. Us 

being this audience. 

Spectator Two: It was good because it wrapped up their relationships between each parent. I 

think the parents learned more about their kids and the kids leamed more about their parents. 

And some of them, you knew that was a good thing, but others it wasn't like that. I didn't like 

Mother Two and Daughter Two's end because I don't think anything was resolved and I wanted 

it to be. It was mixture of happy ending and the not so happy. It was like .. it gave mixed 

feelings. You couldn't leave all happy about it but you couldn't leave all sad about it either. I 

responded to the lot because each one was focused and each one drew its own focus. 

PARTICIPANT RESPONSES TO UMBILICAL CORDS AND METRONOMES 

Daughter Five: From the play, I leamed heaps from your perspective. Like watching the way 

that you, when we were having problems doing things. Like the band scene. No one could 

actually think about what it was, the essence that you wanted to capture on stage. And I would 

never have thought of saying spend the day together. And you didn't really say you're a band 

you just said right girls go off. It was like we were completely unaware of what you were 

making us do - go off and write a song in real life. So we'd get in there and we'd go, oh my god, 

and it was just really funny and I remembered when we were actually there together performing 

and you said we were performing to each ather, we weren't performing to you guys which was 

right because like we'd do something that we'd known from the day's practice that I was really 

spastic on the cow bell or something or I'd get it wrong and we'd all laugh and just something 

like that. After that we were really aware of why and everything and then the way that 

disintegrated and we went to nothing and we tried to rebuild that but it was really, really hard 

and it sort of made me think about - because it was really, really hard that scene and we all 

hated it so much because we thought we looked so stupid but then the first time we did it, it felt 

so right and it made me think about how to keep that because that's a really big thing, because if 

we had have performed that on stage it would have just looked terrible. 

Penny: Did you find the answer? 



Daughter Five: I've been thinking about that. In the end you had to write a script for us for that 
I 

because we couldn't. It just got to this point where it would just block and we couldn't find the 

answer to it. That started a lot of questions for me and the feedback I've got &om other people 

and other characters ... It was really funny. I found myself the other day talking to (boyfixend) 

about the different characters and I was talking about Daughter Three's character and he was 

saying how the audience fell in love with her and I said yeah that was what she was meant to be 

like, everyone was supposed to Ed11 in love with her and I was saying how in the end I got really 

upset about how they were saying Edt girl in the newspapers and she finally realizes she's Edt and 

everything and he was saying the audience that were sitting in there on his night was the 

audience that laughed and found her really funny and it was like I'd formed a bond with all these 

different characters. We were talking about could I have played anyone else and the way we 

found our characters; like we all worked on the different characters and then we had to write 

down on a piece of paper who we wanted to be and I was the only person who didn't get one of 

the characters I'd written down and he was saying he didn't think I could play any of the other 

characters. I put down Daughter Two's character and Daughter Three's character .. but now I 

don't think that I couldn't have played any of the other characters but ... with my character, at 

first she was shallow, not shallow but there was nothing to her. What I felt for the other 

characters was a lot of oomph but for her I think . . 

Penny: It took you a long time to find the character. 

Daughter Five: I think the circumstances I was in at the time it all just hit me at once. It was 

hard for me at first to even have a purpose. It was hard for me to even stand there on stage 

without feeling stupid because there was nothing to her. I was really stressed I think. But when 

you get to the point that you know &e character really well you can just do anything and like I 

feel I really, really know what she's about and put in another circumstance.. I remember when 

we had to do that teacher thing... when you made us do that assignment, that was just stupid, I 

wrote total crap. It just didn't work because I had no idea and so putting her in that position just 

didn't work but now I could go back and do that and know what she would do and so I think it's 

really important to know what the character's purpose is and why she's there and not just in the 

play but to go back further than that. 

FRAME ONE - I wanted to project a slide image of an astronaut during the opening 

frame. What would you read into that if I had? How would that change the meaning of the 

scene? 



709 Daughter Five: No because you told us but I think it would have changed for me though. You 

told us that the reason you wanted the umbilical cords and metronomes, the metronomes we all 

understood but the umbilical cords we all saw as just corning from the link between the mother 

and the daughter and for me it was the link between the mother and the daughter that was 

broken and it was like a physical thing where, we as the child depend on the mother to support 

us and once the cord is broken, can it ever be formed again, and that for me fitted in with the 

whole monotony of the whole routine of these girls and the mothers. Not that you didn't agree 

with that but you said that the umbilical cords idea came to you one day when you were looking 

at an image of the astronaut to the spaceship in 1969. It wouldn't have changed the play but it's 

just a completely different aspect of the umbilical cords that is a life support so it's the same 

thing but it's not. Like some people would have just looked at it and said, oh so there's an 

umbilical cord. I don't think it would have done anything. 

Daughter Four: It would have given an insight into the time we had set the play. I don't know 

about changing the meaning. I suppose because the astronaut's rope going into the stomach is 

symbolic of an umbilical cord as well. When I was watching it I saw them as growing, 

becoming independent, especially when Daughter Five did the hanging thing. I suppose the 

meaning wouldn't change a whole lot. I suppose it might lighten it a bit but I don't think it would 

change the meaning. 

Mother One: I think with that image projected over it, not just for myself but for the audience 

as well, would have given a deeper meaning and helped set up the time frame that much more. 

The astronaut was typical. You know the first walk on the moon. '69 and whatever. That sort of 

image and the distorted image. Looking at the title of the play they might have seen the 

umbilical cords as the umbilical cord and that could have given an extra layer. Feedback I've 

had from people who have seen it is that they found it very effective, a very confronting image, 

the movement, the music, the image, these white hands and all you see is this and these white 

ropes. They found that very effective and I'm not sure that it would have worked any better or 

any worse if we'd put that over it. 

Crew 1: I think it would have made the scene a bit more specific in that I would have 

deliberately associated with an astronaut and that time with the astronaut landing on the moon. I 

would have associated the astronaut's umbilical cord only because I knew it. I think it might 

have changed the meaning. I think it would definitely have narrowed down the concept and 

made it more specific rather than being a bit broader with just having the umbilical cords. I 



think having the astronaut would have made it more specific. I don't know at all whether that 

would be a good thing or not. 

Daughter Two: Immediately with the astronaut you think of the man on the moon, the first man 

walking on the moon but I think it would give a very masculine look at the play. Because you 

see a man, I think you think it's going to be a masculine theme but then again I know the 

background of the girls and the mothers so I guess it's back on the time thing. It really sets the 

time of the play. I think as the play started it was really deep and using that may have given 

more of a perspective of what would happen as well as the time it was set to start with. 

Mother Two: It just popped into my mind that although mankind is so good, it all comes from 

women. I know that's silly but it just came into my head and that's my opinion anyway. Because 

the umbilical cords, straight away from what we did with the girls with gloves and the umbilical 

cords, everyone that I talked to said straight away that they saw it as umbilical cords and babies 

and wombs and things and how they can kill you or make you thrive. And then I linked that to 

the astronaut and the man to the first walk on the moon in 1969 and he had to be connected by 

an umbilical cord and in a way he came from woman so all these great things that men have 

done really they owe it all to their mum. 

Mother Five: The astronaut probably contradicts what the rest of the group were looking for. It 

was more of an artistic thing. It probably could have worked. Yes definitely but it would have 

contradicted the UV work where we were after the shadowy effects. I think the astronaut there 

would have taken away a little bit from that. If we'd used it, I probably would have read more of 

a futuristic thing rather than the sixties space walk and that might have set the audience up for 

the same thing. They might have been expecting something spacey. But if they could pick the 

umbilical cord out from the title, it probably would have said different things. I think it serves 

two different purposes. If we had done it with it, it changes the context of the play. It's more 

obvious that we are talking about the sixties. I would have liked to try it but I think it would 

have changed the play. 

FRAME FIVE - As a group, it seemed we were focused on telling a story and that through 

exploring that story and coming to know that story, the issues of the play emerged and 

became more important to us. Would you agree with this or do you think it worked 

differently? 



Daughter Five: The fact that all the mothers.. . because there were things left as gaps for the 

audience which we didn't show them till later, so it was showing that all the mothers are up 

there and they had power over us in deciding whether we did or didn't and that raised the issue 

of why a mother would or wouldn't want her daughter to do it. 

Daughter Four: I agree because all through the first frames and stuff, especially sitting in the 

bedroom, we were actually telling them, giving them background, and in frame five and then in 

frame six it is the mother and daughter scene and so you start seeing the problems arising 

between them. 

Mother One: I'd agree. 

Crew 1: I think I agree with that because once they made their announcement it changed and 

the relationships became more important. 

Daughter Two: I think up until that stage the story was focusing on the girls. That was the story 

that was being told. That's what the audience would have got from it. But I agree that the issues 

we were working were coming through more and more strongly as the play developed. The 

mothers and the daughters were becoming those characters more as we progressed and as they 

were Wing into their characters more they were able to relate to each other and develop the 

relationships more I think. 

Mother Two: I thought it was really good how before the play started it was identifyrng 

mothers and daughters straight away. And from that I think we started with once upon a time 

there was a mother and a daughter and before we knew the story straight away we knew the 

people in the story although we didn't know their actual stories. That made it easy, easy for me 

anyway. 

Mother Five: I can see what you're talking about with telling a story. We had to get the set plot 

points before we could really go into the relationship side of it so I can see how the story thing 

was important. But that particular fiame was relevant because it set up the relationships between 

the mothers for the rest of the play. If we hadn't had that scene in there either as a storytelling 

place or something to be there you wouldn't have realized that the girls were hoping that they 

would get in and then with the mothers saying we'll make a decision.. It's holding the suspense 



and while it's doing that for the audience it's also setting up why the girls are so rotten with their 

mothers for the rest of the play. 

FRAMES 4 - In the band rehearsal scene, it seemed to me that the major focus of you as 

actors became on creating truthful characters. Would you say this was true or would you 

say your energies were directed towards creating something else in the scene? 

Daughter Five: I think at first it was showing, we wanted to show we were a group of girls and 

we were really close and in our own personal said or non said ways, that we depended on each 

other and there was a reason for us being there but as that disintegrated I guess you could say 

that it depended more for me on just having a purpose for being there. Before I could have a 

purpose for being there with the girls I had to have a purpose for me being there. I think once 

we all sort of found ourselves and it was me mainly because I think the other girls found 

themselves quicker than me, then it was all right but I found I was always the one that thought 

this isn't working and they'd say, oh it's getting better, and I kept thinking it's not working. It just 

doesn't feel right. I had to find myself before I could find a relationship to them so it was 

important not just us having truthful characters but the connection between us girls because 

otherwise it would have just been a play like nothing to do with each other and their mothers. It 

was important the relationship between these girls. The bond they shared with each other. 

Daughter Four: I think creating truthfkl characters as well as showing the friendship and trying 

to create this band that we were supposed to be in. 

Mother One: I know they had a lot of trouble trying to develop that scene. Weren't quite sure 

what they were looking for originally. In the early stages when they tried to develop it, it 

seemed really forced, really fake but by the end of it they did develop it. 

Crew 1 : I think it was probably trying to create something realistic because whenever they tried 

to create something else it didn't work and so it was trylng to carry on with the story but do it in 

a realistic way so that it didn't seem rehearsed. 

Daughter Two: We wanted to create the characters as realistic and true and even the 

performance piece we wanted . .. that was like we wanted to be a group really performing and 

not look like a group of actors trying to act performing. We wanted to seem like performers. I 

don't know if it worked or not. 



Mother Five: They were having a lot of problems. That scene was reworked so many times and 

I Chink what we were all looking for ... because we all pitched in our ten cents wo rth... is that 

realistic? It was setting up the tmthfihess for the characters but it was also the girls' individual 

characters because you got to see what the individual personalities were. We were looking for 

the truthfulness for the beginning and then for the whole play. I think that the h e  showed 

different parts of the girls that I didn't ever see arise in the rest of the play. Daughter Three's 

character in particular; the fat girl changed completely from that scene when she had the fight 

with her mother about the chocolate cake. There was no parallel between what she was saying 

in the first bit where she was all fashion conscious but then she went to being food conscious 

and it just wasn't the same sort of thing. 

FRAMES 4 - In this same scene, you offered the characters to the audience in a 

naturalistic way. Do you still think it was important to do this here? Why do you think it 

was important to do this here? 

Daughter Five: I think it was important to show it in a naturalistic way because you didn't want 

to alienate, like separate them from the girls. I felt that I wanted to bring them in and show that 

even though we were just rehearsing there were more reasons than that; like with Daughter 

One's character, she was there because she wouldn't go home. She didnhant  to see her mother 

limping around the house and I didn't want to be at my house without them there - if these girls 

weren't there I was there on my own. I think we wanted the audience to empathize with that and 

the purpose for them was to see that our relationship with our mothers was so important. I think 

the more emphasis and the more the girls depended on each other ... more because they didn't 

have what they wanted or they had too much of what they didn't want with their mums. I feel 

that had to be shown in that way because otherwise they would have looked at it differently. I 

really wanted them to feel for that because later on when it came to the mothers it wouldn't have 

stressed so much how important it was, their relationship with their mums. 

Daughter Four: Yes because it showed that they were human and that they were normal people 

and perhaps there are people out there like that and that they were this normal group of girls just 

like any group of girls coming home from school. I wanted the audience to see them as people 

that they could relate to. 



Mother One: I think throughout the play there was a lot of ritual used and it was good to break 

it up every now and again and in this scene I think it worked well naturalistically because it 

showed the individual characters and showed the emotions of the characters, their thoughts and 

feelings. I think it worked well doing it naturalistically. 

Crew 1: I suppose I don't really know because we didn't try anything else but considering the 

whole style of the play I think it was probably important that they remained naturalistic because 

they were still trying to establish their characters and still trying to set the context of where they 

were at and what their desires were and if we'd done that in a more stylized fashion it would 

have complicated the base line concept. 

Daughter Two: I think it was important to be naturalistic. I think it would lose too much if it 

was non naturalistic. I think the audience would probably get lost with what the focus was and 

the focus was on those five girls trying to get together as a group and trying to do the best they 

can. 

Mother Five: Naturalism, because of the way the play was set up. It was the cross over between 

natural and non-naturalism with the ritual thrown in as well. The audience who weren't used to 

seeing that sort of thing were shocked at the first set with the chiffon ropes and then it came 

back to some semblance with the ticking of the metronome and the mothers and then the real 

hard naturalism. For people who don't see a lot of theatre and don't see the differences in it, that 

probably helped them to identify with who was who. I liked it with the naturalistic style because 

that was one of the only scenes where we used naturalism in the whole play. The only two were 

the drugged scene and that scene and I think it was important to have those two as naturalistic in 

there so that you linked the pieces to each other. You needed the change every now and then to 

bring them back to earth. 

FRAME ELEVEN - What room did you imagine the stoned scene occurred in? Why did 

you think this? 

Daughter Five: When we were looking at the slides I remember there was that pink room and 

the one with Jirnmi Hendrix on his bed and this other bedroom in that book you had and I didn't 

really think about it more than that. It was just a big haze of smoke - it was more - we got really 

carried away with that as both the characters and as the actors, like really enjoying it and I think 

sometimes the importance of the scene was lost. 



Daughter Four: The Jimrni Hendrix thing on the wall. 1 think that really set the scene for me. I 

still imagined us being downstairs at Stephanie's house because her mother's always out and I 

saw lots of pink cushions and stuff around. 

Mother One: I pretty much saw them just there but we'd pretty much established that was their 

rehearsal space. 

Crew 1: I imagined it occurring in the place they used to rehearse, the band rehearsal space. I 

think mainly that; a little area that they had set up as their own and it was their gathering point. I 

saw it much more like a nunpus room, cushions, posters a big record player, a bean bag, fairly 

messy. 

Daughter Two: One of the girls' rumpus rooms. Just because of the way we were rehearsing 

and because we'd gone there every week. The way we lounged around and we had our food 

there and we were comfortable there. 

Mother Five: I imagined the same sort of rehearsal room which would have been my daughter's 

basement type set up, rumpus room or somebody's bedroom, behind closed doors when no body 

was home. I remember the first time I saw it they just sat around and I can remember thinking, 

ok they are in somebody's bedroom, and then it slowly changed and they started bitching about 

everybody's mother and I thought, ok they wouldn't be in any one's particular space so I thought, 

ok the band rehearsal space is communal and my daughter didn't have a great relationship with 

me anyway so she probably wouldn't have felt particularly bad about bitching about her mother 

in her own house. But I didn't see a lot of the planning stages of that I. Just saw it when they put 

it on and I thought it was really good the way they just sat there very comfortably. 

FRAMES 213 - At first did you find the mother characters cruel and cold? Did your 

attitude towards these characters change as we moved further into the work? 

Mother Two: At first I thought the mothers were fairly secondary in it. I thought the play was 

about the girls and their little fiiendship groups and at first the mothers seemed like they were 

silly. All of them had problems and all of them grew up in a time when women were lower class 

I think you could say. Because the story is about the mothers saying no to the band. Before we 

knew the reason why they just seemed like - I guess how we think about our mums sometimes, 



like just absolute dragons I guess until we got into it. We realized our mothers are nice, mean, 

cruel. A lot of people said to me at the end I was just like their mother, a cruel, cold bitch. I 

don't think she meant to be like that. I think she thought she wasn't. It's like one of the things I 

based my character on was a girl I went to school with. Her mother tried to do everything so 

well for her daughter. She did everything. She sacrificed herself but she never got on with her 

daughter and she thought it was worth not getting on with her because she was giving her 

daughter so much but in the end she wasn't. In some ways it was real. My attitude towards the 

mothers did change. At the beginning because I'd made myself a cosmetic saleswoman, I 

thought I was a very quiet woman and one the other women would look down on but as we 

went through, maybe it was more of me coming through, like I got more to say and my 

character got more and more to say, things like that. I understood her more towards the end. At 

first I thought she was a silly woman selling cosmetics. And working with Daughter Two as 

well. Seeing that. I didn't really like the woman. But she was one of those woman you always 

seem nice to once you understood them. I understood why she did the things she did. 

Mother One: When we originally started off creating the mother's scenes we thought, ok this is 

working, this is working, but when we went back to the group and worked through it with the 

girls we just stood back and went, oh my god, are we really animals? How can we treat our own 

children like this? But I think you could sort of see where the mothers were coming from. You 

could associate with them, understand them a lot more and by the end of the play, I think in that 

final frame the mothers were the warm sort of characters. You could feel the understanding that 

they felt. 

Mother Five: Particularly my character. I hated her. But everybody said you have to be mean. 

You can't do this to her. I felt horrible. I think a lot of people felt that way because they have 

such a good relationship with their mother and with the exception of Mother One and she didn't 

worry about being mean and hard and cruel whereas the rest of us did because we didn't know 

how to do it. Everybody had some nasty thing to do and it was really hard especially for me. My 

mother's always there and so it was a real character finding thing and I don' think I ever really 

got there. I struggled to understand her a lot in the middle stages, when we were developing the 

middle bits where I was being really nasty but as soon as we came back to the last two scenes 

where Daughter Five and I were just sitting there together I felt like ok, everything's clicking for 

me now. Fair enough that was a scene you wrote but Daughter Five and I, we could never get 

over the fact that she was mean and it brought it back to earth somehow. A nice understanding 

character. And I think through that last scene I realised all of what she'd done through the rest of 



the play was just for this particular end, so that they could finally reach an understanding. I 

really liked the fhct that it took something to shock her to realize that she wasn't doing the right 

thing and she needed a good hard kick in the pants - both of them did. They needed to be 

dragged into that situation to fix their own relationship. 

FRAME TEN - When you planned the scene with the nutcracker suite, what did you want 

to say to the audience? What was your aim for this scene? How did you see this sitting 

within the overall structure and overall dramatic questions we were asking? 

Mother One: In that scene we were trying to get across that it was like the dream scene and the 

regretting scene in a way, like the way we've behaved, like we were imagining ourselves saying 

we will never be like our own mother and then there is the realization that we are exactly what 

our mothers before us were. Treating our own daughters the way we were treated by our 

mothers. We wanted to get that across by going through the childish.. . like going back to the 

mothers as children and showing how they played and how they focused and everything else 

and then at the end the realization with the metronome starting again, nothing's changing. We 

play to the beat, to the beat and that's when they realized nothing's changed and they realize 

we're growing up and we're treating our own daughters in the way our mothers treated us. 

Mother Two: Originally we wanted something for the mothers to do. Previously all we had 

done was fold tea towels or say one line which now I think was really good. I think if we had 

said more I don't think it would have worked as well. But we also wanted to show, like the girls 

had their monologues at the beginning which showed their inside feelings. We wanted to show 

the audience that the mothers weren't so mean and one dimensional and that they actually had a 

history and I think we forget that our mums were girls and we wanted to show by going back in 

time and using that music which is pretty common and is like a little music box. We wanted to 

show that they had memories and regrets and show how their mothers treated them which might 

explain why they treated their daughters in the way they did. 

Mother Five: We went through a I d  of different stages in this one. We started off as we wanted 

to show the mothers progressing from how they were exactly like their own daughters when 

they were young. Then we wanted to show them as little kids and innocent and then working up 

to motherhood and that's the way we went anyway. We wanted to convey a more human side, 

almost give the mothers an excuse for what they were doing because they'd only been taught 

that way anyway. It also gave the daughters a way out because they were doing the same sorts 



of things their parents did when they were little. It was more giving the mothers an excuse or 

showing the inner part of the mothers. So that they understood a little bit more. I saw the play as 

mainly being about relationships. ma t  was what I got out of it and a lot of people I knew that 

came to see it got that out of it. It gives the mothers the excuse. It ties in the relationships with 

their own mothers and the three generations where everybody does exactly the same type of 

thing. Even though it was a bit fhntastic it did give the insight and the sensitivity to the mothers 

relationships that they needed. 

FRAME TWELVE - Following the stoned scene, as a mother you reacted in a certain way 

to your daughter's behaviour in the bedroom? Why was this truthful for you? 

Mother One: I think with the other mothers I could see a lot of truth in them and I could see 

other things which weren't quite truthful for the character. Mother Three's Character bringing the 

chocolate cake in. 1 found that truthful. Like I'm sorry. I've done something wrong. Bribery. 

TrutMd to the relationship with my mother - bribery and blackmail. Mother Five's character - 
I'm either not seeing this or not seeing this deliberately or not even realizing what is going on; 

what have you been doing this afternoon; you know; where have you been and I'm not even 

going to speak to you. I guess that's truthful in a way because I guess some mothers do turn a 

blind eye and not notice. With my own character with Daughter One, going in, I did almost find 

that disturbing when I went in and she's in there drinking and I was thinking you know this is 

the reason we have all these problems in the family and here she is stabbing me in the back and 

getting drunk just like her father. That was very confronting and I found that very truthful. 

Mother Two: I reacted to her painting and asked if I could help her. Truthful for me? Yes for 

my character, because I don't think my character would realize her daughter was stoned, 

because I don't think she'd think that her baby would do anything bad like that and because their 

communication was that bad that her saying no and not talking to them was normal. It wasn't 

anything out of the ordinary. 

Mother Five: No. I didn't like that scene. Daughter Five and I struggled with that. We knew 

that she had to be pretty wise to what they had been doing and she probably knew that she was 

stoned but we couldn't find the balance between knowing and not wanting to know and being 

ignorant. We were trying to find somewhere in the middle where it could fit. It ended up with 

the scene where I pretended not to know but did and I wasn't comfortable with what I was doing 

and I think that showed. I don't know whether it was a case of needing more time or maybe 



992 needing more input f?om everybody else because everybody went off and did it and everybody 

993 else's seemed to work but Daughter Five and I seemed to struggle with that scene and the last 

994 scene. Everybody struggled with the last scene but nobody seemed to be able to give us any 

995 constructive help. Either they couldn't come up with anything or it was the difficulty in the 

996 relationship of Daughter Five and I -the daughterlmother relationship - and we couldn't find a 

997 balance anywhere in there. Maybe it wasn't time. It might have just been needing more 

998 contribution. 

ADDITIONAL COMMENTS OFFERED 

Daughter Five: I really liked Mother Three's monologue before it was broken up. I liked my 

end scene with Mother Five. That was really important to me. It really felt right between her and 

me and it was just unsaid and we both just knew. It just felt right. I hoped you wouldn't change 

it because to us it felt right and you didn't you just said to concentrate on our voices. I remember 

in that end bit when she just sort of touched me and it was just.. . I really enjoyed working with 

her I guess. There was just something and I suppose it reminded me I guess of - she didn't seem 

sterile but clean in a sense like hospital clean and it reminded me of my own mum. Not that 

she's like that but anyway, like she's hard to understand. 

1007 Daughter Four: I really liked the black light scene at the start. I really enjoyed that because I 

1008 think it set the whole mood of the play and it drew people in straight away and it got them and 

1009 grabbed the audience's attention. Just standing behind the curtain and getting ready it even set 

1010 the mood for me as an actor getting into character but I think whether it worked for the audience 

101 1 would depend on how deeply they looked at it. I think it did. 

Mother One: When we first started I thought, oh no, we're going to do a chick-flick.. . I'm not 

the sort of person who gets the soppy romances out on video. I go for the Tarantino or the black 

comedies. At the end I found there were so many different levels and so many different feelings, 

that I loved it. It was like a more powerful play about relationships than the original chick flick 

that I'd seen. I think the difference is adding the bits and pieces here and there, adding the 

ritualized scenes, the naturalistic scenes like the stoned scene, just coming to terms with our 

own characters and the emotions of our characters. Either that or it was because I wasn't 

watching it. I was part of it. 



APPENDIX FIFTEEN 

I believe the following lyrics for the song Superwoman were written, performed and recorded 

by Australian artist, Robyn Archer. My unsuccessfbl attempts to locate the original source of 

these lyrics has included a search of University, State and National libraries, as well as National 

and International music catalogues and bibliographies. In addition I have Written to Robyn 

Archer and her agent but have received no reply. 

Superwoman 
I'm willing to be born again 

Not a husband but a spouse 

I'll respect the woman that my life's tied with 

won't expect her to play the mouse 

And if we don't make it then I won't be cruel 

She's a product of an image just like me 

If man and woman could relate as single human beings 

Both the sexes would be free 

Oh superwoman come and save me 

Superwoman set me free 

Release these age old chains that keep on binding me 

I guess up to now I haven't lived 

I been doped up offi my mind 

By the lies of the doctors and the TV sets 

And the whole suburban bind 

But now I'm told I'm really sad 

There's something positive I can do 

And someone to tell me where to stop 

I know there's others like me too 

Oh Superwoman come and save me 

Superwoman set me free 

Release these age old chains that keep on binding me 



I'm not really any super heroine 

I exist inside you all 

I'm not a singer or a fighter 

I am just that thing that niakes every human being walk tall 

And if you've got to sing something sing it out loud 

But don't put women down 

Inside of every fighter that feels respect 

Make your attitude the same all round 

Oh superwoman I can save you 

Superwoman yes I tell you true 

I release the age old chains that keep on binding you. 

Oh superwoman come and save me 

Superwoman set me free 

Release these age old chains that keep on binding me. 



APPENDIX SIXTEEN 

Griffith University 

FACULTY OF EDUCATION 

Subject Outline 

Subject Code: TT32452 

Subject Title: Playmaking 

Faculty: Education 

School: School of Vocational, Technology and Arts Education 

Course for which subject is designed: B.Ed. (Secondary) 

Credit Point Value: 10 credit points 

Prerequisites: TT3 145 1 

Year and Semester: Year One - Semester Two 

Subject Convenor: Dr Bruce Burton 

Teaching Team: Dr Bruce Burton. Penny Bundy 

1. To introduce students to the nature of theatre as a unique form of experience which allows 

individuals to make sense of their experiences by representing them dramatically. 

2. To explore and deconstruct the structures and agendas of society through dramatic 

performance. 

3. To research, prepare and present a theatrical performance targeted at a particular issue or to 

meet the needs of a specific audience. 

4. To enable students to work co-operatively as an ensemble to develop the skills and 

knowledge required to create a piece of theatre. 

CONTENT 

Research and development Period (weeks 1-4 approximately) 

Selecting and shaping the nature and form of the theatrical performance through research, 

workshops, improvisation, and the exploration of text. This stage involves the use of individual 

initiative and creative imagination in exploring ideas, and the ability to hc t ion  cooperatively 

in shaping the work. 



Rehearsal and Production Period (weeks 5-12 approximately) 

This involves working as part of an ensemble in developing, scripting and rehearsing the play, 

developing the required theatre skills needed to realise the work on stage. Each individual 

student also assumes responsibility for one or more nominated production tasks, as well as 

providing support as part of a production team. 

Performance Period (weeks 13-15 approximately) 

The staging for public audiences of a polished piece of theatre created by the students, involving 

commitment and skill in the operation of all tasks, both in performance and production. 

ORGANISATION AND TEACHING METHODS 

This subject involves students in class contact time of up to eight hours per week. These contact 

hours are not evenly spread across the semester, and will involve periods of intense work, 

including evenings and weekends, especially towards the end of semester. 

There will be opportunities to spend considerably more than this requirement - making theatre is 

a very time-intensive occupation. Students must balance their involvement in Playmaking with 

that in other subjects, and manage their time accordingly. 

Drama is a group art, and both the process and product require the cooperation of the whole 

group. Students must commit themselves to the project and to their working group. Full 

attendance, reliability and endeavour are all crucial - and will be assumed. 

Theatrical productions provide the opportunity to make different kinds of contributions. As well 

as being involved in the early phases of research and development, students will have the 

opportunity to choose a range of performance and production roles to fill, and at different times 

during the semester will be responsible for different facets of the work. 

ASSESSMENT 

There is only one formal assessment instrument. 

After the final performance and bump out (when the performance space will be returned to the 

original condition), students will complete a detailed peer and self assessment form that is part 

of an innovative software package developed by the drama staff. 



This form of assessment is most appropriate for this subject because: 

Playbuilding a theatrical production is a diverse, complex, group-centred and participatory 

project with students often working independently. Peer and self assessment provides 

essential data on the work and achievements of students which is not always accessible to 

the lecturer. 

* Data gathered in this way is used to inform the lecturer's own perceptions and judgements, 

and to provide a complete picture of the individual student's work in the subject. However, 

peer and self assessments are not used to determine grades or to make up the substance of 

the final assessment. The entire responsibility for the final grade is the lecturer's, and 

students will be provided with detailed reasons for the grades they receive. If at any time the 

lecturer believes a student is at risk of hilure, the student will be informed and every effort 

made to redress the situation. 

e Using peer and self-assessment as a form of reflection on experience is one of the most 

effective ways of stimulating and reinforcing the learning that has occurred, particularly in a 

complex, multi-layered activity such as playmaking. 

Criteria for Assessment 

Contribution to the research and development phase through 

* effective experimentation 

research and development of ideas 

* skills in improvising and structuring their work 

Contribution to rehearsal and production through 

* consistent, committed and cooperative involvement in tasks 

initiative and creativity in a range of activities 

the development of effective production and performance skills 

Contribution to the performances through 

committed and consistent involvement in the enactment of the play 

the sustained expression of skills in production and performance 

effective contribution to the maintenance of the ensemble. 

TEXTS AND SUPPORTING MATERIALS 

There are no set texts for this subject, and students will create their own script. There are a 

number of useful books on various aspects of playmaking, and the lecturers will steer students 

to these texts as appropriate. 
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APPENDIX ONE 

OUTLINE OF THE FIRST FLEET DRAMA 

Step One 

Participants sit in a circle with the leader and are asked to offer one item of information that 

they each know about the First Fleet. 

Step Two 

Participants are supplied with the data base of 'passengers" who travelled to Australia on the 

First Fleet, information translating the abbreviations used on the data base, and an identification 

form to be completed. This information is explained to students. Students are then instructed to 

look through the data base and to select one convict. They are informed that they will be taking 

the role of the person they choose throughout the drama. Information to be completed on the 

identification form includes name, alias, crime, price accorded to crime, sentence, ship on which 

the convict was transported. Participants complete their "identity papers". 

Step Three 

Participants then move to a space in the room where they will be alone. Lights in the room are 

dimmed. A teacher narration indicates that this is the night before their final sentencing and that 

they are in the cells of the Old Bailey. Someone has slipped them some paperfwriting material 

and this is their last chance to write a letter home to a loved one. They are warned that the leader 

is going to take role in the drama. 

Step Four 

As the participants in-role as convicts near completion of their letters, the teacher adopts the role 

of a harsh guard. The prisoners are lined up and their papers collected. One at a time the name 

of each prisoner is called. Each is ritually sentenced to transportation. The action of the drama is 

stopped and discussed. 

Step Five 

Out of role, the participants are informed that we are to move forward in time to an event that 

occurred in the cells on the way to Australia. The participants are grouped according to the ship 

on which "their convict" travelled to Australia. In these smaller groups they discuss the 

characters they are beginning to create and choose the one they think is likely to be the most 

optimistic. Those selected as the most optimistic are briefed by the leader while the remaining 
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members of their ship build their group cell fiom various tables, chairs, screens, oddments of 

material etc - anything they can find and sa&ly use! While they create the cells, the leader 

positions lights so that the action to ensue will occur in a "gloomy" atmosphere. The participants 

building the cells are told that once they have created the cell they may enter it but that 

whenever they enter the cell they must adopt and maintain the role of their convict. The 

optimistic members of the group are asked to stand back, to observe the group creating the cell, 

to wait for them to enter the cell. As each group enters and adopts role in the cells, the 

"optimistic" characters are returned to the cells by the teacher in role as a guard. 

Step Six 

The participants are allowed a brief time to play at being convicts in their cells before the 

teacher in role as the guard visits each cell and demands their identity papers. The guard treats 

the convicts harshly and subtly feeds information to each group to encourage further thought 

about the joumey and the events that might have occurred in that cell. Once again the drama is 

stopped. The "house lights" are lit to full brightness whenever the action is stopped. 

Step Seven 

After a discussion concerning what has occurred so fbr as well as the participants' feelings and 

responses, participants are asked as a group to think of a significant event that might have 

occurred in that cell for those participants on the journey to Australia. Each group is asked to 

prepare a freeze frame which captures the moment. The freeze frames are presented within the 

cells and in the gloomy light. Those observing are asked to observe silently. 

Step Eight 

The participants are asked to create a second freeze frame which would capture the moment if 

someone was to peer into that cell five minutes later. As the freeze frames are presented those 

watching are asked to think of one word or phrase that depicts what they see as they view the 

freeze h m e .  Using a technique of tap and talk a sound-scape is created to accompany the 

image. 

Step Nine 

Participants create a third freeze & m e  - five minutes before the event they first depicted. 



Step Ten 

Participants are asked to bring the tableaux to life by beginning on the first moment (in real 

time) and travelling through time and space to enact the event ending on the final freeze M e .  

The final scenes are presented to the group in sequence creating in performance an "essence" of 

the journey. 

Step Eleven 

At different times, various reflection tasks have been incorporated in the drama at this stage. 

Sometimes the students write or draw. Sometimes a role-on-the wall technique is used. 

Sometimes reflection occurs by hot-seating ancestors of these people. This is always followed 

by a general discussion before returning to a repetition of step one of the drama. Participants sit 

in a circle and offer one piece of information they know about the First Fled. 



APPENDIX TWO 

OUTLINE OF THE ZAIRE DRAMA 

This drama was devised by Julie Dunn in 1986 in response to the specific needs of a group of 

year 6 primary children. 

Step One 

Before the drama begins the students are informed that they will adopt role as adventurous risk- 

takers throughout. 

Step Two 

The teacher enters the drama in role (second-in-command) as the organiser of a top-secret 

meeting (Miss Thomas) and through the role conveys information to the students including: 

they have been specially chosen because of their particular skills 

the types of skills they might possess e.g. helicopter pilots, pilots, army experience, 

logistics, animal expertise etc. 

that they will be travelling to Rwanda and Zaire to capture eight animals - two male, two 

female and four young. 

that the work is illegal; it is not sanctioned by Zaire but has the support of the Rwanda 

Government. 

that she is ignorant of the specifics of the task 

that Dr Smithson (her boss) will provide further information at a later stage 

Step Three 

Miss Thomas informs the students-in-role that they are required to undertake a short test to 

ensure that Dr Smithson has found the right people. They complete a short questionnaire which 

tests their knowledge of Rwanda and Zaire. The exam papers are collected but never marked. 

Step Four 

The teacher in role presents the group with a map of Zaire and Rwanda. In the briefing that 

follows the answers to the previous test are revealed (with Miss Thomas working from the 

assumption that they would all know this of course). Using the map, she briefs the group about 

the position of their base camp. 



Step Five 

All participants introduce themselves in role and explain why they have been chosen for this 

mission and what special expertise they hold. 

Step Six 

Each participant is handed a contract but is encouraged not to sign it as this stage. 

Step Seven 

The risk-taking adventurers are offered an opportunity to ask any questions they may have. Miss 

Thomas does not have all the information and encourages the participants to delay signing the 

contract if they are not entirely sure. She stresses that she is looking for the leaders amongst 

them (who will of course be paid more). 

Steps Eight and Nine Concurrent 

The students form into groups according to their area of expertise to create an equipment list 

and plan of action for the capture and export of the animals. One at a time, the participants are 

interviewed by Miss Thomas. Some are not accepted and are told that Dr Smithson will have to 

make the final decision. Most sign the contract at this point. 

Step Ten 

The smaller groups present their plans to the larger group. As they are doing this, Miss Thomas 

informs the group that she had expected Dr Smithson to be there by now and leaves to find him. 

The group continue in her absence. 

Step Eleven 

Miss Thomas returns with a written message from Dr Smithson and gives it to the group's 

chosen leader before exiting once more. The participants open the letter which provides the 

missing details of their expedition - the required height, weight, sex, age etc of the animals they 

must capture and the nature of these "animals" - pygmies. 

Step Twelve 

Once the participants (still in role) are responding to this news the teacher enters in role as Dr 

Smithson. Ultimately the purpose of the capture is explained. Dr Smithson has discovered that 



the bone marrow ofthese people (animals) contains the cure for leukaemia. Helshe will not 

harm the pygmies captured and they will be safely returned. The group roIe play continues &I 

Dr Smithson asks those willing to join hidher to move to one side of the room. Those who 

refuse are asked to move to the other side of the room. 

Step Thirteen 

The drama is stopped and group discussion is used to debrief and deconstruct the issues of the 

drama. 



APPENDIX THREE 

contemporary use of techniques calculated to influence the way a 
spectator/participant engages and (or) the way they interpret. 

Use of ritual in enactment 
see Tait (1994: 184) 

* ritualising of public events such as hangings (Greeley, 1995 : 168) 

use of rhythmic chanting (Greeley, 1995: 166) 

ritual to both organise the plot and to create the dramatic structure (Greeley, 1995 : 16 1) 

Use of spiraling structures 
see Brown (1 99 1 : 13) 

see Brown (1991: 15) 

see Schroeder (1995:71) 

see Brown (1991: 154) 

at each repetition, the characters acquire new information so that the plots move forward in 

spirals, not circles (Greeley, 1995 : 178) 

Rejection of narrative authority 
abandonment of causally organised plots and psychologically driven characters (Gillespie 

1995:lll) 

shift towards "circular, modular, contiguous, montage (Gillespie, 1 995: 1 1 1) 

removal of authority of narrative closure (Dolan, 1988:85) 

offering contradiction, circularity, multiple viewpoints (Tait, 1994:29) 

rejection of notions of plot and character altogether (Tait, 1994: 174) 

disrupt narrative flow and discourage character identification (Bennett, 1990:85) 

removal of plot and characters within thematic and structural whole (Tait, 1994: 174) 

narrative disruptions (Schroeder, 1995 :74) 

absence of consistent narrative representation (Savona, 1995:35) 

present an event and an attitude towards the event simultaneously (see various Brechtian 

and ironic strategies) 

see one thing but be told you are seeing something else (e.g. see Shklovsky 1917) 

incongruity of the material with its manner of presentation 

layered sense of reality through photos, songs simultaneously etc 

reversal and doubling of gender roles (Savona, 1995:3 1) 



fore-grounding narrative strategies 

revealing the actors and this construction through the use of semi-light (Dolan, 

1988:109/110) 

Rejection of linear narrative 
@ see Tait (1994:29) re Jeannie Forte 

see Savona (1995:29) 

see Dolan (1988:47 &85) 

see Schroeder (1995:72) 

use of non-linear forms to disrupt narrative unity and closure (Dolan, 1988:47) 

emphasising a narrative construction which does not rely on the surfhce logic of the 

eventspaget, 1990:43 re Eisenstein; Brown, 199 1 :244) 

non-linear structure to reflect the social and spiritual patterns of women's life quests 

(Brown, 1991:13; Greeley, 1995:161) 

disrupt linear time development by including structures which periodically return to the past 

(Brown 1991:13) 

rejection of causally organised plots and psychologically driven characters (Gillespie, 

1995:lll) 

@ avoidance of sequential narrative structures (Tait, 1994: 173) 

changing the logical development (Tait, 1994: 173) 

Physical language for performance 
physical language for performance reminiscent of "the repetitious actions of household 

labour" (Tait, 1994:5) 

using visual and spoken languages (in physical and comic styles) to perform female 

subjectivities within public and private spaces (Tait, 1994: 1) 

Other aspects relating to movement 
sense of choreographed movement central to meaning produced (Tait, 1994: 180) 

separation of body and voice (Dolan, 1988: 103) 

use of technique of semi-light (Dolan, 1988: 1 10) 

use of exaggerated and more physical styles of enactment (Tait, 1994: 1) 

theatrical tension conveyed by bodily movement within the visual text (Tait, 1994:3) 

performer(s) constantly in motion at the centre of a strongly visual text (Tait, 1994: 180) 

speed of movement manipulated to create a sense of pamdox and contradiction. (Messariti, 

1994:2 15) 
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prioritising movement and visual over the spoken (h4e~sad.i~ 1994:216) 

Use of strong symbols and visual metaphors 
incorporation of symbols and icons of real life and ceremony in new ways (Greeley, 

1995:168) 

incorporation of the elements of fire, air, water, and earth (Greeley, 1995: 168) 

use of strong symbols and visual metaphors through action, gesture and costume (Savona, 

1995:29) 

use of visual metaphor for representation (Savona, 1995:33) 

use of wlor and objects to symbolize external and internal aspects (Brown, 1991:30) 

use of visual imagery (Tait, 1994:49) 

concept of environment symbolisingl extemalising the bond shared by characters (Brown, 

1991:69) 

shared domestic actiwty (Brown, 1991 :69) 

expanding understanding of the visual text of theatre (Tait, 1994: 1 1) 

physical movement of performers reinforcing meaning (Tait, 1994: 11) 

use of expressionistic style that relies on symbol and myths to convey meaning (Dolan, 

1988:85) 

Resistance of romantic resolution or narrative closure 
see Brown (1 99 1 : 13) 

see Brown (1 99 1 : 15) 

avoiding illusion of seadessness, or narrative closure (Tait, 1994:29) 

suggesting wntradiction, circularity, multiple viewpoints (Tait, 1994:29) 

Song to rupture narrative 
use of songs to rupture the narrative (Savona, 1995:32) 

use of songs to cause emotional rupture (Savona, 1995:32) 

Simultaneity of presentation 
see Savona (1995:33) 

the presentation of several actions sirnuhmeously on different stage spaces (Brown, 

199 1 :244) 

offering associative connection through multiple discourse (Brown, 1991 :244) 

rupturing or abandoning dialogue (Savona, 1995:33) 

use of simultaneity to rupture linear narrative (Savona, 1995:33) 



use of several stage spaces denying single image (Savona, 1995:33) 

* doubling of either the text of the production or that of its anticipated reception (Savona, 

1995:33) 

The use of irony 
employing comic device of irony (Brown, 199 1 : 13) 

use of irony to offer focus on moment beyond the moment coupled with a sharing in the 

presence on stage (Brown, 1991 :30) 

Use of mulfiple or communal protagonist 
alternating focus on different characters and on their shared experience (Brown, 1991:73) 

use of communal protagonist made up of all the characters in the play (Brown, 199 1 : 13, 

15,154) 

use shared protagonist (Brown, 1991: 14) 

use of several protagonists (Brown, 199 1 : 154) 

two or more actors portraying one protagonist (Brown, 1991:154) 

* protagonist divided into several selves, each of whom expresses different versions of the 

same character (Brown, 199 1 : 18) 

more evenly distributed roles (Brown, 199 1 : 154) 

Use of humour 
use of verbal and visual references which make puns on meaning without u n c o v e ~ g  

psychological explanation for individual behaviour (Tait, 1994: 173) 

0 employing comic devices of festive license (Brown, 199 1 : 15) 

* familiar romantic songs in unfamiliar contexts to produce comic effect (Dolan, 1988:107) 

* treating the serious humorously and the trivial serious (Brown, 199 1 : 15 3) 

use of eclectic range of visual and verbal references producing puns on the meanings in the 

text (Tait, 1994: 173) 

favouring comedy to convey a message (Tait, 1994: 1) 

portraying the domestic humorously and whimsically (Tait, 1994:88) 

humour emerging through playful response to social reality (Tait, 1994:88) 

double take expanded into a form (Tait, 1994:3 3) 

comedy to subvert (Tait, 1994: 157) 

use of comic styles to perform female subjectivities within public and private spaces (Tait, 

1994:5) 

comic approach to the use of visual and spoken languages (Tait, 1994:5) 



Use of soliloquy 
use of soliloquy to reveal the inner journey of character (Brown, 1991:30) 

* direct address to break the fourth wall convention (Dolan, 1988:85/110) 

* speaking directly to the audience in alternating monologues and lyrical verse to tell 

individual stories (Schroeder, 1995 :72) 

Rupturing monologue and dialogue 
* fragments of non-linking monologue (Savona, 1995:32) 

* use of sound-scape to re-enforce physical actions of performers (Tait, 1994: 180) 

* verbal text surrounding physical actions to create layered association rather than 

interpretative significance (Tait, 1994: 180) 

* disassociation of body and voice (Dolan, 1988: 102) 

suggestion of spaces and events that are heard but not seen (Dolan, 1988:102) 

privileging the auditory (Dolan, 1988 : 102) 

use of multiple voices to undermine narrative referent (Dolan, 1988: 102) 

use of fragmented structures (Savona, 1995:32) 

use of fragments of non-linking monologue (Savona, 1995:32) 

rupturing or abandoning dialogue (Savona, 1995:33) 

use of voices-off (Dolan, 1988: 103) 

use of voice-overs (Dolan, 1988: 103) 

wordplay, deliberately roughened rhythm, use of figures of speech (Shklovsky, 1917) 

Evocative rather than representative sets 
see Savona (1995:33) 

Further techniques of montage 
see Greeley (1 995 : 166) 

collision montage and linkage montage (Paget 199 1 :4 1) 

projections of actualities (Paget 1990:61) 

quotes from printed documentary sources used as slides, spoken texts, placards (Paget, 

1990:61) 

actors addressing audience directly (Paget, 1990:6 1) 

use of music and song as critique rather than atmosphere (Paget, 1990:61) 

cool acting style including techniques of alienation and multiple actor roles (Paget, 1990:61) 

use of song and photograph to juxtapose each other (Paget, 1990:61) 



use of film to provide a discourse of f2tctualit.y with which the actors interact (Paget, 

1990:44-45) 

use of film to transform stage space (Paget, 1990:44-45) 

use of film to challenge audience to think as well as emote (Paget, 1990:44-45) 

direct address as strategy (Savona, 1995:36; Kruger, 1995:44) 

flashbacks, chorus, off stage voice, Brechtian montage (e.g. see Bissett, 1985:73) 

Gestic acting 
see Dolan (1988: 108, 114) 

see Savona (1995:32) 

see Reinelt (1996:40) 

Further aspects relating to space 
use of spaces off (Dolan, 1988:103) 

reconfiguration of imaginary spaces (Tait, 1994: 1) 

location of performances outside conventional theatre venues (Tait, 1994: 178) 

use of deliberately suggestive public and reflective social spaces (Tait, 1994:l) 

Psychological models of theatre 
placing women in subject rather than object position (Tait, 1994: 157) 

women characters more psychologically embedded in relationships (Brown, 199 1 : 14) 

0 rejection of psychological model of theatre (Tait, 1994: 172) 

Rhythm 
cycles of delayed development followed by momentary blossoming then dissolving the 

progression once more (Brown, 199 1 : 13) 

long dialogues becoming shorter as deeper and more personal stories are told (Greeley, 

1995:177) 

Other techniques 
use of poetic language (Schroeder, 1995:7 1) 

fore-grounding of the theatrical apparatus (Schroeder, 1995 : 74) 

privileging the auditory rather than visual (Savona, 1995:35) 

use of familiar narratives to remove suspense (Dolan, 1988:lll) 

estranging the familiar through the use of historical materials. (Dolan, 1988: 1 1  1) 

externalising interior landscapes of thought and feeling (Tait, 1994:86) 

theatrical collages of visual imagery and sound-scapes (Tait, 1994: 86) 



portrayal of dreams (Tait, 1994: 88; Kernp, 1996:30; Craig, 1980:28) 

exaggeration of and extended imitation of "natural" behaviours. gait, 1994:33) 

highlighting tensions within theatre language: between the spoken word and movement, 

static image and action, the prop and the performer. gait ,  1994: 180) 

thematically structured visual and aural display (Tait, 1994: 174) 

focus on mother-daughter relationships (Dolan, 1988:86) 

privileging voice over body (Dolan, 1988:87) 

not naming the familiar object and/or changing the form of the familiar object (Shklovsky, 

1917: 13, Kantor, 1988; O'Neill, 1996) 

using an unfamiliar point of view (Shklovsky, 19 1 7, O'Neill, 1996) 

showing or seeing things out of their normal context (Shklovsky 19 17, O'Neill, 1996) 

repetition of word, phrase, motif, scene, plot (States, 1994230) 

familiar songs in unfamiliar context (Dolan, 1988:107) 

highlighting awareness of aspects of production (Dolan, 1988) 

exaggeration of behaviour (Tait, 1994: 1/33) 

stylised movement and slowed rhythm, chants, songs (Greeley, 1995) 

calculated rhythmic journeys (Greeley, 1995) 

Un-referenced strategies 
drawing attention to the resonance of sounds 

the work draws attention to its play with form 

a abrupt scene changes 



APPENDIX FOUR 

Scene One 

Outdoors. The main street of a small country town. Four young girls (high school age) are 

sitting on the bus seat. LISA has her socks pushed down and is rubbing Vaseline Intensive Care 

Lotion into her legs. MAREE sits holding a folded newspaper which she taps gently and 

rhythrmcally. MEREDITH is pegging stones half-heartedly at a spot in the road. ELLIE just 

sits. They sit silently together, apparently oblivious of each other, taking the reactions of each 

other for granted. There is a shared rhythm to the activity of three of them. ELLIE is still and 

silent, not part of this rhythm. They are waiting for the bus to check out the new teacher who is 

about to arrive in town. As they begin to speak the activity continues briefly, then one by one 

%des away. There should be a sense that they are bored, waiting. 

MAREE: 

MEREDITH: 

LISA: 

ELLIE: 

MEREDITH: 

LISA: 

MAREE: 

LISA: 

ELLIE: 

LISA: 

MEREDITH: 

MAREE: 

MEREDITH: 

LISA: 

MAREE: 

They'll still peel.. . . My mum reckons cold tea's better. 

Or butter. 

Want to go down the dam again tomorrow. 

Sorry. 

What time you goin' down? 

After lunch maybe. You comin'? 

Sure. 

How come you can't come Ellie? 

I haven't finished my English assignment. 

Who cares? 

This new teacher won't even know we've got to do it. 

You done it? 

Nup. Just leave it Ellie. Come down the dam. 

Matthew might be there. 

What a conch. You're crawlin' before she even gets here! 

Silence. They resume the silent activity. This time ELLIE starts pegging stones. She 

occasionally looks at her watch. They stop the activity as MEREDITH eventually talks. 

MEREDITH: What do you reckon she'll be like? 

LISA: Dunno. Pretty maybe? 

ELLIE: Miss Marson was pretty. 



LISA: 

MEREDITH: 

ELLIE: 

MAREE: 

LISA: 

MEREDITH: 

LISA: 

MEREDITH: 

MAREE: 

MEREDITH: 

ELLIE: 

MAREE: 

LISA: 

MEREDITH: 

MAREE: 

LISA: 

ELLIE: 

MEREDITH: 

LISA: 

MEREDITH: 

LISA: 

ELLIE: 

MEREDITH: 

LISA: 

ELLIE: 

LISA: 

MARRE: 

LISA: 

MAREE: 

MEREDITH: 

LISA: 

ELLIE; 

MAREE: 

Sort of. 

Why'd she really leave? 

S'pose she didn't like it much. 

City girl. 

Weak as piss. 

Lisa! 

Well she was. 

Yeah but.. 

This one's a city girl too. 

Dunno. Maybe. 

Might be all right to live in the city. 

You reckon.. . Don't know. 

I'm getting varicose veins. 

Give us a look. Don't cross ya legs. That's the worst for it. 

Probably all that cream ya keep rubbin' in. 

Bull. This stuffs the best. 

You'll get them when you get pregnant anyway. 

What? Vaseline intensive care? 

No you deadshit. Veins! 

My mums are so ugly. 

Yeah.. . . (SILENCE) You really want to go to the city El? 

No. Not really. 

Gee your legs are smooth. How often do you shave? 

Depends. Most days. Sometimes twice. 

In one day? 

Nothing else to do.. . 

When it rains and the tank's full I do it in the shower. 

Electric's best.. . . 

Don't look now but.. . 

Jason. What a dag ! 

Yeah. Real dork. 

He's alright. 

Get a brain Ellie! 

(All except ELLIE smile sweetly at JASON as he passes. ) 



JASON: 

LISA: 

JASON: 

MEREDITH: 

LISA: 

MAREE: 

JASON: 

LISA 62 MEREDITH: 

JASON: 

Hi. You comin' down the dam later? 

You invitin' us? 

Just askin'. What ya doin' sittin' here then? 

Waiting 

For the bus. 

New teacher's arrivin' today. 

Ellie, can I talk to you for a minute? 

Ooooohhh Ellie.. 

Get a brain Lisa. 

(ELLIE leaves with JASON.) 

MEREDITH: 

LISA: 

MAREE: 

MEREDITH: 

LISA: 

MAREE: 

MEREDITH: 

LISA: 

MAREE: 

MEMDITH: 

LISA: 

MEREDITH: 

MAREE: 

MEREDITH: 

LISA: 

MEREDITH: 

How come she never comes down the dam. 

You know why so why'd you ask? 

Her father. 

Pig. 

Reckon she'll be allowed to go to the dance. 

dunno. 

My mum says all girls should have a coming out. Might even get her to 

give us a bit of a party. 

You could get her to talk to EIlie's dad. Explain how important it is. 

Like him bein' a man he probably wouldn't understand. 

He ought to understand. Him bein' the guest of honour an all. He's the 

one presenting us ain't he! 

You started on ya dress. 

Nuh. Me mum's gunna take me to Roma one of these days to buy some 

stuff for it. 

I'm havin' real silk. 

Sure. 

Am so. Only me mum says I'll have to go home 'nd take it off before 

we go muckin' around. 

Cor. That'll cause a stir. 

I was gunna put something else on ya dork. What time's this bus s'pose 

to get here? 



MAREE: 

MEREDITH: 

LISA: 

MAREE: 

LISA: 

MEREDITH: 

MAREE: 

LISA: 

MEREDITH: 

LISA: 

MEREDITH: 

M AREE: 

MEREDITH: 

LISA: 

MAREE: 

LISA: 

MEREDITH: 

MAREE: 

It's always late. Stops too long at the Manganilla pub. 

You reckon this new teacher would go pubbin'? 

Last one did. 

(with exaggerated drunkenness) Good Afternoon girls. Hic. My name is 

Miss Carter. I'm your new teacher. 

It's not Miss. 

Mrs? 

She married? 

Ms. That's What the letter said. I had a perve in Mr Jackson's office. 

You'll cop it one of these days. 

He couldn't see me even if he did come in. 

We've never had a Ms before. Ms Carter. What is she? 

Feminist or something. 

She'll have hairy legs. 

And armpits! Yuck. 

She might help us with our dresses. 

Grow a brain. A hairy feminist makin' a ball dress. 

Not likely. 

We could ask her. Like we could work on them in sewing right? And 

we could pretend we were so hopeless that she'd have to sort of do them 

for us. 

They look at her skeptically before silently resuming their earlier activity. 

Scene ends. 



APPENDIX FIVE 

Scene One 

ELLIE sits on the sand dunes overlooking the beach. Down below, in the far distance and at the 

water's edge a person is fishing. It is evening, dusk. ELLIE has gathered wood for a small 

campfire which she arranges. She moves to the top of the dunes and stares out to sea, enjoying 

the beauty of the scene. There is a fbll moon. She moves back and sits (knees grasped) beside 

the still unlit fire. She takes a letter &om her pocket, opens it and reads it once more as she waits 

for her sister. 

FRAN arrives, passing the person fishing on the beach. She is slightly older - about 19. She 

carries a paper shopping bag. She is dressed as she would have been for work - a plain skirt and 

top or perhaps a dressmaker's overall. She carries her sandals over her shoulder. 

ELLIE, waving the letter, calls down to FRAN. Throughout, the dialogue of ELLIE and FRAN, 

has a feeling of fun-loving banter. The emotional response of the two characters should be equal 

in intensity. 

ELLIE: Up here Fran. 

FRAN waves and continues on her way across the dunes and up to ELLIE. She calls back up to 

her. 

FRAN: I thought you said on the beach. 

ELLIE: I did. Fran, it's beautifid up here. 

FRAN arrives at the top of the dunes. 

ELLIE: I could stand and stare at the sea for hours and hours. 

FRAN: You're a dreamer Ellie. Here. 

FRAN passes the shopping parcel to ELLIE who starts to unpack the contents. FRAN sits down 

and starts to rub her feet. 

FRAN: These stockings'll be ruined. 



ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

It's only a bit of sand. 

You in the habit of sand-papering your nylons. 

They're pantyhose. 

Same thing. 

I'll buy you some new ones. 

With what? 

Fran look. 

What? 

Up there. Did you see it? 

An aeroplane? 

It wasn't an aeroplane. 

I brought some coffee. The flask's in the bag. 

Star light, star bright, first star I see tonight. I wish I may, I wish I might, have 

the wish, I wish tonight. 

Do you want a coffee? 

You taught me that. 

A &iry tale. 

I believe in fairy tales. Don't look at me like that. You do too. 

Not since I was about six. 

I don't believe you. Your prince will ride home in shining amour. 

That's different. He's real. Do you want a coffee? 

ELLIE passes two mugs and the flask to FRAN to pour. 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

There's nothing to cook in here. 

You said a picnic not a BBQ. 

Fairy bread! 

It's a birthday party. 

Sausages? 

You said you wanted a picnic. 

On the beach. 

And we're not even on the beach. 

They laugh together. 



FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

I love you Ellie. 

I know. 

I keep thinking about next year. If you go away.. 

You'd manage. 

But I'd miss you. 

What if I stayed here? 

You need a job. 

I could get one. 

Not here. There's only the factory. 

I could get a job there. 

I asked Mrs. Harker. There's nothing. 

When did you ask her? 

Yesterday. I thought I could tell you today as a birthday present if she said yes. 

But she didn't? 

Said she didn't need any new girls. Said she'd offered one new job just that 

afternoon. It's my fkult. I'm sorry El. I should have asked her the day before but 

I was running late and I didn't know it was going to be urgent. 

Fran, my life is perfect! Look at me. Go on. Look at me. What do you see? 

My sister the nutter. Jobless and ove joyed. 

ELLIE hands FRAN the letter she was reading earlier. FRAN reads it then hugs ELLIE. She too 

is delighted. 

FRAN: You're the new girl. Why didn't you tell me? This is wondefil. When did you 

get it? When do you start? Oh Ellie. EIIie. Ellie. We'll be working together. 

ELLIE: Isn't it wondehl. 

FRAN: But you must have had an interview. When? Why didn't you tell me? I want to 

know everything. 

ELLIE: We were writing job applications in English. I wrote to Mrs. Harker. Just a kind 

of pretend letter you know. They had to be written like they were real but not 

really real if you know what I mean. So I wrote it and then Mr. Benson cleared 

out and we didn't get to hand them in and so I thought, what the heck? I've 

written it. Why not send it? So I did. 

FRAN: Then she wrote this? 

ELLIE: No. I was waiting outside the factory last week. Thursday. 



FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

I was running late. 

And Mrs. Harker was carrying these rolls of material and she dropped one of 

them and the whole bundle came crashing down. I stopped to help her and she 

asked me my name. 

And she realised you were my sister? 

No. Not then. But she'd got the letter I wrote and she said she remembered the 

name that way and would I like to come and talk to her about the job. 

And you did? All by yourself. 

I'm seventeen Fran! Not then. The next week I went back. We had a proper 

interview. I told her I was your sister. 

Are you going to be working on the machines? Did she say? 

She thought the office. She thought I wrote a good letter. 

We hardly ever see the girls in the office. Stuck up some of them. 

Fran I'm not like that. You know I'm not. 

I know. This is just.. .. fantastic. I can't believe she never said anything. 

Wouldn't be professional. 

I am your sister. You'll finish school? You won't leave before the exams? You 

don't have to start now? 

Fran. 

You'll be the first Blake to have a senior certificate. 

Yeah. The Blake sisters. Maybe one day we'll take over the whole factory. 

My god. You don't want much do you. 

Don't you ever dream Fran? 

Sometimes. 

Everything's real to you. 

One of us needs to be sensible. 

I'm glad you've taken on that role then. 

I dream too. 

About Bob? I know. 

Scene Ends 



APPENDIX SIX 
1974 

1973 

1966 -72 

1972 

1971 

1970 

Cyclone Tracey hits Darwin 

Saturday mail stops 

0 National service phased out (2312) 

Tertiary Education Fees abolished 

Jackson Pollock's "Blue Poles" 

Cosmopolitan magazine launched 

Supporting Mother's benefit introduced 

Rolling Stones Tour 

Tornado hits Brisbane (411 1) 

8 Hoadley's National Battle ofthe Sounds 

Gough to power (2112) 

Last Australians leave Vietnam (1 9/12) 

e Cleo began 

e Women's Electoral Lobby formed (Nov) 

e Jesus Christ Superstar (1 113) 

e Helen Reddy - "I am Woman" 

e Joe Cocker deported for drugs 

e car seat belts compulsory 

e 1000 out of 8000 troops withdrawn from Vietnam 

a "National Times" launched 

e Jack Mundy's green bans 

e floods 

e Mayne Nickless robbery (413) 

car seat belts Victoria 

o Cyclone Ada (17-1811) 

e Biggest demonstrations in Australian peacetime 

0 Johnny Farnham "Raindrops Keep Falling On My Head" 

President Nixon starting to withdraw troops 

9 Gorton foreshadows withdrawal - rdurning battalions not replaced 

e bi-centenary 



1969 

1968 

1967 

* lSf men on moon I 

* $5 note introduced 

0 Mt. Gmvatt Teacher's College opens 

* "Hair" opens in Sydney 

Queensland Theatre Company founded 

* Rolf Hams - "Two Little Boys" 

* Mounted police charge into 2000 anti-Vietnam protesters outside 

American consulate in Melbourne - 45 arrested 

* twice daily mail abolished (911) 

drought 

* "Skippy" sold overseas 

Australia's first heart transplant (23110) 

* Gorton following McEwan 

* Monaco Olympics 

* huge sheep losses 

* Ronald Ryan hanged in Melbourne's Pentridge jail (911) 

Battle of Long Tan (1 818) 

* Hok to USA - "All the way with LBJ" (June) 

* Holt drowns Portsea Vic 

* Johnny Farnham - "Sadie the Cleaning Lady" (1 7112) 

* Postcodes start 

* "This Day Tonight" launched on ABC (417) 

Referendum 

Sabin Polio vaccine starts 

Hok's memorial service broadcast (2715) 

Third Battalion amves in Vietnam (27112) 



1966 

1965 

1964 

Calwell shot during anti-Vietnam rally in Mosman Town hall (2 1/6) 

o Jamaica Commonwealth Games 

* I"' conscripts sent to Vietnam 

decimal currency introduced 

Menzies retires 

Holttopower 

e 28 day strike by Qantas pilots 

* Prince Charles attended Geelong Grammar 

Easy Beats - "Friday On My Mind", "She's So Fine", "Wedding Ring" 

a Queen Elizabeth and Queen Mother visit SA, ACT, WA, NSW 

* Fires (Jan-March) 

0 Dust storm over Queensland - sun obscured (Nov) 

* State of Emergency in Queensland re Mt. Isa mine strikes 

* Regular army sent to War Zone D 

* Duke of Kent visits ACT and NSW 

* Seekers - "I'll Never Find Another You" 

e Normie Rowe - "It ain't Necessarily So", "I Who Have Nothing", "Que 

Sera Sera" in top 40. 

Conscription begins 

a 1"' Australian troops arrive in Vietnam (15'7) 

0 Duchess of Kent visits NSW, ACT, QLD 

o National Service introduced (2 years full time service) 

Tokyo Olympics 

a "Pastures of the Blue Crane" 

Beatles Concert Tour - Sydney 



APPENDIX SEVEN 

Scene Two 

Another day. In one stage area, FRAN sits alone on the fiont verandah of the house she shares 

with ELLIE and her fhtber. She is writing a letter to BOB. The text of the letter is heard as a 

voice over. 

Another area of the stage - BOB and a mate, in their army greens, with rifles etc are holed up in 

a Vietnamese jungle, near the sea. They are playing cards. The action here is subdued, but not 

frozen. 

FRAN's VOICE: Dear Bob .... Ellie was seventeen today. We had a picnic on the beach. 

Just the two of us .... It was beautiful. There was this great big star went 

shooting across the sky.. . . We made a wish.. . I wished you'd be home 

soon.. . . . We'll have a real party then.. . . . Remember that English teacher 

we had. Bensen. Got called up. Did a runner in the night. Everyone 

reckons you're real brave round here.. . . . 

The lights fade slightly on FRAN. In the dimmer light, she turns the radio on, before returning 

to her letter writing. The radio plays softly - Bob Dylan's "Blowin' in the Wind." 

The lights fhde up on the card game. 

MATE: 

BOB: 

MATE: 

BOB: 

MATE: 

BOB: 

MATE: 

BOB: 

MATE: 

BOB: 

Tell me about your girl again. 

What are you. Pervert or something? Have you got a three? 

Fish 

She's a good kid. Have you got a five? 

Yeah. 

I can just picture her sittin' on the sand watching a shooting star. If we 

go back through Singapore I'll buy her some real nice material. She'd 

like that. 

Silk. I took some home for me Mum last leave. Have you got a king? 

Here. You got a girl? 

Nuh. Didn't have time. How'd you meet this Fran? 

School. I s'pose I've kind of always known her. Have you got a five? 



MATE: I already gave it to you. 

Sound of a chopper in the distance but growing closer 

BOB: She's real pretty. Shh. D'you hear that? 

MATE: Get down. 

BOB: You done this before? 

MATE: No. 

BOB: You scared. 

MATE: Shut up. 

There is the sound of gunfire then the sound of a crashing helicopter. Blackout. The only sound 

is that of FRAN'S radio, still playing, Bob Dylan. FRAN 1ightsJtums on a light. This time it is 

her own voice as she reads over what she has written. 

FRAN: Jessie had kittens yesterday but we couldn't keep them. Your dad did it 

for me. He's been very kind. .... Do you remember Jane at the factory? 

Her family's bought a television. Sounds real hey. We're a11 going 

over next Saturday to watch it. Should be fun. .... 

FRAN folds the letter, turns off the radio and the light and leaves. Lights up on the two boys on 

the beach in Vietnam. 

MATE: We've got to get out of here. We can't stay. Look we've done all we can 

BOB: That man. He was still alive 

MATE: For a minute, Just for a minute. It's a war fuck you. 

BOB: He died. Inside. Dead. 

MATE: Yeah. Can we go? 

BOB starts shooting into the air at random. 

BOB: Fuck you. Fuck the lot of you. 

MATE Jesus. 

BOB sits and starts to cry. 



MATE: For Chris'sake Bob they11 be back. We've got to move. We've got to get 

out of here. 

BOB: We killed them. His hands. 

MATE: Don't think about it. 

BOB: His kce. 

MATE: Stand up. Pull yourself together. 

BOB: He was just a kid. Just a kid. 

MATE: We're all kids. 

Sounds of people approaching. 

MATE: Bob we have to go. 

BOB stares, unmoving. The mate stands by at a total loss what to do but terrified. Blackout. 

Scene Three 

FRAN is walking across the bedroom with a book perched on her head and fingernails held out 

to dry the nail vanish she has painted on them. She wears a chenille dressing gown or perhaps a 

slip. ELLIE lies on her bed, hands behind her head, chatting to FRAN and half-heartedly 

reading a school text book. 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

Do you think he'll notice the difference? 

What difference? 

In me? 

The deportment? No. 

Oh Ellie. 

You cant read deportment. 

When he comes. 

Perhaps. Perhaps he won't like it. 

He's used to ladies. 

He's used to you. 

But now I'll be a better version of me. 

You were fine before 



FRAN: But I sloped. Didn't you think I sort of sloped 

ELLIE: No. Not particularly. 

FRAN starts dressing. 

ELLIE: 

FRAN: 

ELLIE: 

FRAN 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

ELLIE: 

FRAN: 

Are you going out? 

Tonight? 

No tomorrow. Of course tonight.. . If you're not can I borrow your 

jacket? 

Are you going out? 

Don't get excited. 

But you never go out. 

You can go instead if you like. 

Why what is it? 

I promised Jenny. Double date. Her mum wouldn't let her go unless she 

was going out in a group. So she asked me if I'd go along. 

Why'd you agree if you don't want to go? 

Because I'm a thoughtful, kind hearted generous sort of person 

Who's the guy? 

Some friend of Jenny's. Matt something. 

Not Matt Carson 

Could be. Do you know him? Is he ok? 

No. He's not. Watch him. 

What do you mean? 

Wandering hands.. . . You don't seem too womed. 

If he gives me a hard time I'll knee him one and piss OK 

You would too. 

Wouldn't you? 

No. 

No. I suppose you wouldn't. Where you going? 

Dunno. Pictures I suppose. 

FRAN has put on a new dress and twirls for ELLIE. 

FRAN: What do you think? 



ELLIE: It's nice. Yeah. It looks good. 

FRAN: The mail's late. 

ELLIE: He's been. About an hour ago. 

FRAN races down to check the mail. She comes back empty handed. 

FRAN: Nothing. 

FRAN and ELLIE look at each other sharing a mutual concern for BOB. Lights fade on them. 



APPENDIX EIGHT 

Scene One 

The inner compound. A large open feeling space. An image of life in the andarun. Women work 

co-operatively and mythmically in the space. The sense of rhythm is gained from the 

combination of activity. (A subtle sound and movement percussion effect should arise from the 

activity rather than forcing the percussion.) Two women grind rice or spices, another two or 

three scrub clothes, others might knead dough, sweep etc. Bolts of cloth (and perhaps other 

provisions and supplies) are carried through the space. The female servants are dressed in 

embroidered blouses and full skirts. Their clothes are colou&l. The clothes of the wives are 

drab and more dowdy afiough one of them BATOUL has attempted to add a lace collar or 

similar to her garb. The THREE WIVES each work on treadle sewing machines; their work on 

the machines also forming part of the rhythm. SATTI'S MOTHER is making a pair of yellow 

trousers fbr her daughter. This movement is stylised and ritualised giving a sense of harmony to 

and acceptance of the lives and roles of the adult women there. 

The call to prayers is heard in the distance. The duties of the women should be timed to 

naturally end at this point - this is a daily occurrence and is planned for. The WOMEN 

SERVANTS respond to the call and take their work and move inside (off stage). (Not abruptly - 
a sense of flow to the exit.) TWO OF THE WIVES gather up their work and also begin to leave. 

The TI-IIRD WIFE, the least pious, continues to sew. The others stop and turn to her. This too is 

part of their ritual. 

WIFE 1: Batoul ! 

BATOUL shrugs, resigned. She too gathers up her sewing and goes with them inside. Lights 

out. 

Scene Two 
Lights up on the outer compound. 

SATTI (as a child) is sitting learning the poem she is to recite to her father. At first she reads the 

poem from her book. Then she places the book down and recites the poem which she obviously 

loves. 

Human beings are like parts of the body 

creutedfiom the same essence 

When one part is hurt and in pain 



the others cannot remain in peace and be quiet 

Ifthe misely of others leaves you indzferent 

and with no feelings of sorrow 

you cannot be called a human being W'adi') 

Atter she recites through the first time, she begins to memorise the poem silently. A voice over, 

the older SATTI is heard to speak. 

OLDER SATTI: I loved that poem. I still remember it. I was so innocent. 

LEELA enters the space. She stands at a short distance and listens to SATTI reciting her poem. 

SATTI looks up and sees her standing there. 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATZ?: 

LEELA: 

Hello. 

Hello. That's a beautiful poem. 

Sa'adi. 

You can read. 

Of course. Can't you. 

No. I'm not a princess. 

You don't have to be a princess to read. Everybody in Shazdah's compound 

reads. 

But you are a princess. 

Who told you that? 

My mother said you were. She said I should call you princess and bow my head 

if I saw you. 

But you didn't. 

No. 

Then I suppose I'm not. 

So if 1 do it.. that will make you a princess. That's easy. Perhaps you could bow 

to me and call me princess. 

If you wish. 

Silence they stare at each other 

' From The Penguin Book of Turkish Verse by Menemencioglu (1978). 



SATT'I: 

LEELA: 

SATTI: 

LEELA: 

SATT'I: 

LEELA: 

SA-rrI: 

LEELA nods. 

LEELA: 

S A r n :  

LEELA: 

SATT'I: 

LEELA: 

S A r n :  

LEELA: 

SA-rrI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTT: 

LEELA: 

I'm not a princess and you mustn't bow your head. Shazdah says those days are 

over for us. Now I am just like you. We are equal. 

Perhaps. 

My name is Satti 

I know. 

And your name is Leela. 

Yes. 

Shazdah says I may play with you. He says your father is very brave. That he 

saved my brother's life. 

Why don't you wear jewels? 

I don't have any. 

But your M e r  is rich. 

He buys me books. Shazdeh says our education and our health are the most 

important assets we can have. We have a bath every week. 

I didn't want to come here. If my fhther hadn't helped your father I'd still be at 

home. 

Don't you like the gate house? 

No. There's nothing to do. 

I'm sorry. I'll talk to my mother for you. She will tell Shazdeh to send your 

h i l y  back. I'm sure he was only trying to do good. Shazdeh always tries to 

help people. I will ask my mother to speak to him. 

No. (She shrugs) We can't go back. It's gone. The Shah took our houses to.. 

Sh. You must never speak about the Shah. Never. Khanom says the walls have 

ears. There are spies. If they take Shazdeh away again, we are nothing. Nothing. 

I'm sorry. 

How did your father save my father? 

Shazdah gave a message to my father to take out of the prison. To warn your 

brother. That's all. 

Your father was a guard? 

No. We lived near the prison. My father took your father his tea and swept his 

cell. 



SATTI: Then how could he get a message out of the prison? Don't the guards search 

people who come in and out? 

LEELA giggles. 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

LEELA: 

SATTI: 

You really don't know. Shazdah wrote a note. He tied the note around his 

private parts. 

What are they? 

You know. 

No. 

His.. . Doesn't matter. 

Like round his leg? 

Something like that. 

He could have been killed 

I suppose. But he wasn't. 

He must be very brave. Shazdeh says he's very brave. When I grow up I'm 

going to be brave and save people. 

You can't. You're a girl. 

So what? 

Girls don't do things like that. 

Shazdeh says we are all God's children and must perform our duties. 

But not girls. Not like that. 

Why not? 

Because . . we're weaker 

I'm not. Look (she shows LEELA her muscles) Feel it. See. 

God says we are. 

No. The Koran tells us to help people. Sa'adi says we must help others. Like in 

the poem. 

LEELA: Yes. 

SATTI: And that everyone has to help everyone else right? 

LEELA: Yes. 

SATTI: And it doesn't say - now girls you sit still while the boys go out and help. 

LEELA: No. 

SATI?: There then. 



LEELA laughs. 

SATTI: Would you like to see my beetles? 

She nods. SATTI climbs the tree or compound wall where she reaches into a secret hiding spot 

for her container of beetles. Her fiiend LEELA is admiring of such outrageous behaviour in a 

girl. As SATTI: is climbing, her MOTHER enters the space. 

MOTHER: God have mercy on us. Satti. Get down from there. Get down at once. Have you 

no shame. 

SATTI jumps down. She knows she'll cop it. 

SATTI: 

MOTHER: 

SATTI: 

MOTHER: 

SATTI:: 

MOTHER: 

SATTI: 

MOTHER: 

SATTI: 

MOTHER: 

I'm sorry Khanom. I just wanted to show Leela my beetles. 

Look at you. Look at the skirt. Look at your face. 

r7m sorry. 

Sorry. Sorry. All I ever hear is sorry. Sorry this. Sorry that. But do you change? 

Does it make a difference? No. God sent you to try me that's for sure. You 

think money grows on trees? You think Shazdeh has money to spare for your 

frivolity? 

I will mend it. 

As if we didn't have enough troubles. You shame me constantly. You have a 

mark on your fice. 

I'll wash Khanom. 

How will we ever find a husband for a girl who behaves as you do? Look at 

little Leela there? Does she disgrace her family by climbing trees and collecting 

beetles? 

I don't know Khanom 

Well you can be sure she doesn't. Why can't you be more like her? Why can't 

you be like your sister? Do you think I don't have enough to worry about 

without your errant behaviour to make my day worse. Mardi! Mardi! Bring 

Satti's skirt and hurry with that cloth! We don't have all day. 



APPENDIX NINE 

SAMPLE MONOLOGUES, DIALOGUES AND "DREAM TEXTS 

Monologue One - The fat girl sits in her bedroom 
FAT GIRL: Sitting in my bedroom with the door shut tight I hold my stolen adult 

treasures. The cigarette feels strange between my fingers. But I practice 

till I have the look just right. I push the window wider and lean right out. 

The moon shines on me. I light the match. The flame flickers and dies 

out. I take my first puff and my second. My head spins but I persevere till 

I have the look just right. 

Sitting in my bedroom with the door shut tight I hold my stolen adult 

treasures feeling gloriously wicked, romantic, beautiful. I take my nail 

scissors and shred my ugly green cottontails and stare into the mirror 

expecting to see me. I caress my Woolworths package. My hand dips in 

and feels forbidden treasure. Black lace bikini pants. Hot pink bikini 

pants. I bought size ten. Size ten looked smaller. A padded bra. 

Sitting in my bedroom with the door shut tight I shave my legs, I bleach 

my hair, I hitch my skirts, I paint my Eace. I stare into the mirror in the 

search for me. 

Monologue Two - Another girl sits in her bedroom 
GIRL: Sitting in my bedroom with the door shut tight I listen to the news and 

hear the boys are coming home. I wonder about .. I hate her. I hate them. 

They can't make me. I won't wear them. I hate. And I love. I see her Eace 

contorted, red, angry. My mother. I stand before the moon and imagine 

what I would have looked like in my black lace knickers 

She looks at the shredded fragments. 

Monologue Three - Fantasies of a faf girl - one 
THE FAT GIRL: I am Marilyn Monroe. I am Elizabeth Taylor. I am Brigitte Bardot. I am a 

sparkling silver stiletto. Fine. Elegant. Menacing. Mincing toward you. 

Bejewelled. Desired. You desire me. You are a silver boot prowling 

slowly forwards. I stay waiting. 



Monologue Four - The fat girl eats and talks 
THE FAT GIRL,: There's something about being size 10. It makes us somehow desirabld. 

You even desire yourself. 

Monologue Five - The fat girl remembers the man of her dreams 
THE FAT GIRL: I surrender myselfto you. I can smell chops cooking but I resist the urge 

because I am yours. Take me, take me with you. (she eats) I am 

irresistible. I am Marilyn Monroe. (She eats again) Perbaps I should be 

more straight forward. 

I bought a size ten dress. I couldn't ask for anything else. He was there 

with me. Shopping with me. I mean. He must fancy me. Want me. 

Dialogue One - The fat girl converses with her mother 
The FAT GIRL Sits at the bus stop talking to her MOTHER - or rather trying not to talk to her 

mother. The GIRL addresses the audience directly. The MOTHER speaks to the daughter. 

MOTHER: If we have beans today and peas tomorrow ... I need a green for 

Thursday.. 

The FAT GIRL dawdles her foot in the dust. The MOTHER continues her shopping list. 

MOTHER: 

FAT GIRL: 

MOTHER: 

FAT GIRL: 

MOTHER: 

FAT GIRL: 

MOTHER: 

FAT GIRL: 

MOTHER: 

FAT GIRL: 

MOTHER: 

We could have brussel sprouts. Your father likes brussel sprouts. 

My mother was born with a shopping list in one hand and a vacuum 

cleaner in the other. 

Did you check the bathroom? Did we have any ajax? I can't remember if 

there was any ajax left. 

She never listens to me. 

Jenny ... your legs .... you've shaved. 

Yes 

You could have told me. asked me.. . . for permission. 

What would you have said? 

I don't know. 

We need new razor blades. 

We used to talk. 



FAT GIRL: She still does 

MOTHER: I wish you'd talk to me, tell me things. Doesn't mamr I suppose. Whose 

razor did you use? 

FAT GIRL: Mum! 

MOTHER: Well? 

FAT GIRL: I don't know. Dad's I suppose. 

Two other people join them at the bus seat. All smile. The conversation reverts to the shopping 

list. 

MOTHER: Half a dozen eggs. I'll make Auntie Jessie's sponge for the stall. 

FAT GIRL: We need soap 

MOTHER: I thought there was plenty. 

FAT GIRL: For the collection. 

Monologue Six - The fat girl's first day at school 
THE FAT GIRL: I couldn't stop thinking about the chocolate biscuit in my lunch box. I 

knew it was there. I saw it go in. In fact - I put an extra one in. Two 

chocolate biscuits. The teacher sat us on the carpet. We were in a circle. It 

was my turn. She'd asked me something but I wasn't listening and all I 

could think about was the chocolate biscuit. Do you think it's round or 

square? I knew it was round. I liked round biscuits the best because my 

mum bought the ones with two layers and white cream in between. She 

looked at me sort of sadly. When the bell rang all the other children went 

out and she said to wait and she told me about round and square. I knew 

about round and square. I had square sandwiches and round biscuits. 

When I went out the round biscuits had melted and weren't round 

anymore. It was just a sort of glug in the bottom of my new pink Iunch 

box. We d~dn't learn about glug shapes. 

Monologue Seven - The fat girl's first day at high school 
THE FAT GIRL: I had this uniform. Ugly. We had to kneel down and you were supposed 

to measure exactly an inch above the floor. My mother made me do it. 

She pinned the hem. One inch. I'd seen the girls at high school. No one 

had one inch above the floor! I learnt the trick later. How to roll it up. 

Like you'd leave home with one inch then before you got to the bus stop 



you'd take your belt off and roll it up - neat trick. I had a new bag - a sort 

of suitcase. I didn't mind that. And a new lunch box. Bigger than at 

primary school. I'd learned this trick with the biscuits by then. If you got 

wax proof paper and wrapped them up in one bundle you could sort of 

suck it all off the paper. No waste. 

Monologue Eight - The fat girl on sports day 
THE FAT GIRL: I wasn't much into sports day. 

Monologue Nine - The fat girl discusses her friends 
THE FAT GIRL: Friends. I suppose I had fiiends. I was in the orchestra. I got chosen for 

cello. Someone said they went by size. I reckon it was more to do with 

talent. My mother always said I was musical. Anyway I hung out with the 

girls in the orchestra a &ir bit. And choir. Same crowd really. They 

teased me. Just in h. It was a big joke - like how many packets of chips 

I could eat at lunchtime. Always more than them. 

Boyfriends? Yeah. I've had a few. Love? Yeah. I've been in love.. 

Monologue Ten - The fat girl considers the dangers of dieting and talks 
about love. 
THE FAT GIRL: (constantly eating throughout) I am obsessed. I admit I like food. Who 

doesn't? I mean, if you didn't eat, you'd die. Look at Princess Diana. 

What a waste. All that time dieting and bang, she's out like a light. Now, 

I reckon if she'd eaten more, had a bigger dinner that night, eaten 

properly like, she would have felt really shit house, hll, stuffed. She 

would have asked him to stop so she could puke. Right? I mean, you 

couldn't travel at those kind of speeds.. it'd be like being on a roller 

coaster after lunch. So, my motto is, eat well, enjoy your food. Not that 

I'm fht. Strange how other people are fixated with overweight. Take my 

mother. She's always suggesting I go on a diet. I bet that's what 

happened to Lady Di. Her mother nagging all the time. Leads to all sorts 

of problems. I say - eat and stay healthy. That's my motto. 

You know, one day, I came home and my mother had been to the 

hardware and bought this packaging strap. It was bright fluoro green. 

Gross. She wrapped it round the fridge and put a padlock on it. God 

knows how much it must have cost. Such a waste. And she's the one 



always going on about how much the housekeeping bill is. It cut &irly 

easily really. I found a whole leg of lamb as well as five roast potatoes. I 

think she was hiding the ice-cream or something. Lamb followed by ice- 

cream makes the stuff taste even better. 1 couldn't find it anywhere. 

Anyway, I didn't come here to tell you about the dangers of dieting. My 

topic for today is love. A very important topic for young people - you 

know safe sex and all that. So a word of advice. First you need to be sure 

he's the one for you. Test out your real feelings. It's better if it's true love 

my mum always says. Actually she said don't do it unless you're married 

but I decided true love is of course possible outside the wedded state. 

Back to true love. One of the reasons I'm an expert on this is cause I've 

been in love so many times. First time, this all recent, adult love, I'm not 

talking about teenage crush stuff. Well, the first time it was the eyes that 

got me. I mean, I just looked at this guy and I could see him sort of 

staring at me. Here was me in my togs, Xmas holidays and I was 

savouring one of those gorgeous green and yellow and brown and white 

ice-creams. You know the ones, you can normally only get two colours 

but I get them to tie two cones together so I can get four colours in one 

go. So here I am seductively licking my ice-cream.. It was the lick on the 

green one when I noticed. I looked up and he was just staring at me and 

his eyes were all sort of bulgy. When I caught his gaze, he looked sort of 

embarrassed. Like he wasn't just a kid. A mature man. He had the most 

dreamy eyes. I didn't see him again, so I suppose you'd call it unrequited 

love. Probably ofien is the first time, so don't be surprised about that. I 

won't tell you about all of them. Just a few important ones. 

There was this other one. A bit Iunky really. He used to buy me things, 

sexy things. He sort of really liked large ones. See I only buy size ten but 

he kept buying size 18. 

Monologue Eleven - The fat girl wears an overcoaf 
(The FAT GIRL is dressed in an overcoat). 

THE FAT GIRL: I realised I was fat. You know it never occurred to me before. Like, I'd 

look in the mirror. You know that. I don't understand. I keep thinking it's 
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a mistake. Perhaps she's not dead. Perhaps he didn't do it. My mother 

thinks he did. She said she wasn't surprised. She says I don't need the 

coat. I do. I'm fat, ugly. I wonder if Lady Diana died inside before she 

got skinny? I feel like I'm dead inside. 

It's sort of my fault. I kept thinking perhaps if1 hadn't been fat you 

know, perhaps I didn't satisfy him. Perhaps he had to get skinny girls. 

They reckon all the dead girls were skinny. But then perhaps if I'd been 

skinny, he would have done me in. 

I still think they've made a mistake. I'm so hot. Itchy. You know that 

strap I told you about. The orange fluoro one. Apparently he used that to 

strangle her. That day at the cemetery. 

You know in the whole time we were going out, he always respected me. 

I used to wish he wouldn't in a way. It was sort of strange.. your body 

wanting his so badly and him always being polite. I remember our first 

date. Well it wasn't a date really. But you know.. he walked me home and 

we talked and he wanted to know about astronomy. I've got this thing 

about astronomy. I'm always studying planets - like did you know.. . I've 

got a reasonable telescope. Anyway, that was beside the point. 

He was asking me about the moon and about astronauts. He had this 

dream see, about flying to the moon. Told me his dream. That's when I 

knew there was something between us. You know you don't just tell 

strangers about dreams. I was just melting inside. When we got home he 

asked me if he could come in and see the telescope. We sat on my bed 

together and looked at the moon. That's when he told me about his 

dream. I did have sex with him once. Not proper sex. Like I wanted to, 

but he changed his mind or something. Respect. We talked about the 

moon instead. 

I can't believe it was him. Now, when I think about him not wanting me 

but wanting them. I thought about how Lady Diana must have felt. 1 

loved her. You know when her prince charming didn't want her anymore. 



You just kind of feel dead inside sometimes. I realised I was f&. He told 

me I was fht. Last night. He said there was something warm about be&g 

fat. I didn't know he meant me. And then I thought this morning, when I 

saw the news and the police came to see me, I thought, if he's right, I am 

fat. And I threw the telescope out the window. I no longer look at the 

moon. 

Monologue Twelve - The fat girl's mother dreams 
THE FAT GIRL: My mother told me her dream last night. A fkt pink dream. She saw a Edt 

pink baby - me - and she tried to run away. But she couldn't. And now 

she'll just have to put up with it. 

Monologue Thirteen - Another girl sits in her bedroom 
GIRL: Sitting in my bedroom with the door shut tight I read his letter and try to 

picture brave soldiers saving me. But all I see is him and them, worried 

and wishing he was home. I love him too. I stare into my mirror but I 

don't see me. I am here somewhere. I hear the sounds of their living 

downstairs. The kettle boils ... boots are cast against the wall. They wait 

for mail, for him, my brother. The moon shines. One moon for many 

people. Does the moon shine on Vietnam? I walk into the kitchen where 

they sit. I am invisible. They watch the news. I am invisible. She talks 

about nothing to him not me. He talks about nothing to her, not me. I feel 

like screaming, I am here too ... I worry too. But in my house, I am 

invisible. I wash the dishes. Perhaps they will notice. I make them both 

tea. Perhaps they will notice. I show them the prize I won for my history 

essay. Perhaps they will notice. I shorten my skirt. Perhaps they will 

notice. I dye my hair. Perhaps they will notice. I wag school. Perhaps 

they will notice. Tomorrow, when he comes home perhaps they will 

notice. 

Dialogue Two - Two young girls converse 
SHE is angular - sort of clumsy1 gawky. There is a hint of the potential for grace trapped inside. 

SHE is wearing a cheesecloth caftan number. Short hair. Her eyes show pain and anger. A 

trapped animal - caged - caged by her family, her society. Unnoticed, unwatched. SHE is curled 

up in a foetal ball - rocking - the sound of the metronome. 

SHE stops rocking, sits up abruptly. SHE snaps her fingers at the sky angrily. SHE cries out. 



SHE: If1 were a witch, I'd extinguish you, snuff you, put you out. Poof!  one! 

SHE seems drunk. SHE laughs then rocks herself again. There is a knock on the door. 

SHE: Fuck off! 

FRIEND: Are you ok? 

SHE: Fuck off! 

The FRIEND enters the space. 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

You ok? 

I'm sick. 

What's up? 

Them. 

What happened? 

They won't let me go. 

You're kidding. 

I'm not. I'm too immature. That's what she said. 

What did you do? 

Told her to fuck off. 

I bet that went down well. 

Not particularly. God I hate her. I hate him. 

Why can't you go? 

I have to be here for John. Welcome home brave soldier stuff. 

You'll see him in the afternoon. We'll be finished by lunchtime. 

You tell bitch face that! 

I suppose if it was my brother.. I'd feel that way. 

Dialogue Three - Another moment in the same lives 
SHE: I had this dream last night. I was lying naked on Mrs Jordan's gravestone 

and I was kind of looking down on myself. Then this guy came around 

the comer with a bunch of his mates and they were marching, like 

soldiers. Then they started singing that army song and the 18 12 overture 

started playing. You know what I did? 

Sang along? FRIEND: 



SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRTEND: 

I sat up and started to file my nails. I painted them this really gross red 

colour. Then these guys knelt down and started to pray to me. Pretty cool 

dream. I was a goddess. So, today, I've decided I am a goddess. Fuck the 

rest of the world! You want a coffee? I could bless it for you. 

Are you ok? Like you haven't taken something? 

Of course I'm ok. Why can't I be a goddess? 

Sure. Ok. 

It's better than being a duck or a chicken or something. 

Who's going as a chicken? 

Wendy's going as Florence Nightingale. Saving wounded soldiers. She 

can lick my brother's wounds. 

Is he wounded? 

Just an expression. 

You always got on well with Johnny. 

He went away. 

It's not his fhult your parents drool over him. He didn't ask them to do 

this. 

He didn't have to go. 

Crap. He had no choice. 

He could have pissed offto Tasmania or New Zealand. Other people did. 

Are you jealous? 

No. I'd like a roast beef sandwich. They don't eat meat. 

It's got poison in. From all the spraying. 

Her poison. His poison. 

You're mad. You got a mirror? 

Yeah. Why? 

Just give it to me. 

Help yourself. It's on the dresser. 

Shit! I've got a pimple. 

Well squeeze it. 

Then it'll leave a red mark. 

You can go as chicken pox. Chicken and chicken pox. 

What are you going as? 

I told you. A goddess. 

What are you going to wear? A sheet or something? 



SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

FRIEND: 

SHE: 

Look at this. (she shows a picture of a naked goddess to her friend) 

You can't 

Why not? 

You wouldn't dare. You can't. You'll be arrested. They won't let you in. 

They can't stop me. I'll stand on the steps. A grand entrance. My hair will 

be flowing. 

You don't have long hair. She's got mighty big boobs. 

Bigger than mine? 

You'll get expelled. 

Yeah. 

You want to get expelled? 

I want to be a goddess. 

Can't you be a goddess with clothes on? 

I want the men to kneel at my feet! 

Dialogue Four - Two friends reflect on the fate of their friend. 
Images of bars and traffic chaos fill a large screen. Two FRIENDS converse. 

FRIEND ONE: They wouldn't let her in. 

FRIEND TWO: Well they wouldn't would they. 

FRIEND ONE: She was crazy, mad. 

FRIEND TWO: She was hwt. 

FRIEND ONE: But why would she do such a stupid thing? 

FRIEND TWO: Cindy reckons someone pushed her. 

FRIEND ONE: Bull. She chose to go like that. 

FRIEND TWO: She went out with him. On purpose? 

FRIEND ONE: I'm surprised they even let her come back. 

FRIEND TWO: She had that cape. 

FRIEND ONE: Yeah. But nothing else. 

FRIEND TWO: She was fit. 

FRIEND ONE: So? 

FRIEND TWO: She wanted to be beautiful. 

FRIEND ONE: Strange way of going about it. 

FRIEND TWO: The goddess of love. 

FRIEND ONE: They've locked her up. 

FRIEND TWO: We could rescue her. Bring her back. 

FRIEND ONE: She's sick. 



FRIEND TWO: 

FRIEND ONE: 

FRIEND TWO: 

FRIEND ONE: 

FRIEND TWO: 

FRIEND ONE: 

FRIEND TWO: 

FRIEND ONE: 

FRIEND TWO: 

FRIEND ONE: 

FRIEND TWO: 

FRIEND ONE: 

No. They're sick. It's their fault. 

She told me. 

Told you what? 

I promised 

Promised what? 

Promised I wouldn't tell anyone. 

That was before. 

Yes. 

But now, perhaps you should tell someone. 

I promised. I can't break my promise.. . . 

She's already broken. 

Goddess of the moon. Walker on water. She thought she could you know. 

Walk on water. She told me. And she saw things in her head and she told 

me.. . she told me about him. I can still see her now. Glorious. Beautiful. 

Standing in that doorway. The cloak was drab and yet she sort of 

straightened up. She looked majestic. 

SHE appears - as though a vision. 

VOICE ONE: Hey Jude! Couldn't you find a better costume? 

VOICE TWO: Hey Jude! It's supposed to be a costume ball. 

FRIEND ONE: 

SHE: 

FRIEND ONE: 

SHE: 

FRIEND ONE: 

SHE: 

FRIEND ONE: 

SHE: 

FRIEND ONE: 

SHE: 

She turned and undid the cloak. It fell to the floor. She was standing 

there, tall, naked, beautiful. 

I am a goddess. 

They are shocked. A shocked silence - then sniggers. Voices. Get her out 

of here. Someone tries to wrap the cloak around her but she pushes them 

forward. 

Worship me. 

She is escorted out of the hall. 

Do you think I'm a fool? Foolish? 

It took guts. 

They noticed me. 

Yes. 

I just wanted to be noticed. To be loved. 



Dialogue Five - A mother describes a dream about her son fo her daughter 
MOTHER: In my dream he stands proud, victorious. A man. He has his father's e$es, 

his father's face, my Eather's eyes, my Wer ' s  face. He becomes my 

father and he smiles down on me and I look up trusting and knowing I am 

safe. He is a giant reaching up. He gets taller and he is above the crowds, 

up the umbilical chord out of my reach and yet I need to reach him. I'm 

stretching upwards. He might fall. The rope must come to an end. But he 

keeps climbing upwards. A . . . speck going up. I can't see him anymore. 

And then he starts to slide down. But he's different, changed. His f'ace is 

gone. There's a mask. A blank, white mask. I'm searching for the f'ace. 

I'm searching in crowds. I'm searching in shopping centres. There's 

DAUGHTER: 

MOTHER: 

DAUGHTER: 

MOTHER: 

DAUGHTER: 

MOTHER: 

DAUGHTER: 

MOTHER: 

DAUGHTER: 

MOTHER: 

DAUGHTER: 

MOTHER: 

DAUGHTER: 

MOTHER: 

DAUGHTER: 

MOTHER: 

DAUGHTER: 

MOTHER: 

people, faces, people everywhere. Everywhere faces but I can't see him - 
he is faceless. He could be any of these people. I don't know him. I need 

to find him. I don't want to lose him. I can't bear the pain. And then the 

rope he was climbing is circling above my Wer ' s  face through the circle 

of the rope. And he says, you've f'ailed, I knew you would. And I tell him 

no. I did my best. And he laughs a horrible laugh. He laughs at me. 

Why are you telling me this? 

I want you to understand. 

It's a dream. It's not real. 

But it is. It's how I feel. 

But I'm not in your dream. Dream about me. 

I can't just make a dream happen. It just is. 

Why does Granddad laugh at you? 

He doesn't 

But you said 

I didn't finish 

Well then 

You don't want to know 

No. I probably don't. I suppose he's laughing at me. 

Not at you. With you. You're both laughing at me. 

So I am in the dream. 

Yes 

What else 

You have a knife 
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I suppose you think I'm killing you 

Yes. No. You.. You cut the cord and you cut his cord and you tie it in 

knots, twist it, change it. And I'm trylng to grab his rope and your rope 

and I can't grab both 

So you grab his 

No 

You grab mine 

Yes 

And that's why you blame me 

I'm not blaming anyone 

Sure 

It's only a dream 

Is it? 

Oh for Christ sake. It's not my fhult. 

I'm not blaming you. 

Dialogue Six She converses with a friend 
SHE: There's nothing worse than being nai've 

FRIEND: My mother's nai've 

SHE: Aren't they all 

FRIEND: Gullible 

SHE: She thinks I should go to secretarial college 

FRIEND: You as a secretary 

SHE: It's not that funny 

FRIEND: sorry 

SHE: I'm going to be a mechanic 

FRIEND: This week. Last week you said you were going to be an astronaut 

SHE: I'm allowed to change my mind. Besides, I might be a mechanic first, 

then an astronaut. 

FRIEND: When does your goddess career come into this? 

SHE: That'll be alongside 

FRIEND: Imagine a college for goddesses 

SHE: I could set one up 

FRIEND: Really, if you could do or be anything you wanted 

SHE: Anything? 

FRIEND: Why not? 



SHE: A goddess 

FRIEND: Something real 

SHE: A stripper 

FRIEND: You're not serious 

SHE: Why not. 

Dialogue Seven - She converses with her mother 
MOTHER: We have to talk about next year. 

SHE: I've decided what I'm going to do. 

MOTHER: You've given up on the goddess bit then 

SHE: Yes. I've decided to be a stripper. 

MOTHER: Why do I even listen to you. You've got to grow up. Be sensible. You're 

going to have to make a choice 

SHE: I have. You sent me to ballet. Good career move on your part there. I can 

point my toes, dance, slither and get undressed simultaneously and get 

paid for it. 

MOTHER: I don't know why I bother talking to you about this 

SHE: You asked 

MOTHER: I expected you might be sensible for once in your life. I've made an 

appointment to talk to a careers officer. 

SHE: There's no point. I know what I want to be. 

Dialogue Eight - She talks to a careers officer 
HE: Now Janice, have you got any idea what you might want to do. 

SHE: Yes. Stripper. 

HE: Paint stripper? Furniture? That sort of thing. Does carpentry interest you? 

SHE: No. Clothes stripper. Dancing naked, that sort of thing. 

HE: Oh. Perhaps you might like to talk through some alternatives with me. 

SHE: If you like. 

HE: What sorts of things do you like doing? 

SHE: Other than stripping? 

HE: Well yes. Hobbies? Start with them. What hobbies do you have? 

SHE: I'm into gods but mainly goddesses. Being a goddess. 

Dialogue Nine - She talks to another friend 
SHE: Hey. You promised. Saturday night. 

HE: What am I supposed to  have promised? 
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That you'd meet me here. 

And why was I going to meet you here? 

I've got an idea 

A new career shift huh? 

Well don't you find it boring doing the same job day after day. I can just 

imagine. You get up at 7am. You get out of bed and go to the toilet. Then 

you make yourself a cup of coffee and watch the cartoons. You're hungry 

but you're too lazy so you pull on your shorts, leave your cup in the 

sitting room. You clean your teeth (most mornings) and you're on the 

beach by 7:30. 

I shave. You missed that out. 

Yeah, but how predictable. I don't want a predictable life. I want to do 

something different everyday. Wouldn't you like to do something a bit 

more exciting 

What did you have in mind 

We could buy a car and travel around 

What? You and me? 

What's wrong with that. I thought you liked me. 

You're ok. 

What's wrong with me. 

I said you're ok. 

I don't want to just be ok. 

What do you want to be? 

Mysterious, adventurous, exotic - hell not just ok. 

I haven't got enough money for a car. 

We could pinch one 

You're mad. 

Ok. It was a stupid idea. I'm bored. I want to do something exciting. Just 

once in my life. I want to have fun. 

Come shooting with me. 

What? 

I asked you if you wanted to come shooting with me? 

When? Where? Have you got a gun? I don't want to kill anything. 

It's a range. You shoot targets. 

Like at the ekka. No. I want to be a goddess this week. 
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What do goddesses do? 

It's the job you have before stripper. 

So you put clothes on. 

Sometimes. Not always. 

You're a nutter. 

Don't you believe me. 

I can't quite picture you as an angel 

I didn't say an angel. I said a goddess. Come here tonight and 2'11 show 

you. You can be a god. 

Monologue Fourteen - Another girl sits in her bedroom 
DAUGHTER: Sitting in my bedroom with the door shut tight (beat). I close my eyes and 

silently count the blue lines on the blank page of my exercise book. When 

I get to ten, the front door will spew him out. I count to nine. The front 

door bangs. He's gone. It's quiet now. My mother. I should go to her. But 

I sit in my bedroom with the door shut tight. I hear her sob. The light 

from the moon. I watch it and think about men leaping craters up there. 

Watching me. Watching them. I should go to her. I hear her lock the front 

door. He won't notice. Not tonight. My father. Her husband. A cloud 

moves in front of the moon. I think about school. About tomorrow. I see 

my pile of homework. My untouched books. Other people's histories. I 

pick them up. My blank page an essay on justice. The cloud passes and 

the light returns. I hear her. I hear her bare feet shuffle towards my room. 

Sometimes I want to scream - at him, at her, at me, at the ..moon. I close 

my books and start to think of excuses I haven't yet used. I wait for her 

bruised and battered body. Tonight I will lie with her. Tomorrow she will 

pretend. And I will wait for the moon to reappear and I will write essays 

for teachers about justice in the western world and smile and joke with 

my friends. And tomorrow she will pretend. 

Dialogue Ten - The abused mother tells her daughter her dream 
MOTHER: I had a dream. I stood on the steps of home. I walked through the front 

door with my suitcase. Firm grip. Scared. Cold. Shudders. Dripping 

water. My own fear sweat dripping, dribbling. But you urge me on - 
beckon and I step forward. Heavy wooden feet. Dragging forward. 

Suitcase. Hard. Cold. Heavy. Leaden weight. And I face the door and I 



push and it opens. Easily. It opens easily. And I turn to you. And you 

smile. Your large innocent eyes beckon me forward. I look back to the 

room and smell its coldness. I turn and you beg. Please Mum. Please 

Mum. I owe you so much. For you. For you I step forward into the room 

and the walls begin to move. Are moving. Writhing colours. Carpets. 

Colours. Walls writhing snake. I look at the wringer and the snakes move 

toward me. All of them coming to me, at me, wanting me. I'm scared. I 

sweat. I can hear my heart. My head pounds, pounding. And then there 

are people. The room is full of people. Groups of people. Friends. They 

are together drinking, smiling. Happy. And I step toward them and they 

leer at me - grow grotesque. Faces distorted. Not smiling - leering. They 

grow huge, engulf me, touch me - and they are snakes. The feel. I look 

back to you. Your smile is fading -the snakes are moving toward you. 

Your eyes. Your beautiful eyes. They are eating you. The people are 

eating you. You are %ding and you reach your hand towards me and I 

reach my hand towards you and I look down at my hand and it is gone. A 

half arm stretches toward you and I shImk, shrivel, Edde. My pounding 

heart. My fear. And then I hear your voice. It sounds strong, warm. You 

are my child yet you are like my mother in this dream. Guiding me. Tell 

them, you say. Tell them. Do it. Do it. I open my mouth. I want to call 

out - go away - leave me. A snake slides inside my mouth, inside me. It 

curls around my neck - inside my neck. My head throbs. Throbs, pounds 

with snake strangle. The people. The party people fading in, fading out. 

They start to throw their food at me. I feel it. I feel the pounding, the 

wetness, the ache. 

DAUGHTER: It's only a dream. 

MOTHER: A dream. 

Monologue Fifteen - Another girl sits in her bedroom 
DAUGHTER: Sitting in my bedroom with the door shut tight I think of school and 

imagine his hands on my body again. And again. I want to ask him his 

name. His real name. Not his teacher name. But I don't. He tells me he 

loves me. Again and again. I like it when he tells me he loves me again 

and again - I know he doesn't. I feel my back pressed against the 

corrugated wall of the shed. Cold smooth ridges. Hiding in the shadows 

of the tree in the bright daylight he smiles at me. I like his smile. My 
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lunchtime pleasure. Sitting in my bedroom with the door shut tight. My 

mother's voice calls to me but I don'treply. She comes to my room and 

says it's late. And she notices the moon. And she asks if I'm ok. And I say 

yes, that I'm thinking about school and a project I'm working on. And she 

tells me not to work too hard. And I smile and say goodnight. 

Monologue Sixteen - The parents sit in their bedroom 
DAUGHTER: They're sitting in their bedroom with the door shut tight. My parents. 

They are aliens, obscene relics from another planet. Tidying their minds - 
so they can tidy their garden - so they can be tidy. Why can't I have 

human parents ! 

Monologue Seventeen - Another girl sits in her bedroom 
DAUGHTER: Sitting in my bedroom with the door shut tight I stare at the moon and 

think about Jack. My friend. One day my lover. My hero. I write letters. 

He writes letters. I collect soap. Sitting in my bedroom with the door shut 

tight I think about the boys at school and the real men. The men in 

Vietnam. I write letters to men I never really knew. I declare my love and 

they write back. And I feel loved and wanted and beautiful. 

Monologue Eighteen - A girl dreams 
GIRL: I had a dream. In the dream there was a large building surrounded in 

scaffolding. Metallic, cold, hard round, shining, slippery, jointed. And 

there were platforms in the scaffolding and people running. Wearing 

joggers. Running. Running a race in single file around the building. 

Layers of joggers. And then one jogger stops and the others pile into him. 

Collision after collision and the bodies of the joggers start flying over the 

scaffolding. But some fkll up - not down. And one guy, it's a guy. I can 

see. He falls up and away and starts spinning around and round and he's a 

blur of colour - a colour wheel spinning, faster and f8ster. But then I 

notice he's stopped. He's sort of suspended in time and place and I'm 

there on the railing and I lean out and lean towards him. I think he's 

going to smile at me but he picks his nose and starts flicking it at me. I'm 

trying to reach him but I can't. And he's gone all sort of slippery and the 

metal bars ofthe scaffolding have started to melt and bend - but they're 

not hot. And I look down but all the other bodies are gone. I can just see 

the empty ground -hard packed dirt. And then I see silvery streams of 
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liquid mercury creeping across the ground, spidery. And I look up and he 

is an astronaut with a We line to the moon. He is floating on air. The 

pools of mercury are filling from below. I feel an urge to slide down -go 

down to them. And I'm sliding, going downward, slowly, like in slow 

motion downward, downward. 

Monologue Nineteen - A private dream 
SHE: I am a silver boot. You a silver stiletto. Lurex, sparkly, spangly. We meet. 

I see you heel, balI of foot, toe coming towards me. I desire you. Heel, 

ball of foot, toe. I follow you, clipping stiletto, clippingly treading on. 

Your short paces. I gain on you. Heel swivels, turns to me. Ball of foot 

raised, paused. I look into your lurex diamante centred bow and I see you 

glance back. Then you too stare at me - my tongue quivers and moves 

slightly forward. Your lurex stretches, heaves, sighs. I desire you. You 

step toward me, slightly, tottering, teetering on that slim line of silver 

stiletto. 


