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 Abstract 

 

Finding Your Voice: A Collaborative, Dialogic Ethnographic 

Playmaking Process Offering Middle School Girls a Space to Consider 

the Multifaceted Views of Leadership  
 

Ruth Meryl Fisher, MFA 

The University of Texas at Austin, 2010 

 

Supervisor:  Megan Alrutz 

 
 This thesis examines the transformative potential of applied theatre, specifically 

through a study of the playmaking process, and the embodiment and performance of 

stories, as a tool for middle school girls to articulate ideas about and personalize the 

notion of leadership. This study documents the theory and practitioners who informed my 

work in the creation and implementation of an applied theatre program piloted in the fall 

of 2009. Through a process of qualitative, reflective practitioner research, I examined the 

participants’ perceptions of, and relationship to, leadership throughout the project, while 

simultaneously analyzing my own changing perceptions of what it means to lead and 

facilitate an applied theatre process and performance. The resulting discussion offers a 

need for a balance between the process and the product in applied theatre, and most 

importantly the need for practitioners to continuously reexamine their intentions and 

practices throughout an applied theatre project.  
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Chapter 1: Begin with Art 

 My most memorable moment as a student came during my tenth grade English 

class. We were in the midst of reading Graham Greene’s The Quiet American and we 

were given an assignment to write an essay about some of the central conflicts within the 

book. Growing up, I suffered from a learning disability that stifled my capacity to 

concentrate for long periods of time. However, this disability proved to be a great asset 

because I became determined to create new ways to be engaged as a learner. I had 

become bored with the act of writing a traditional essay. So, I asked the teacher if I could 

write a series of monologues from the perspective of the characters in the book. The 

teacher looked at me as though I had asked to set the classroom on fire.  He then took a 

moment, and said, “I don’t see why not.” It was in this moment that the teacher gave me 

the opportunity to reflect on the book through a completely different lens. He honored my 

needs as a learner and gave me the tools to set my creativity free.    

 The echoes of this moment reverberated throughout the course of my life. I 

continuously tried to challenge myself to find ways around the traditional learning 

systems and to create spaces where I could advocate for my own learning needs and 

development. As I continued on the journey of my life, I promised myself that I would try 

to find ways to help young people find their voice. This goal paved my path to the MFA 

program in Drama and Theatre for Youth at The University of Texas at Austin. I sought 

to find a community and an area of study where I could infuse my artistic skills with a 

student-centered and socially engaged approach to the learning and development of 
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young people. I found that community at the University of Texas and I found that area of 

study in applied theatre.  

 Theatre theorist and practitioner Philip Taylor defines applied theatre as: 

            A theatre that is not simply a presentational medium that occurs within a   

 conventional mainstream theatre house [...]. It is an applied theatre because the art 

 form becomes a transformative agent that places the audience or participants in 

 direct and immediate situations where they can witness, confront, and deconstruct 

 aspects of their own and others’ actions. (xx) 

Taylor’s idea of using theatre as a ‘transformative agent,’ captivated me because it 

articulates a movement from traditional and didactic forms of theatre to a practice that 

changes participants’ ability to deeply engage in a topic.  

 Philip Taylor’s belief in the potential for transformation in applied theatre is 

rooted in the late Brazilian educator and theorist Augusto Boal’s dialogic and 

transformative theatre practices. Boal’s work has influenced and propelled a multitude of 

theatre practitioners, including myself, to push boundaries and engage their participants 

and their audiences by creating a space for dialogue around an issue that gives all 

participants a voice in the process.  In Boal’s seminal text, Theatre of the Oppressed, he 

writes that by transforming the dramatic action on stage, one can then apply similar 

transformations in his or her own life. Boal asserts, “In this case, perhaps theatre is not 

revolutionary in itself, but it is surely a rehearsal for the revolution. The liberated 

spectator, as a whole person, launches into action” (122). After reflecting on Boal’s ideas 
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around transformation, I was eager to use theatre as a space for positive and empowered 

transformation with a group of young people.  

 In order to facilitate an applied theatre project that focused on positive 

transformations in a way that embraced ethically responsible practices, I reflected on the 

work of educational theorist Paulo Freire and applied theorist and practitioner Helen 

Nicholson, both of who offer different ideas on ethically working toward transformation. 

Paulo Freire advocates for both teachers and students to be in constant dialogue and 

reflection around a topic, and his theories offered me the practice of co-intentionality. 

Initially, I had interpreted Freire’s theories of co-intentionality as a practice of disrupting 

the embedded hierarchies between students and teachers by implementing equality 

between the participants and myself throughout my own applied theatre project. In my 

attempt to achieve equality in this process, I unintentionally devalued the participants’ 

and my own experience and knowledge. In doing so, I ultimately realized Freire’s notions 

of co-intentionality do articulate the need to disrupt the traditional roles between teachers 

and students, but in a way that engages and values the teacher and students’ distinct 

insights, expertise, and knowledge.  

 Helen Nicholson writes on the need for a reciprocal relationship in which both the 

participants and the facilitator are mutually exchanging ‘gifts’ in an applied theatre 

project.  She specifically articulates a need for reciprocity between practitioners and 

participants because of the inherent power dynamics that can occur when practicing 

applied theatre in communities in which a practitioner is considered an outsider. These 
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theories on co-intentionality and reciprocity, specifically as tools for ethical practices in 

applied theatre, influenced the ways I created, implemented, and reflected on this applied 

theatre process.  

 To put these theories into practice, I created an applied theatre project that relied 

heavily on proven strategies for performance ethnography, devising performance, and 

pedagogy for community-based work with young people. I worked with a group of girls 

from the Ann Richards School for Young Women Leaders to create a performance based 

on stories from their own lives and from members of their community. In the process, I 

examined how the theories of transformation, co-intentionality, and reciprocity worked in 

practice.   

RESEARCH QUESTIONS  
 The theme of this applied theatre project was deeply rooted in the contexts of the 

participants. In my initial contact with the Ann Richards School for Young Women 

Leaders, I was interested in learning about the ways the school examined leadership with 

students. I discovered that the school had a leadership curriculum in place that primarily 

focused on leadership in terms of helping their students cultivate their career goals for the 

future. In further investigating this curriculum, I realized that it did not always provide 

opportunities for the young women to critically examine the many other facets of 

leadership, such as the challenges and the ethical implications around leadership, as well 

as their personal relationships to leadership.  

 In order to examine my interests in unpacking leadership with the participants and 

explore how young people move through this type of process, I focused on three different 
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areas of inquiry. How might a collaborative, dialogic, ethnographic playmaking process 

offer participants a space to consider the multifaceted views of leadership? What affect 

does the participants’ access to, and performance of stories from each other and 

community members have on their perceptions of leadership and what it means to be a 

leader? What affect does this experience have on their ability to make personal 

connections with leadership, and in turn how will this process affect their desire to 

become active and engaged citizens in their own lives? In terms of my own facilitation in 

this process, I wondered how this endeavor could interrogate my own perceptions of 

leadership. In this thesis, I used these questions to guide my observations of the 

participants’ perceptions of leadership and my own role in leading the participants 

through this journey.  

THE PROJECT 
 To activate my research and exploration of emerging questions, I began working on 

the applied theatre project over a two-month period with bi-weekly meetings during the 

after-school program at the Ann Richards School for Young Women Leaders. In order to 

access this population of young women, I partnered with an arts organization in Austin 

that had a long-standing relationship with the school. To further aid in my acceptance 

into the school community, the arts organization employed one of its own teaching artists 

as my co-facilitator in the project. She had worked with this population of students for the 

last two years as the director of the after-school theatre club.  
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 The participants in the project included seven middle school girls ranging from 

eleven to twelve years of age with varying race and socio economic backgrounds. In an 

attempt to encourage commitment to the project, participation was entirely voluntary. In 

order to create a diverse group of participants with varying experiences and skill sets, the 

participants were not required to have any prior theatre background.  

 As the facilitator and participant observer in the project, I believe my own identity 

makers shaped how I facilitated this project. I grew up in an upper-middle class home on 

the Upper East Side in New York City, where I attended an elite private school. Most of 

the attending students grew up in homes that mirrored mine—white, upper-middle class, 

and Jewish.  At fifteen years old, I began to discover my quirky style and question how 

that fit (or did not fit) with that of my peers. I looked for spaces outside of my traditional 

environment that could help me garner the diverse experiences I felt I was lacking. I 

joined a theatre company in Greenwich Village called ‘24-7.’ The group included five 

other girls my age, all with different aesthetic styles, cultures, and socioeconomic 

backgrounds.  My time in the group helped me realize that, despite our many differences, 

a connection can be made to any person. In addition, through the practice of writing and 

performing original material, the group nurtured an environment that encouraged me to 

feel confident about my eccentricities and embrace new and varying life experiences.  

 My experience growing up in New York City and with the ’24-7’ group informed 

many of my assumptions about young people. I presumed that other young people lacked 

the diversity in their own lives that was missing from mine. Due to this assumption, I was 
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determined to bring other perspectives into the project as a way for the participants to 

have similar realizations that I had. However, I realized in my process that the girls from 

Ann Richards came from different backgrounds and ultimately needed only their own 

experiences to engage in positive transformations. 

 While our applied theatre project involved carefully planned stages of 

exploration, devising, and performing, we worked hard to remain flexible with the 

structure and content of the process. We began with an investigation of the participants’ 

initial associations with, and understandings of, the word leadership and then through 

improvisational activities and the creation of original scenes, engaged the participants in 

themes that interested them. The participants then formulated questions to guide two 

story circles where participants and community members shared stories in relation to 

leadership. The girls then chose a story from another ensemble member, or community 

member, that they wanted to embody, or perform, in our devised production. As an 

ensemble, we also explored ideas and questions that came up in the story circles, and 

later devised scenes around those themes. In the final stages of this applied theatre 

project, we structured the scenes and stories into a script, rehearsed the piece, and created 

the set and costumes for the performance.  

 The final product was a thirty-minute production titled The Undercover Leader, 

which explored the challenges and accomplishments associated with being a leader. The 

resulting production included a combination of live theatre and digital media, as well as 

monologues and group scenes. The digital media component, which was used to literally 
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reference the original storyteller, included recordings from the story circles and other 

moments from our process.  

METHODS 
 Throughout this applied theatre process, I gathered qualitative data through 

recorded observations and structured reflections. I worked to engage in reflective-

practitioner research, or what Philip Taylor refers to as ‘reflection-in-action.’ According 

to Taylor, “The reflective practitioner stance demands a discovery of self, a recognition 

of how one interacts with others, and how others read and are read by this interaction” 

(110).  My research process included guided participant reflections and personal 

observations of participants’ process and performance work. Through daily recordings 

and reflections on the process, I examined the participants’ and my own (as the primary 

facilitator and participant observer) attitudes, perceptions, and feelings around leadership 

and the role of the leadership in our process.  Each week, the ensemble responded to 

written and oral reflection questions around our process and in relation to leadership. I 

also kept a weekly journal recording my observations of rehearsals and the girls’ 

relationship to the content and structure of the process, and documenting my role as a 

facilitator in this process. By examining the perceptions of the participants and my own 

perceptions around leadership throughout the process, I gained insight into how various 

pieces of the project encouraged the participants to examine and/or transform their 

perceptions of leadership differently. 
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 In this document, I closely investigate the transformative potential of applied 

theatre by examining the playmaking process and the embodiment and performance of 

stories as a tool for middle school girls to articulate and personalize the notion of 

leadership. In chapter two, “A Search for An Applied Theatre Model, “ I outline the 

companies, practitioners, and pedagogies that informed this ethnographic playmaking 

process. In chapter three, “The Undercover Leader,” I offer my observations of the 

participants’ perceptions of leadership throughout the project. In chapter four, “The 

Reflective Practices of a Leader,” I examine my own role as a facilitator in this 

experience and how my initial ideas around transformation and co-intentionality 

ultimately shifted.  In the final chapter, I conclude with ideas about what this applied 

theatre model offers the field in relation to using performance ethnography with young 

people. I argue for practitioners to balance the process and the product in applied theatre, 

and most importantly for practitioners to continuously reexamine their intentions and 

practices throughout an applied theatre project.  



 10 

Chapter 2: A Search for An Applied Theatre Model  

 When I began my research into an applied theatre model, I wanted to create a 

project that would engage the participants on a personal level, and that would provide 

them with experiences that they could take with them.  I hoped that my project would 

have the potential to help young people raise questions about themselves and their lives 

in relation to leadership.  As a facilitator, I wanted to engage the participants in what I 

believed was an ethical and responsible theatre-making process; to this end, I tried to 

facilitate a process based in a way that allowed the participants’ ideas to guide the 

process.  

 My own ideas around applied theatre were rooted in positive, or empowering, 

notions of transformation. Situated in Augusto Boal’s theories around transforming 

“oppressed individuals,” I wanted to create a space for young people, who are often 

marginalized due their age/experience, to take action in their own lives. Boal writes  “he 

(the spectator) himself assumes the protagonic role, changes the dramatic action, tries out 

solutions, and discusses plans for change—in short trains himself for real action” (122). 

This idea of using the theatre as a ‘rehearsal’ space for real life action guided my process 

in creating an applied theatre model where participants could reflect on their experiences 

in relation to those of their community members. Through this process, I hoped that 

participants would think about their actions and how these actions affect others in the 

space of their ‘real’ lives.  After studying Boal, I was excited to develop my own 
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approach to theatre for social change, one that similarly would allow participants to 

engage in active transformations.  

 Although I was excited about creating an applied model rooted in Boal’s theories 

of transformation, I chose to move away from his Theatre of the Oppressed forms (forum, 

invisible theatre, etc.) because of my own desire to implement on applied theatre project 

that used performance ethnography as a practice to engage in multiple perspectives with a 

group of young people.  With this choice, I remained concerned about how I could 

facilitate an ethnographic performance project while continuing to acknowledge the 

inherent power dynamics between practitioners and participants alluded to in Boal’s 

theories on transformation. How could I disrupt traditional power dynamics in order to 

truly engage participants in a transformative experience?  To address these concerns, I 

reflected on the work of educational theorist Paulo Freire who in his seminal text, 

Pedagogy of the Oppressed, articulates the need for a libertarian model of education, 

which places the leader in the position of a ‘problem-posing educator.’ 

 A revolutionary leadership must accordingly practice co-intentional education. 

 Teachers and students (leadership and people), co-intent on reality, are both 

 Subjects, not only in the task of unveiling that reality, thereby coming to know it 

 critically, but in the task of re-creating that knowledge. As they attain this 

 knowledge of reality through common reflection and action, they discover 

 themselves as its permanent re-creators. In this way, the presence of the oppressed 
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 in the struggle for their liberation will be what it should be: not pseudo 

 participation, but committed involvement. (Freire 69)  

In my own process, I wanted to focus on co-intentional practices by allowing both the 

participants and myself to be in constant dialogue and reflection around the topic of 

leadership. In essence, I tried to create an applied theatre model where both the 

participants and myself, as the facilitator, would have access to the “doing” or “making” 

of the action. In doing so, we would both become the ‘Subjects,’ rather than the ‘Objects’ 

of the applied theatre project. However, throughout this project, I came to realize that 

becoming an active ‘Subject’ of the project did not ultimately mean that the girls and I 

needed to participate in the same ways or accomplish the same kinds of actions.  

 As I struggled with issues of power around transformation, Helen Nicholson’s 

writings on reciprocity offered me some concrete ways to think about transformation in 

applied theatre. Nicholson emphasizes the importance of considering how a facilitator’s 

work with a community, however noble in intention, can be regarded as an unwelcome 

intrusion. She writes that the applied theatre practitioner needs to explore the spaces 

between self-interest and altruism in terms of the relationship between participant and 

practitioner (Nicholson 31).  In Applied Drama: The Gift of Theatre, Nicholson points 

out that although a practitioner may have good intentions in working with a community, 

an imbalance of power can be created if this desire “assumes that a particular society 

needs to be transformed” (28). Nicholson asserts that by recognizing that there is a 

reciprocal relationship between good will and self-interest, practitioner and participants, 
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performers and audiences, a facilitator has the ability to change the imbedded hierarchy 

in these relationships and create a dynamic between practitioners and participants that is 

more collaborative than hierarchical (33).    

 Freire’s theories on co-intentionality and Nicholson’s ideas around reciprocity, 

although different, both suggest ways to break from hierarchy and work toward shared 

power amongst participants and practitioners. However, Freire and Nicholson’s ideas 

differ in how each view the relationship between student and teacher. While Freire’s 

ideas on co-intentionality envision a teaching practice that encourages similar levels of 

participation and action for teachers and students within a learning environment, 

Nicholson’s ideas on reciprocity not only suggest that the students and teacher be 

simultaneously active subjects, but that both must be offering each other ideas, good will, 

and knowledge, ultimately sharing power. These theories on transformation, co-

intentionality, and reciprocity played an integral role in the ways that I designed this 

project and in my reflection throughout the study. 

 This chapter explores my process of creating an applied theatre model focused on 

ethnographic playmaking. In looking at applied theatre models and methods, I explored a 

series of devising strategies that would help me incorporate my students' personal stories 

within a theatrical production. I borrowed elements and strategies from companies, 

organizations, and practitioners whose approaches, goals, and pedagogies appear to align 

with the theories of Boal, Freire, and Nicholson. By examining the ways in which these 
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organizations made use of such theories, I hoped to further situate my own ethnographic 

work with young people in a space of positive transformation.  

PROJECT MODELS AND METHODS 
 In my examination of existing methods, Alison Oddey’s theories on devising 

offered me an exciting way to set up the applied theatre project as a space for practicing 

transformation, reciprocity, and co-intentionality. In her book, Devising Theatre: A 

Practical and Theoretical handbook, she writes: 

 The process of devising is about the fragmentary experience of understanding 

 ourselves, our culture, and the world we inhabit. The process reflects a multi-

 vision made up of each group member’s individual perception of that world as 

 received in a series of images, then interrupted and defined as a product.  

 (Oddey 1)  

Oddey describes a collaborative devising process that I thought would allow me to 

practice co-intentionality by having the participants and myself actively create the play 

together. We could simultaneously offer our individual perspectives of leadership and 

make artistic choices. Furthermore, I thought devising would then offer a space where the 

participants’ ideas, as well as my own, could be exchanged equally. I thought this would 

allow for a reciprocal relationship to be achieved in which both the participants and 

myself would get a gratifying experience out of the process.  

 Once I decided that devising, or creating an original play, was the theatre form I 

would use for this project, I explored specific devising strategies that would aid the 

participants in creating the content of the play.  I envisioned these strategies offering 
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young people the space to dialogue about a topic with each other, as well as with other 

community members who could offer differing perspectives. Through these interactions, 

I hoped the participants would engage in multiple forms of identification, opening 

themselves up to different experiences.  Helen Nicholson asserts, “Drama which invites 

multiple forms of identification, is potentially a very good vehicle for extending 

understanding of oneself in relation to others” (72). I felt that this process would continue 

to challenge young people to look outside themselves and to critically examine the 

messages they were receiving from parents, friends, teachers, and media.  I believed that 

by placing the participants in a conversation with individuals who could offer experiences 

different from their own, the participants could then expand and complicate their own 

perceptions of leadership.  

 My own experiences working with and researching companies such as 

Cornerstone Theater Company in Los Angeles and The Albany Park Theater Project in 

Chicago, as well as in analyzing the work of performance theorists and practitioners such 

as Dwight Conquergood and Joni L. Jones, amongst others, offered me a range of 

methods for engaging in community-based work with young people, performance 

ethnography, and devising performance. These companies and practitioners focus on 

cultivating, embodying and performing other people’s stories as a way for a dialogue to 

occur between multiple perspectives.  

PERFORMANCE ETHNOGRAPHY  
 Early in our process, I hoped that embodying and performing the stories of one 
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another and those of their community members would affect the participants’ desire to 

become active and engaged citizens in their own lives. I believe that being an active and 

engaged citizen coincides with the idea of being conscious of, and reflective about, one’s 

own visions of the world while simultaneously being considerate and aware of the vision 

of others.  In doing so, I believe one can empathize with other people’s beliefs and 

thereby engage in, and with, the world from a socially conscious and open-minded 

perspective.          

 In my experience with performance ethnography, through a class at UT Austin, I 

found this empathy for others through a performance ethnography project on the stories 

of Austin community members from varying religious faiths. The act of performing and 

embodying the stories of others afforded me with the opportunity to engage multiple-

perspectives in a dialogue around a specific issue. In Dwight Conquergood’s essay 

“Performing as a Moral Act: Ethical Dimensions of the Ethnography of Performance,” he 

speaks about performance ethnography as an act of  “dialogical performance” (9). He 

states:           

 The aim of dialogical performance is to bring self and other together so that they 

 can question, debate, and challenge one another. It is a kind of performance that 

 resists conclusions. It is intensely committed to keeping the dialogue between 

 performance and text open and ongoing. (Conquergood 9)              

By using a “dialogical performance,” in this applied theatre model that resisted 

“conclusions,” I believed the participants could open themselves up to understanding 
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vastly different points of view. In essence, I believed the use of “dialogical performance” 

could allow the participants to engage in the empowering transformations.   

 Based on my own experiences in performing ethnographic stories, I also believed 

that the act of embodying another person’s physicality could be transformative.  In order 

to perform someone else’s story, in a way that stays authentic to that person, one not only 

has to actively listen to the story, but also channel the mannerisms, tone, and 

characteristics of that person. Joni L. Jones in her article, “Teaching in the Borderlands,” 

describes this embodiment process as “full of complex discussions of archetypes and 

stereotypes, construction of identity, and our mutual complicity in he continuation of 

oppression” (175). She further argues,      

 Performance forces these issues to become more than intellectual challenges, 

 because the students must literally put these issues inside themselves. In doing so, 

 they are challenged to a vital and vibrant world. They enter a borderland in which 

 they must challenge the construction of the self along with the construction of the 

 other. (Jones 176)          

 My own performance ethnography work encouraged my commitment to share the 

stories of community members in an authentic way. Making this commitment with my 

performance, I believe I became a more open-minded person who now considered these 

alternative views on a daily basis. I hoped that by using performance ethnography with a 

group of young people they too would consider views different from their own on very 

personal level. 
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THEATRE COMAPANIES WHO PRACTICE ETHNOGRAPHY 
 To further examine how an applied theatre model could use personal stories of 

participants as the content for a play, I searched for theatre companies who positioned 

their work as ethnographic. In researching these companies, I continued to ask myself: 

how did the company cultivate stories? How did the artists choose what stories became 

the content for the play? Were these stories adapted or used in their entirety? Who wrote 

the script for the play and what role did the community play in this process? Where did 

the community fit into this process? And finally, did these companies pursue co-

intentional and reciprocal relationship with the community members who stories they 

used in their productions? In my quest for these answers, I found two companies that 

stood out in their efforts to perform individuals and communities real life stories and 

reciprocal and co-intentional practices.      

 I borrowed strategies and structures from Cornerstone Theater Company and The 

Albany Park Theater Project that focused on community engagement, cultivating 

community members’ stories, and devising. Although these strategies informed my 

applied theatre project, I adapted them to specifically work with a group of middle school 

girls. I began this research by attending Cornerstone Theater Company’s Summer 

Institute in Los Angeles, California. Through the residency, I was able to analyze and 

cultivate strategies for community engagement and story telling. I witnessed the 

reciprocity Cornerstone practices between its ensemble members and the community 

members whose stories become the basis for their productions.  

 Cornerstone Theater Company is  “a multi-ethnic, ensemble-based theater 
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company” (Cornerstone Theater). The company commissions both original and 

contemporary adaptations of classical works, which are based on specific themes that are 

explored through a particular community’s stories. Cornerstone works closely with an 

underserved community in order to create safe environments for community members to 

speak openly about the issues that are prevalent to that community.  

 Cornerstone’s yearlong process of community engagement includes attending and 

participating in community events, community research, and community story circles. 

Cornerstone’s writing process continues to engage the community in some way by 

allowing the community to read drafts of the play in order to insure that the stories the 

playwright is representing are authentic and that the community members feel 

comfortable having these stories be a part of the script. However, the actual writing 

process is commissioned to a professional writer who is a part of Cornerstone’s 

ensemble. This writing process can take as long as six months to a year with the 

playwright constantly visiting the community and further interviewing community 

members. The finished product is usually a high scale production performed in a venue in 

the particular community they have studied. Typically, the play becomes a morphing of 

many stories and themes that have arisen from their community engagement process. 

 I took three practices from Cornerstone to use in our story circles. The first 

practice I employed was at the beginning of our story circles. I articulated that the 

community members and the participants had the right to not share a story if he or she did 

not feel comfortable at that particular moment. Secondly, I picked the location of the Ann 
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Richards School, specifically our rehearsal space, to be where our story circles occurred. 

At the time, I felt this would be a neutral and comfortable location for our participants, 

since they were used to working in this space. I also had thought that the school would be 

a place where the invited guests of the participants would be comfortable visiting, 

because of their immediate relationship to the participants. The last practice I used was 

designating the first part of the story circle as a time for eating and chatting, so that the 

group could get to know one another before everybody shared their stories.  

 In my determination to find an applied theatre model that used personal stories of 

ensemble and community members and engaged in a collaborative writing and play 

development process, I found the Albany Park Theater Project (APTP). Like 

Cornerstone, APTP creates original plays based on the stories of the immigrant 

population that makes up the community where the company is situated. APTP’s 

ensemble is made up of teens and young adult. APTP’s devising and community 

engagement process can take up to a year and in some cases plays have been conceived 

over a two-year period. The ensemble of young people and the artistic directors create the 

script of the play in a collaborative manner. Because of APTP’s dedication to telling the 

stories of underrepresented populations combined with its collaborative writing practices, 

I continued to examine and adapt many of its devising strategies. As APTP’s mission 

statement asserts: 

 Through the theater we create, APTP artists: share stories from the margins of 

 American life, stories that might otherwise go unheard on America's stages; 
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 provide a forum for exploring issues important to communities like ours; enhance 

 the vitality of our neighborhood and of Chicago's cultural landscape; create a 

 place where youth recognize and pursue their ability to lead ambitious, engaged 

 lives; showcase the ways in which young people and artists can change the world.

 (APTP Chicago) 

 The concept that an APTP script has no single playwright was very intriguing to 

me and also posed several challenges in the work I was to do with a group of young 

people who had not worked together for as long as APTP’s ensemble. Most members of 

APTP’s ensemble start to work together in their freshman year of high school and 

generally stay in the ensemble until he or she has graduated from high school. In this 

way, APTP has a strong collaborative way of working with one another. However, I was 

still intrigued with the ways I could adapt this process to the group I was to work with. 

As APTP’s website says, “An APTP project often has no script for months or years, as 

the company collectively works its way toward a performance strategy and generates 

volumes of possible text, movement, and music” (APTP Chicago).  

 The other aspect of APTP’s play development process that seemed to be in line 

with this co-creative process was the fact that ensemble members do not have assigned 

characters in the creation phase of the process. All the ensemble members are part of the 

creation of each character. I thought this idea would be very useful when working with a 

group of young people who generally are competing over a myriad of things from parts in 

plays to sports and friends. By involving all the participants in the creation of the 
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characters and scenes, I hoped to alleviate some of the competition that already dictated 

most part of their lives.  

 These co-intentional and collaborative play development strategies became a 

large component in this applied theatre model. These strategies included: not assigning 

participants characters in the creation phase of the process and including all the 

participants, myself, and my co-facilitator in the creation of each character and scene. I 

initially felt that creating a space that would allow the participants, my co-facilitator, and 

myself a role in the contribution of the script simultaneously could increase the chances 

of creating a space that would allow all of us to co-intentionally guide the process. 

However, I later learned through the implementation of the applied theatre project that 

some aspects of this collaborative writing and development process were not possible or 

even desired in our process. Furthermore, these realizations led me to change my 

perceptions around the notion of co-intentionality.    

THE APPLIED THEATRE MODEL 
 This applied theatre model ultimately engaged performance ethnography as well 

as devising strategies to involve the participants in examining, complicating, and 

personalizing leadership. My own experiences with performance ethnography and the 

performance theorists and practitioners Dwight Conqergood and Joni L. Jones further 

confirmed my own reasons for wanting to use performance ethnography with young 

people as a way to enact empowering transformations. Cornerstone Theater Company 

and The Albany Park Theater Project further offered ideas surrounding reciprocal and co-
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intentional practices in accessing, cultivating, and employing personal stories as the 

content of the performance. Although I had initially conceived how these theories and 

strategies would be used in practice, I ultimately realized that my initial intentions to 

enact similar strategies practiced by the aforementioned companies and practitioners 

would have to change as the process unfolded.         

 In applying this model to my work with the girls at Ann Richards, I was able to 

observe the participants’ engagement with these practices and how ultimately their 

perceptions of leadership did or did not change in relation to how I facilitated the project. 

Furthermore, in assessing how the participants engaged with these methods and models 

in my own applied theatre project, I was able to reflect on and expand my own ideas 

about transformation, co-intentionality, and reciprocity. 
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Chapter 3: The Undercover Leader 

I want to know the inside of a leader, the undercover leader.  

       --Student Participant  
 

  The concept of leadership can take many shapes and forms. Entering into this 

applied theatre project, I was unsure how the participants viewed the idea of leadership, 

who they recognized as leaders in their own lives, and what messages they were 

receiving about leadership and from where. I also questioned what they felt about 

leadership and what their experiences were in relation to this topic.  Perhaps most 

important to our process, I wondered whether the girls considered themselves leaders and 

in what ways.  

  As I grappled with these questions in theory and practice, I continued to examine 

participants’ access to and performance of stories. By recording personal observations of 

the girls’ participation in the process, reflecting on our sessions together, and asking the 

participants questions throughout our process, I looked for evidence of change in the 

girls’ perceptions of leadership. I also examined how participation in this applied theatre 

project shaped their ability to make personal connections with leadership, and in turn how 

this process effected their desire to become active and engaged citizens in their own lives. 

This chapter explores my observations of the participants in relation to these inquires. 

 This chapter is divided into two sections. The first part examines the shifts in the 

participants’ perceptions of leadership. In particular, I look at how they were able to 
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complicate and expand their original notions of what leadership meant. At the beginning 

of this project, the participants articulated a seemingly narrow and somewhat 

stereotypical view of leadership.  The girls saw leaders as women in the political arena 

who showed positive characteristics of leadership. In their discussions, they did not 

reflect on their own role as a leader in their individual lives and found it difficult to 

articulate what questions they wanted to ask to each other and their community members 

in order to cultivate, embody, and perform these experiences. However, as the process 

unfolded, I observed that the participants began to find themes in relation to leadership 

that excited them, and in doing so, they began to articulate new entry points into 

leadership outside of their original perceptions. 

  The second part of this chapter explores how the participants began to make 

personal connections to leadership, and how they expressed what I believe is their own 

voice in relation to this topic. This section also examines how the participants became 

more active in the creation and direction of this project. By becoming more active in the 

roles of creators and directors, the boundaries between facilitator and participant began to 

blend. In this way, I perceived the participants transforming into co-intentional learners. I 

cannot attest to how these shifts continued outside of the space of this endeavor, but I can 

demonstrate how the participants continued to take active leadership roles within this 

applied theatre project.   
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DEFINITIONS OF LEADERSHIP 
 In our first session with the girls, my co-facilitator and I engaged the group in a 

discussion around what it means to be a leader. In response to whom the participants 

consider to be “good” leaders, the girls responses focused on famous women leaders 

specific to the political arena. These leaders included women such as; Governor Ann 

Richards, because “she started the school, was involved in education, and didn’t give up 

during her debate to become governor,” Governor Sarah Palin, “because she is a loving 

and caring parent who supported her daughter to have a baby at a young age,” and finally 

activist Rosa Parks, because “she set a good example and was part of the Civil Rights 

Movement” (qtd. in Fisher, Journal).  When we asked the group whom they considered 

ineffective leaders, the girls mentioned; “Santa Anna,” “war mongers,” “people who 

brainwash people,” “Hitler,” and “terrorists” (qtd. in Fisher, Journal).   

 The participants did not mention each other, themselves, their peers, or other 

members of their community such as parents and/or teachers in their articulations of 

effective or ineffective leaders. I took specific note of these initial associations to leaders 

within the political realm, because of my own research agenda in this applied theatre 

process. I was interested in examining how the participants made connections to 

leadership and leaders in their everyday lives. However, the participants initial 

associations with leaders seemed to express a somewhat stereotypical view of leadership 

in that they were limited to individuals in the political domain.  

 In further reflecting on the characteristics of a leader, many of the participants’ 

answers positioned a leader as someone who only possessed positive character traits. 
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They responded with multiple answers, including statements such as “Leaders ask people 

what they want,” “Leaders are sympathetic to what followers want,” “[They] take into 

consideration people’s feelings,” and  “[They] are smart in regards to making decisions or 

thinking about decisions before they make them” (qtd. in Fisher, Journal).  One 

participant said, “If people are doing bad things or saying bad things about you, a leader 

doesn’t do mean things back,” and another participant said that a leader is “someone who 

makes things fun” (qtd. in Fisher, Journal).  

 In our next attempt to complicate the participants’ views around leadership, we 

started a discussion by again prompting a dialogue through a series of questions. 

However, this time we specifically asked the participants how they fit into the story of 

leadership. The participants continued to offer the same narrowly focused responses that 

they shared in the first discussion.  With our story circles approaching, the participants 

needed to develop questions to pose to each other and the invited community members. 

As we sat around a table trying to engage in a new discussion around leadership, I 

observed the participants becoming disengaged. This was apparent by the low energy 

level and the body language of the girls; they slouched at the tables, asked to go to the 

bathroom or get a drink of water, and repeatedly asked,  “When are we going to go back 

to making theatre?” (qtd. in Fisher, Journal). I assured the girls we would continue to 

make theatre, but shared that we needed to continue to examine what parts of leadership 

were exciting to them so that we could move forward with interviews and gathering 

stories. 
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  I thought that a second discussion around leadership, one that focused on asking 

questions specific to the girls’ perceptions of leadership would incite alternative entry 

points into understanding leadership. However, their answers to these questions still 

focused on the famous and the political figures of the day. I knew in this moment, if we 

were to move towards the next step of interviewing community members and eventually 

create a performance, something had to change.  

 My co-facilitator and I spent a significant amount of time reflecting on how to 

engage the participants around leadership. We decided to change our pedagogy and take a 

creative approach to leadership by facilitating this discussion through art. Instead of 

having the participants verbally articulate what leadership meant to them, we invited the 

girls to draw images, words, and phrases in relation to leadership. Although much of the 

drawings, words, and phrases still seemed to represent the same narrow focus of 

leadership expressed up to this point, we saw a few instances where the participants 

began to express other points of view. Some of their new entry points were expressed in 

phrases such as, “Leaders don’t always stand out” and “Leaders always aren’t obvious” 

(qtd. in Fisher, Journal). Also, some of the participants began to formulate questions 

around the notion of leadership, such as “Are you a leader?” “Would you take charge?” 

and “Did you know you were a leader?” (qtd. in Fisher, Journal). Other participants 

began to express new examples of leaders.  One participant drew a picture of a female 

police officer, while another participant drew a person recycling.   



 29 

 As a group, we began to reflect on these images, words, and phrases. My co-

facilitator and I asked the participants what images, words, and phrases really stood out to 

them and many girls focused on the less stereotypical responses mentioned above. We 

then discussed certain situations when the action of a leader may not be recognized as 

leadership per say. The participants began to express varying opinions on this issue, 

articulating how a lack of recognition of being a leader can affect, in some cases, their 

decisions to take on a leadership role. One participant said, “It is nice to have your 

leadership recognized, but really it’s the act of doing something good that feels nice” 

(qtd. in Fisher, Journal). Another participant mentioned, “I like to have my leadership 

recognized. It feels good. It sucks when someone doesn’t say thank you for what you 

have done” (qtd. in Fisher, Journal). 

  I prompted the students to continue to think of moments when their leadership 

was or was not recognized and how those moments made them feel. Although not all the 

participants had moments to share, some of them were able to further engage in a 

discussion around these moments and reflect on their own actions. One participant 

mentioned a story in which she had done an important task for a teacher, explaining that 

it felt really good when the teacher, in front of the whole class, recognized her leadership 

(qtd. in Fisher, Journal). Another participant mentioned helping her friend study for a 

test. She explained that her friend did well on the test and never said, “thank you.” She 

expressed that this was hurtful to her, articulating that she deserved at least a “thank you” 

for helping her friend (qtd. in Fisher, Journal). I began to wonder if the participants’ 



 30 

experiences in relation to the idea of recognition could be a possible reason for the 

participants’ disinterest in examining leadership. At the time, I did not ask the 

participants if these experiences were actually related to their disinterest, although 

looking back I wish I had. I think in this moment I was side tracked by the fact they were 

actually articulating how they fit into the topic of leadership.  

QUESTIONING NARRATIVES AROUND LEADERSHIP  
 During the same art activity, the participants also began to further complicate the 

notion of leadership by analyzing the narratives of leadership situated within their school 

curriculum.  As we reflected on the images the participants drew, one of the participants 

commented on the fact that someone illustrated a picture of The Ann Richards School for 

Young Women Leaders. This image prompted the girls to reflect on STARS class, a part 

of their core curriculum surrounding leadership, noting that they thought the class was 

“cheesy” (qtd. in Fisher, Journal).  They shared that the teachers talked in generalities 

about what it means to be a leader, explaining that discussions focused on ideas like, 

“Don’t do Drugs” and “Always think about the consequences of your actions” (qtd. in 

Fisher, Journal).  

 In further reflecting on this leadership curriculum with the girls, the participants 

explained that their teachers did not engage them in a conversation about how leadership 

affects them personally. One of the participants said, “They [their teachers] don’t even 

know our own personal stories, like how being a leader affects us” (qtd. in Fisher, 

Journal). The girls also mentioned that the administration of the school continues to 
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reinforce the idea that they could all grow up to be the next president of the United States. 

During this conversation, one girl revealed some animosity toward that sentiment, saying, 

“I hate that. I mean I want to be famous. I want to be on TV. Does that mean I am less of 

a leader?”  (qtd, Fisher, Journal). It was in the reflection on and unpacking of, this image 

that my co-facilitator and I began to understand why the participants had been 

disinterested in discussing leadership and perhaps why their ideas around leadership 

remained fairly stereotypical in nature. Although, I cannot attest to the validity of the 

girls’ statements about their school, teachers, and curriculum, I felt it was important to 

acknowledge the participants’ feelings surrounding this curriculum and the notion of 

leadership. 

 The participants also shared their feelings around how their friends and family 

respond to the fact that they attend a school called, The Ann Richards School for Young 

Women Leaders. Several girls explained that they felt reluctant to say the name of their 

school around friends because there seemed to be negative reactions to the word leader 

by friends outside of the school. One participant said, “If I say that I go to The Ann 

Richards School for Young Women Leaders, then in some way people think I am being 

superficial or above them. Like, they react in a way that’s like, ‘Oh, so you think you’re a 

leader. Oh, so you think you are so special!’’’ (qtd. in Fisher, Journal).  Another 

participant mentioned that it was not only friends, but also family members who reacted 

negatively to the name of the school. One participant shared that when telling family 

members she was accepted into the school, they said, “So you are being trained to be 
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leaders?” (qtd. in Fisher, Journal). The sarcastic tone of the participant’s sentiment 

regarding her family members’ comments made me wonder how these comments 

contributed to the participants’ lack of engagement earlier in our process.  

 As the participants began to articulate some of their feelings about the word 

leader, I began to reflect on the ways that conflicting narratives on leadership may have 

been affecting our discussions and the ways that the participants communicated 

leadership within our project.  On the one hand, their school environment encouraged the 

students to examine leadership in a way that positioned leadership within the realm of 

their future aspirations. The schools’ curriculum was expressing a need for the students to 

position themselves as leaders by “not doing drugs” or “always thinking about the 

consequences of their actions” (qtd. in Fisher, Journal). In contrast, the participants were 

hesitant to speak of leadership with their friends and family outside of their school 

community, because these individuals perceived the girls’ connection to a leadership 

school as  “snooty.” In the space of this applied theatre project, I continued to witness the 

participants articulating their position within this tension, both in they ways they 

complicated the notion of leadership and through the personal stories they shared 

throughout the process.  

 By examining the multiple narratives that were guiding the participants’ feelings 

surrounding leadership, my co-facilitator and I asked the participants if they now had 

questions they wanted to explore with their community members and on the topic of 

leadership.  We believed that the participants were ready to formulate these questions 
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because they began to articulate some of their personal feelings in regards to leadership. 

The questions they came up with were as follows: 1. Tell us about an instance when you 

reacted to the word leadership? How did you react? 2. Tell us an instance when you told 

someone you went to the Ann Richards School for Young Women Leaders. How did they 

react? 3. Tell us a story about when someone told you to be a leader. How did it make 

you feel? 4. Tell us a time when you felt like a leader. Did your leadership get 

recognized? How did that make you feel? 

 It appeared the participants were making strides in being able to articulate and 

complicate their perceptions of leadership, primarily by including themselves, and 

elements of their own experiences in the discussions and interview questions they 

developed. However, during our mock story circle, my co-facilitator and I executed a 

run-through of these questions and although the girls they did not readily share stories in 

response to their own prompts.  

 To combat the lack of interest the girls expressed in the mock story circle, in our 

next session my co-facilitator and I asked the participants if these were really the 

questions they wanted to explore. They said no. When prompting them to articulate the 

reasons why they didn’t want to proceed with these questions, some participants 

mentioned that it was not exciting to them. Again, we tried to push them to determine 

what was interesting to them; I explained that they could talk about anything. What did 

they like to do in their free time? What were their passions? Finally, the participants 

began to engage in an active conversation about what they liked to do and what excited 
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them. They said things like, “boys, sports, television, hanging out, dancing, and acting” 

(qtd. in Fisher, Journal).  In these moments, I observed the participants jumping up and 

down and their tone of voice was filled with excitement. Perhaps we had to focus on 

these ideas, and then explore the participants’ perceptions of leadership in relation to 

them.   

CONNECTING TO THE UNDERLYING THEMES OF LEADERSHIP 
 At this point in our process, my co-facilitator and I made a conscious decision to 

move away from the word leadership and begin uncovering the kinds of stories the girls 

were interesting in sharing. We hoped that we would then be able to draw connections 

between notions of leadership and the themes in their lives that they were excited about. 

In doing so, we ventured into an improvisational activity that we hoped would give the 

participants a way to generate material. The group stood in a circle, I placed a large pink 

finger ring in the center, and the participants, one by one, stepped into the circle and 

expressed a movement accompanied by a word, sound, or phrase that explored the ring in 

some way.  In the second round, the girls brought other participants into the circle with 

them to help execute their actions (Helen White, Creative Arts Team).   

 This improvisational activity generated a list of themes, places, and people that 

came out of the actions they created. The characters generated from this exercise 

included: Martin Luther King Jr., jewelers, husbands, a scared bride, friends, and bratty 

children. The places that came out of this activity were a high school, a birthday party, a 

jewelry store, Starbucks, a park, and a restaurant. Ultimately, the themes that came out of 
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this exercise included marriage, winning, surprise, greed, jealousy, envy, and 

competition. We then asked participants to reflect on the themes, places, and people, and 

to pick two combinations of a person, place, and theme to create two separate scenes. For 

the first combination, the participants chose to explore a fashion show focusing on 

contestants experiencing jealousy and envy. In the second combination, they chose to 

explore a bride war in which two brides were in the midst of a competition.  

 The participants then split up into two groups to create scenes based on the 

combinations. The first scene was about two models and two CEOs of fashion companies 

arguing about what the models should wear. The second scene was about two brides who 

became very distraught because their weddings were on the same day at the same venue. 

After showing each scene, we reflected on the moments in the scenes that excited the 

participants. In general, the participants acknowledged that the most exciting moments 

occurred at the height of the arguments between the two CEOs and the two brides.  In 

both scenes, the height of these arguments took the form of yelling, and in the bride 

scene, one of the brides smashed the other bride’s flowers. When my co-facilitator and I 

asked them why this was so exciting to them, the participants explained that it was 

something to which they could relate. They felt they could understand why the characters 

would be so mad at each other. One participant mentioned that if she discovered on her 

wedding day that another bride was mistakenly given the same venue, she would be 

extremely upset.  
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 We then asked the participants to consider what they would change if they could 

re-do the scenes. It was in this moment, without our prompting, that the participants 

began to speak about leadership in relation to the two scenes. They shared that because 

the women in both scenes did not act in a way that supported positive leadership skills, 

they just ended up yelling at each other rather than finding a solution to the problem. In 

doing so, the participants reflected that these actions led to the characters’ demise in the 

scene. When we asked the participants what alternative solutions existed for these 

characters’ conflicts, the girls spoke mostly about trying to understand each other’s 

perspectives instead of yelling at each other. I was very surprised in this moment. We had 

not prompted them to reflect on these scenes with regard to leadership and yet the 

participants were making these connections on their own.  

 While we were excited to hear the participants analyzing these scenes in 

relationship to leadership, some of the participants’ voices seemed to be more dominant 

than others. My co-facilitator and I decided to have the participants engage in a written 

reflection on these scenes without the influence of the other participants. We hoped that 

the girls would further reflect on these scenes and the specific moments in relation to 

leadership.  

 The written reflection questions first asked the participants to describe a moment, 

image, or sentence they remembered from the scenes. The second question asked them to 

relate this moment, image, or sentence to leadership in some way, and to then articulate if 

this moment, image, or sentence changed their perceptions of leadership in any way. 
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Many of the participants specifically remembered a line from the bride war scene in 

which one of the participants waved her hand, which had her engagement ring on it and 

said, “Don’t you envy it?” Other participants specifically recalled the moment in the 

fashion show when one contestant said to another one, “You don’t belong here.” (qtd. in 

Fisher, Journal).  In relation to how these lines corresponded to leadership, many of the 

participants expressed in different ways that these two phrases were not positive 

descriptions of leadership.  

 The participants were beginning to unpack concrete examples of the successes 

and challenges of leadership by analyzing the various moments from the scene. For 

example, another participant made a connection between the line she remembered from 

the bride war skit, “That is an ugly ring,” and the way it related to leadership, 

commenting that “Saying that it is an ugly ring is the truth, which is what leaders have to 

do” (Participant A, Personal Evaluation). The participants were accessing new entry 

points into leadership and were now looking at leadership in terms of ideas around 

jealousy, envy, and competition.  

 In this particular written reflection, most of the participants commented on the 

ways they felt the scenes were rather chaotic and displayed a lack of leadership (qtd. in 

Fisher, Journal).  They wrote, “Leadership may be hard,”  “being a leader is not always 

fun and games” (Participant A, Personal Evaluation) and “I think now leadership is 

knowing you’re the leader” (Participant C, Personal Evaluation). These new ideas, which 

articulate the hardships of being a leader, continued to stay with us as we moved to 
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articulate the issues around leadership that the participants would explore in their 

performance work. This marked a shift from their initial somewhat narrow and 

stereotypical perceptions of what leadership meant to them.  

PERSONALIZING THE NOTION OF LEADERSHIP  
 Within the first few weeks of our process, after the participants began to 

complicate leadership, I observed the participants begin to personalize the notion of 

leadership by articulating and examining some of their personal experiences with 

leadership. I was particularly struck by their willingness to unpack the ways their own 

actions affected not only themselves, but also the individuals around them.  Through the 

course of our time together, the participants seemed to let go of the narratives that 

initially framed their perceptions of leadership and took the time to truly examine their 

own voices as well as the voices of their peers.  

 This section explores the ways in which these shifts occurred by examining 

examples of how participants made personal connections to leadership. These examples 

include how the participants explored the themes of jealousy and envy in relation to their 

own lives; how the participants formulated questions that they wanted to examine with 

each other and their community members; how the participants acknowledged their own 

successes and challenges of acting as “leaders” in the stories they shared; and finally, as 

the devising process unfolded, how the participants used these moments as a springboard 

for the creation of original scenes for our play, while simultaneously taking on leadership 

roles as the creators and directors of these scenes.  
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 In the next few sessions, my co-facilitator and I asked the participants if they were 

interested in exploring the themes of jealousy and envy or if they wanted to look into 

other themes. They were determined to continue focusing on these themes for the 

creation of their scenes and in doing so, the participants used themes from their scene 

work to make personal connections to their own lives.  In one example, the participants 

created a scene in which they all realized they were dating the same boy. The first time 

they performed this scene, the participants began to yell at each other for dating the same 

boy. Their argument escalated by saying, “He is mine,” “No he is mine” (qtd. in Fisher, 

Journal). After the scene, we talked about what the participants liked about the scene and 

what they wanted to change. The participants said that they wanted to stand up to the boy. 

In this variation, they confronted Jason, and in turn worked as a team to tie him up and 

express their feelings towards him. They spoke about their failure to communicate with 

each other and how this wasn’t necessarily their fault, but that they needed to take action 

to make sure this didn’t happen again. Within the scene, they decided to tell one of their 

parents that Jason had fooled them. I was struck by the fact that the girls had begun to 

problem-solve within the situation instead of just berating each other.  

 In their written reflection on the modification to this scene, we asked the 

participants to describe a moment, image or sentence that they remembered from the 

scene; how this moment, image, or sentence reminded them of an experience they had in 

real life; and finally, how this experience related to the notion of leadership in some way. 

Most of the participants remembered the confrontational aspects of the scene, while 
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others remembered the time spent talking to each other about their mistakes. Their 

reflections included comments such as, “When the girls said let’s get the rope. Let’s get 

the shovel. I’ll get the knife” (Participant B, Personal Evaluation), “when the whole 

group got the idea of hurting Jason” (Participant E, Personal Evaluation), “when we 

spoke to each other that we all had failures” (Participant D, Personal Evaluation), and 

“when the friends talked about their bad boyfriends and terrible relationships” 

(Participant C, Personal Evaluation). 

 When the participants were asked how this moment reminded them of an 

experience of their own, some participants noted personal connections to this moment, 

while others did not. Those who noted personal connections, offered comments like, “In 

5th grade, I was trying out for choir and in my head I was saying, “miss a note’” 

(Participant A, Personal Evaluation), “It really reminded me of the time when I found out 

my BFF started the worse rumor about me” (Participant B, Personal Evaluation), and 

“someone stealing from a friend” (Participant D, Personal Evaluation). When asked how 

this experience related to leadership in some way, one participant said, “People think 

leaders are perfect, but they’re not” (Participant A, Personal Evaluation), and another 

participant mentioned, “Leaders fail” (Participant D, Personal Evaluation).  

 From these responses, I realized that the participants had taken a theme that was 

interesting to them, related it to leadership, and created a scene based on a situation that 

may or may not have occurred. Then they were able to illuminate this fictional situation 

by personalizing an experience from their lives reflected by the scene. They were then 
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able to articulate how their own personal experiences related to the challenges and 

successes of being a leader. Throughout these moments, it appeared that the participants 

were using theatre and the performance of stories to personalize and complicate the 

notion of leadership. 

FORMULATING QUESTIONS  
 After the above-mentioned scene making, the participants continued to reflect on 

the scene from the previous session about “Jason,” and in doing so continued to speak 

about ways in which being a leader proves difficult. They cited moments in their lives 

when they felt insecure in the face of leadership or guilty for an action they took in the 

face of competition. One participant characterized these feelings in this way,  “I want to 

know the inside of a leader” (qtd. in Fisher, Journal). It was in this moment that all of the 

participants agreed they wanted to know what was really going on inside of a leader’s 

head. In their words, they wanted to show, “the good, the bad, and the ugly” (qtd. in 

Fisher, Journal).  In turn, my co-facilitator and I then asked the participants if they now 

felt ready to create new questions to bring to the story circles. They all said yes.  

 The participants then formulated questions that seemed to speak to their own 

experiences around the challenges of being a leader in their own lives. As a group, the 

questions we formulated were as follows: 1. Tell us about a time when your ethics were 

challenged in the face of competition or as a leader. 2.Tell us a about a time when you 

were insecure in the face of competition or as a leader. 3. Tell us about a time you felt 

guilty for something you did and how you tried to resolve it. 4. Tell us about a time you 
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felt vulnerable. 5. Tell us about a time when you felt like a leader or were in a position of 

leadership. Was your leadership recognized? How did that make you feel?   

 In reflecting on these new questions compared to the original ones the participants 

formulated, I noticed these questions were now reflecting the specific interests and 

experiences of the participants rather than the more general questions that they had 

initially conceived. For example, instead of asking: Tell us about an instance when you 

reacted to the word leadership? How did you react? They were now asking: Tell us about 

a time when your ethics were challenged in the face of competition or as a leader. Tell us 

a about a time when you were insecure in the face of competition or as a leader. This time 

the questions were personal.  

 Although there was still some overlap between the first and second set of 

questions, I perceived a new dimension to the revised list of questions. The girls let go of 

their original prompt: Tell us a story about when someone told you to be a leader. How 

did it make you feel? At the time, I did not reflect on the impact of the participants 

removing this question. However, I wonder about the participants’ removal of this 

question as a signal that they no longer needed someone to tell them they were a “leader.” 

They were now seeing themselves as leaders in their own lives. In my estimation, and 

with the agreement of the participants and my co-facilitator, we were ready to move 

outwards and compare our own perceptions of leadership to those of our communities.  

 Our next goal in the process was for the participants to further personalize the 

notion of leadership by sharing their own experiences along side their invited community 
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members in relation to the questions they formulated. In our first story circle, which 

included only our project participants, the girls explored their own connections to 

leadership by offering personal experiences that spoke to the questions they formulated. 

Out of all the statements posed by the participants, most of the girls told stories in 

response to “Tell us about a time when your ethics were challenged in the face of 

competition or as a leader,” or “Tell us a about a time when you were insecure in the face 

of competition or as a leader.” I was particularly surprised that the majority of 

participants chose to expose moments from their lives when they were insecure or when 

their ethics were challenged in the face of competition or as a leader. In my opinion, this 

was an extremely vulnerable topic to address. I wondered if most of the participants 

chose to explore these two statements, because the other participants were sharing stories 

in relation to this topic, or because the participants felt they were in a safe environment to 

share these stories?   

 After the first story circle, my co-facilitator and I asked the participants to go 

home and determine which stories made the most impact on them, either through a 

relatable experience, an experience the participants found interesting, an experience the 

participants found confusing, and/or an experience the participants wanted to know more 

about. In doing so most of the participants expressed interest in exploring the stories that 

spoke to being insecure or having their ethics challenged in the face of competition or 

leadership.             

 The following examples of experiences/stories shared by the participants in our 
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initial story circle, ultimately became the stories that the participants embodied and 

performed in our play. One participant, for example, when sharing a when they were 

insecure in the face of competition or as a leader, revealed a story about how she 

ultimately sabotaged her own chances of winning a student election because she let her 

opponent make her feel bad about herself.  

 I remember in fourth grade I was running for my class vice president. And there 

 was another girl and she was rich and she was cooler and her mother was 

 practically buying everyone ipods. Like, “Vote for my child. I have an Ipod.” And 

 I had a poster and some glitter and that was about it. And I felt insecure about 

 myself, because when I saw her she had all this fancy clothing... And in the end I 

 didn’t  become Vice President. She did. And I think it was because I let myself 

 down and I really regret doing that. Because I think I would have done a lot better 

 on my  speech if I had more confidence in myself and I didn’t let her get to me. 

 And I did and in the result, I didn’t get to be Vice President. So yea, I was 

 insecure about that time and was jealous and upset and sad and mad and 

 frustrated. (Participant B, Story Circle) 

This was one of the first stories shared by the participants, and in exposing such an 

honest depiction of herself, I believed she opened the space up for other participants to 

share similar stories in which they felt insecure, guilty, and/or vulnerable in the face of 

leadership or competition. I also was beginning to think that perhaps not only was 
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Participant B more engaged in the process, but she trusted the other participants and me 

enough to share this story.  

 Another participant shared an experience in which her cheerleading teammates 

made fun of her for having short hair. In turn, she lashed out at her teammates and 

ultimately quit the team. She shared:  

 I was a cheerleader in second grade. And I don’t know why, but I was in this 

 phase when I liked short hair and all the other cheerleaders had long. And they 

 were always like (Does some movement with her body) Haaaaa… And I had 

 short hair so I went like haa (Trying to show short hair can’t flow as much.) And I 

 always felt left out, because everyone was talking to each other and I wasn’t the 

 typical cheerleader type. I had short hair. And it was my first time cheerleading 

 and everyone else had been doing it for several years. A lot of the girls picked on 

 me and they called me boy. And it hurt me really bad. And one time I was 

 walking in my uniform and someone said, ‘Hey you there. Hey, you boy. And I 

 was like, ‘I’m not a boy.’ It was so sad and then I had this thing where I would get 

 really angry and if someone did it to me I would hold it in and then I would yell at 

 them and say, ‘I don’t like this.’ I tried to do poor in cheerleading. I finally told 

 them off. “You could die with that long hair.” They could trip on it or something. 

 And then they told on me and they were making fun of me. And then the coach 

 said, ‘I am sorry I can’t control this.’ So I said, ‘Fine. I am quitting.’ And then 

 they lost all of their games. I went to all of them. (Participant A, Story Circle)  
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When my co-facilitator asked this participant if she thought she showed leadership skills 

within this story, the participant responded, “Instead of taking the insults. I did the right 

thing and left” (Participant A, Story Circle). Within her story, the participant shared her 

own belief that quitting the team was the right thing to do. This was an interesting 

moment for me. Was it the right thing to do? Does a “leader” quit, when she realizes that 

the situation she is in is not healthy for her? Or does a “leader” stick it out? At the time, I 

wish I had facilitated a conversation around this idea, but I was not sure how to do so in a 

way that honored her decisions and questioned them at the same time. I wanted to be in 

dialogue with the participants, but I also wanted the storyteller to continue to feel 

comfortable sharing her story and future stories. However, I later realized that by not 

further pushing a dialogue, I might have hindered the positive transformations I was 

hoping for.   

 After all the stories were shared, the participants continued to make connections 

between examples from the stories and components of leadership. They examined 

moments from their stories that specifically challenged their own perceptions of 

leadership. My co-facilitator asked the participants,  “So, now thinking about all of these 

stories, what would you all say that your definition of leadership is today, after telling 

these stories?” (Co-facilitator, Story Circle) One participant said, “You have to be nice 

but when the time comes, you have to be able to stand up for yourself and kind of be 

‘mean’” (Participant A, Story Circle).  Another participant said, “Somebody who is kind 

of not in the ‘in crowd’ and someone who stands up for her friends. For example, in X’s 
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story, she stood up for her friends” (Participant H, Interview). Another participant 

articulated, “Someone who is not afraid to speak out” (Participant F, Story Circle).  And 

finally another participant mentioned, “I think a leader is someone who doesn’t try to do 

good things. It’s kind of like their instinct to do a good thing. For example, in my own 

story, I stood up for my friends, but also was mean to others in the process, which I know 

wasn’t right. But more importantly, it was just something I felt I had to do” (Participant 

B, Story Circle).   

 Based on their stories and reflections, the participants seemed to be 

simultaneously personalizing leadership and finding other entry points into it.  In 

reflecting back on their original perceptions of leadership, I felt there were new 

dimensions to their perceptions.  They still recognized leaders as characterized by their 

initial perceptions of leadership, as women in the political arena, but they were now also 

speaking about leadership and being a leader in a way that spoke to ideas around their 

personal experiences in relation to conformity. Furthermore, I was hearing the 

participants speak about the possibilities for making changes to situations that were not 

easy for them. The participants were not only posing problems but also articulating 

solutions to them. 

  Since this first story circle had no outside community members present, I began to 

wonder about the necessity of outside perspectives to inform, complicate and personalize 

leadership for the participants.  It seemed as though the girls began transforming their 

perceptions, or at least their articulations, of leadership without those outside stories. The 
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participants began to reflect on their own choices within their own and each other’s 

experiences of leadership. I now believed that the participants had been able to achieve 

positive transformations within this applied theatre process and in doing so, proved to me 

that my initial ideas around the way transformation would occur in this process were 

changing.   

ACTIVATING LEADERSHIP ROLES  
 One way I observed the participants taking on active leadership roles within our 

applied theatre process was by demonstrating their negotiation skills. For example, 

through the process of choosing which stories to perform, the participants negotiated and 

compromised with one another without the help of my co-facilitator and I. I initially 

thought this process would include the participants fighting over which stories they 

wanted to perform, because I was nervous that personal relationships within the group 

might affect their choice of which stories to perform. I considered that the close 

friendships that existed among certain girls might interfere with someone performing 

someone else’s “best” friends story. 

 During the process of choosing stories, my co-facilitator and I asked the 

participants to place their names next to their two top choices of stories they wanted to 

perform. Initially, there were many places of overlap. However, the participants began to 

negotiate between themselves for the stories they wanted to perform. Until each person 

had a story, I was impressed in the way they took on what leadership roles. These 

positive characteristics of leadership, in my opinion, were shown within this moment by 
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the girls being flexible and essentially letting go of the some of the stories they wanted to 

perform in order to move the process forward.    

 I also observed the participants taking on active and engaged leadership roles in 

the creation of the ‘machine’ scene that invited the girls to consider moments when they 

felt insecure or their ethics were challenged in the face of competition or as a leader.  

These insecurities and ethical dilemmas came up in many of the stories that were told in 

both of the story circles by participants, as well as by the invited community members. 

This idea was expressed through stories about situations that forced them to decide if they 

should follow other girls who were acting as bullies, or stand up for themselves and the 

individual being bullied. Many of the stories referenced moments in their lives when they 

decided to follow the ‘bullies’ and ultimately regretted their choices.  

 In the “machine” activity, one participant began a repetitive sound and motion 

and one by one each participant added onto the previous sound and motion. The 

participants’ intrinsically ended up making a machine that appeared to look like a 

conveyer belt that made a product at the end. A dialogue was discussed on how it felt to 

be a part of the machine. Some of the participants noted that it felt at some points that 

their sounds and motion began to blend. I continued to ask how this aspect of being a part 

of the machine could correlate to the idea of conformity. One participant mentioned, 

“Well, when you conform to other people’s beliefs you begin to lose your own” (qtd. in 

Fisher, Journal). My co-facilitator and I then told the girls to take what we discussed and 

come back and show us a scene that included all of them and was about a machine and 
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conformity in relation to their own lives. My co-facilitator and I opted to be rather vague 

about what we were looking for in order to give the participants room to create a scene in 

which their interpretations of these ideas were presented in their own voice.  

 The girls returned about ten minutes later and showed my co-facilitator and I what 

they had created. The first conception of this scene had one of the participants standing in 

the center of the room. The other participants waited in a line off to the side. All of a 

sudden, the participant in the center of the room made a crackling noise and her arms 

moved up and down. Each participant standing at the side of the room, one by one, 

walked over to the participant acting as the ‘machine.’ The ‘machine’ held the participant 

and continued to make some crackling sounds. Then the ‘machine’ let go of the 

participant and the participant made a frozen image. One participant stood with her 

mouth open and her hand on her hip. Another participant had her arms positioned in a 

way that it appeared she was holding a baseball bat.   

 In watching the scene, my initial impressions were that the machine was creating 

different types of individuals or stereotypes. Perhaps the first image was someone who 

was considered “ditsy.” And the second image represented someone “sporty.” The 

participants created other images, but their body language in these images was less clear 

then in the two previously mentioned, and it was difficult for me to determine what these 

images represented. In the last moment of this scene, another participant entered the 

machine. It made a few puttering noises and fell to the floor. The participant walked 

away unharmed.  
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 My co-facilitator and I facilitated a conversation with the participants about their 

reflections on the scene. We asked about the meaning of this scene and the participants 

explained that the girl in the center was the machine, and that this machine represented 

high school. The machine’s job they said was to then to take each participant and make 

them into a certain type of person, including: a jock, a cheerleader, a brain, a rebel, and 

two popular ditsy girls. The last girl to go through the machine was actually a leader and 

couldn’t fit into a stereotype. This is why the machine broke. I was amazed at the way 

they were thinking about conformity and that they created this type of metaphoric scene 

on their own. Perhaps I had not given them enough credit, but I had not expected this 

type deeply though out scene evolve in ten minutes. I was truly impressed by their 

articulation of the ways in which high school and the pressure from the system could turn 

someone into a certain type of person. I thought that the breaking of the machine as a 

metaphor for a person who wouldn’t conform was brilliant.   

 The participants created the building blocks of this scene, but my co-facilitator 

and I still felt that it lack specificity. To encourage the participants to try and create this 

specificity, we asked them first what they felt worked in the scene followed up by asking 

what they thought could be improved. Most of the participants really liked the idea that 

the machine created different cliques and that the machine broke down when it couldn’t 

determine the clique belonging to the last girl. In general, the participants felt the scene 

could be improved, but they weren’t sure what exactly needed to happen.  
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 My co-facilitator and I began to offer suggestions on how to get more specific in 

their actions by asking them questions surrounding some of the components of the scene. 

We asked the participants questions such as, ‘Before entering the machine, where are you 

exactly?’ When the machine creates you, ‘Who are you exactly?’ ‘How can you use your 

body to show who you are?’ One participant suggested that maybe they were in a waiting 

room, such as the principal’s office. The other participants agreed. This was becoming a 

theme within the participants’ group dynamics; one participant would offer a suggestion 

and the others would then say ‘yes’ and proceed with a suggestion. Even if there were 

several suggestions, generally the participants tried each suggestion to see what worked 

best.    

 We then asked the participants to create some frozen images of exactly what 

stereotypes they were trying to portray. The participants worked in partners and each 

partner gave feedback on how she thought this showed the stereotype the machine 

created. Then the participants showed these stereotypes to the whole group. One girl 

suggested that more people needed to be the machine, so my co- facilitator and I asked 

who would be willing to take on that role. Three participants volunteered and we tried the 

scene with three people embodying the machine, three people representing the 

stereotypes, and one person as the ‘leader.’ We all were in agreement, less people 

entering the machine, created a larger impact when the leader finally went through the 

machine.  
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 The final stereotypes the participants chose to represent the clueless, the rebel, 

and the brain. They decided these stereotypes encapsulated the different positions in high 

school they could become. However, through this scene work some of the participants 

began to articulate the feeling that these classifications were reaffirming these 

stereotypes. Specifically, the participant who was embodying the stereotype of the ‘brain’ 

felt that by using this stereotype in the scene, we were saying that being a ‘brain’ was a 

bad thing.  Other participants felt that it was more of a metaphor for how other people 

looked at certain individuals. In reflecting back on this moment now, I wonder if this 

specific participant was speaking to the ways, as mentioned earlier, other people 

perceived her attendance of the Ann Richards School for Young Women Leaders. Was 

the scene saying that being a ‘brain’ was bad?  In reflecting back on this, by placing 

‘brain’ as a stereotype with the other stereotypes, ‘clueless,’ and ‘rebel, which were 

generally are associated with negative connotations, as the scene reaffirming the negative 

leadership narratives that their friends and family at times were giving them? Was this 

perhaps why the participants chose these stereotypes? At the time, I didn’t think about 

this scene in this way, but reflecting back, I wish we had investigated the choice of these 

stereotypes more closely.  

 It was in the talk back of the play, that the participants continued to demonstrate 

leadership skills. The play was a combination of live theatre and film. The film 

component was used as a reference point for the stories the participants performed during 

the play. Before each participant performed another person’s story, the large screen that 
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sat on the stage showed a portion of the original interview. While the participants were 

performing a story, the large screen would also show photos, taken by the girls, which 

represented characters or themes from the story the performer wanted to explore through 

images. As mentioned earlier, there were three additional scenes, including the machine 

scene, that articulated the themes from the stories around leadership such as the successes 

and challenges a leader faces. The final product was a thirty-minute production titled The 

Undercover Leader. 

 When the play ended, a short documentary was shown which showed the 

participants in moments throughout the process. The participants/ performers watched 

this documentary and danced as the song, “I got a feeling” played. The participants began 

to dance to the music and shouted to the audience, “Come on guys, you can dance too” 

(Participants, Talk back). The lights came up and their faces glowed as the applause 

echoed throughout the cafeteria. I came on the stage to introduce the cast and explained 

that they would be willing to take questions about the performance and the process from 

the audience. They seemed so excited for people to ask them questions. They stood on 

the stage, their bodies bouncing up and down. Their body positions were up right. They 

weren’t slouching as I had seen many times during the process. Not once but many times 

did I hear the participants echo, “Any more questions? Who’s next? Who’s next?” 

(Participants, Talk Back).  

 The participants articulated their views about the process and the play in a way 

that I had not heard them before. They were extremely articulate and had intention in 
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their voice; as if they seemed to truly believe in what they were saying and they didn’t 

hesitate in answering each question asked by the audience. The first question that was 

asked was “how did you decide what stories you were going to explore?” (Audience 

Member, Talk Back). All the girls at once said, “We voted” (Participants, Talk Back). 

Another participant followed up with, “We thought about the ones that displayed our 

subject the best” (Participant B, Talk Back). Another participant chimed in, “So the first 

ones [stories], were like the bad things. Like, the inner, inner, leaders. The undercover 

leader. The second ones [stories], were kinda leading to the good. And the last ones 

[stories], were their true leadership showing” (Participant A, Talk Back). All the 

participants nodded in agreement. Another audience member asked, “What did the mask 

sequence represent?” (Audience Member, Talk Back). One participant said, “Well, we 

didn’t know who we were in that moment” (Participant D, Talk Back).  Another 

responded, “We were kinda discovering ourselves” (Participant H, Talk Back).  

 And finally, the last question that echoed through the auditorium was, “So what 

did you learn?” (Audience Member, Talk Back). One participant said, “What leadership 

means to everybody” (Participant F, Talk Back). Another replied, “I learned that even 

leaders have flaws and they may not always be displayed but I think those flaws make us 

better leaders in the end” (Participant B, Talk Back). And another said, “I learned to 

reflect on my choices” (Participant D, Talk Back).  At the end of the talk back, the girls 

grabbed each other’s hands and screamed in unison “Undercover Leaders” (Participants, 

Talk Back).   
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 In their responses to the questions from the audience, I heard the participants’ 

own voices in relation to this applied theatre process and how the project affected their 

perceptions of leadership. Early on in our process, the participants were very hesitant to 

unpack the notion of leadership and by the end of the performance they were extremely 

engaged in processing questions posed by the audience. Was it the thrill of performing in 

front of an audience that elicited these responses from the participants? Had the process 

actually changed their initial perceptions of leadership? 

  In comparing their initial perceptions of leadership to their final articulations on 

leadership, I believe that the girls were able to complicate and personalize the notion of 

leadership and what it means to be a leader through this applied theatre process. 

However, in reflecting back on this entire applied theatre process, I don’t believe this 

conclusion is so simple. The participants’ responses to the audiences’ questions around 

leadership provided a spectrum of ideas surrounding leadership, which now included not 

only the successes of being a leader, but the challenges of being a leader as well.  This 

was very different from their initial perceptions of leadership that seemed somewhat 

narrow and stereotypical in scope. However, in reflecting back on this process, their 

initial descriptions of leadership may have been stereotypical, because of the ways in 

which I facilitated the initial inquiries. I did not push them to reflect on and dialogue 

about their initial perceptions of leadership, and therefore, it is difficult for me to discern 

if the participants gave us the answers they thought we wanted to hear, of if their 

responses truly represented their perceptions of leadership. 
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  I believe the participants were able to examine the many facets of leadership 

within our project, but I cannot confidently conclude their perceptions of leadership did 

or did not change. I can only hope that this process engaged the participants to consider 

their own value, worth, and voice in determining how to treat themselves and others in 

the complicated and ethically charged experiences that they will continue to face as they 

move forward into adulthood. I can only hope they now will examine their roles as 

leaders from multiple entry points.  
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Chapter 4: The Reflective Practices of a Leader 

 At the start of every applied theatre project there always looms a certain amount 

of uncertainty. However, I believe with this uncertainty and fear comes a sense of 

freedom. And with this freedom, one is gifted with possibilities for true discoveries. The 

applied theatre practitioner and theorist James Thompson refers to this state of 

uncertainty as ‘bewilderment’ in his book, Applied Theatre Bewilderment and Beyond. 

He describes ‘bewilderment’ as “ an engagement with theatre practice and research. It is 

offered as the perplexed condition of the researcher and practitioner as they seek to 

understand theatre projects in unusual locations or with troubled communities” (22). He 

continues to say, “Rather than being dismissed as a problem, it is welcomed because it 

counters the over-easy and often stifling effects of certainty. The state of bewilderment is 

shorthand for the importance and positive effect of amazement, fascination and doubt” 

(22). It was with this sense of bewilderment that I began this applied theatre research 

project.  

 Although Thompson recognizes this bewilderment as an asset to a facilitator, I 

felt consumed with the unknown. By coming to this project with the topic of leadership 

already in place, I constantly worried about my own intentions to transform my 

participants’ beliefs into something different. Was I going against the co-intentional, 

dialogic, and reciprocal pedagogies I wanted to engage in with my participants? What if 

the participants did not want to engage in this topic? What if I could not scaffold our 
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sessions to break down barriers between participants and facilitators or to create a safe 

space to explore the multi-faceted views of leadership?  

 This chapter analyzes how I navigate these questions and how this process shaped 

and changed my own perceptions, as the facilitator and a participant/observer, of 

leadership. I highlight some of the tensions, ethical dilemmas, and moments of insight 

that arose from this process and how these moments shifted my initial ideas surrounding 

transformation and co-intentionality.  

TRANSFORMATION 
 At the initial stages of this project, I believed that a positive transformation in 

regards to the participants’ perceptions of leadership required the girls to access, embody 

and perform their own and others’ experiences. I believed that it was necessary to 

examine the experiences and perceptions of individuals outside of our group 

simultaneously with those of the participants as a way to create a dialogue between these 

experiences. I initially thought that by bringing outside perspectives into our process, the 

participants would be able to encounter experiences that were different from their own 

and ultimately complicate and expand their own notions of leadership. Furthermore, I 

also believed that the participants would personalize their associations to leadership, and 

what it means to be a leader, by sharing their individual experiences with leadership. I 

was surprised at where and how transformation in this applied theatre project for 

participants actually occurred and how my role as a leader in this process affected the 

girls’ transformations.  
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 Throughout the initial stages of the applied theatre process, as I described in the 

previous chapter, I struggled as the facilitator, to find ways for the participants to 

encounter and examine their own connections to leadership and in turn the formulation of 

their questions. However, during some of these moments when I perceived the 

participants becoming disengaged with the process, I did not truly examine how my own 

role in facilitating this project may have been the cause of their disengagement.  

 This realization in regards to how my facilitation of this project was affecting the 

participants’ involvement in the process came to me during our mock story circle. Before 

we asked our questions to community members, my co-facilitator and I engaged the 

participants in a run-through of the questions they developed. Although the girls had 

created these questions the week before, they did not readily engage in these questions 

themselves.  As facilitators, we shared our own stories in order to prompt their 

participation, but the girls continued to express disinterest in responding to their own 

questions. In retrospect, I am not sure if this was because the girls could not think of 

stories to share or if those participants who regularly led our conversations were absent 

on this particular day.  Regardless, the girls present on that day seemed reluctant to 

examine these questions and I began to consider my own role in this problem.  

 After this mock story circle, my co-facilitator and I became ensconced in a 

reflective conversation on why the participants could not answer the questions they 

formulated. This conversation made me re-consider how my facilitation of this project, 

up to this point, did not afford the girls the opportunity to deeply reflect on their personal 
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feelings about leadership. I believe that because I did not engage the participants in an 

active dialogue around their perceptions of leadership, it became difficult for the girls to 

formulate questions that were of personal interest to them.  

 Fisher: Hi, I am feeling really nervous now. What do we do? If the girls won’t 

 answer their own questions, maybe this isn’t what they are interested in. Should 

 we bring in people now? Do they need other ways to look at leadership? Can they 

 not articulate questions or parts of leadership they are interested in, besides their 

 initial responses, because they don’t have enough experiences to pull from? 

 Maybe we just need to invite some interesting people in and then have the girls 

 extrapolate themes from the stories they hear and then create questions based on 

 those. I mean don’t you think they [the participants] would be excited to have 

 guests? Maybe they just aren’t thinking about other ways they could explore 

 leadership and we need these outside people to help them.  

 Co-facilitator: I understand what you are saying, but maybe we just haven’t 

 found what really excites them about leadership. How do you think we should do 

 that? I understand your feelings in regards to bringing in other perspectives, but 

 maybe we need to go back and ask the participants what exactly fuels them. Then 

 we can figure out ways to examine what they are feeling through the lens of 

 leadership. (Fisher and Co-facilitator email exchange)  

 In reflecting back on this email exchange now, I am ashamed of my lack of 

confidence in the girls.  Why would I think that the participants didn’t have experiences 
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they could access? Why did I not think about how I was facilitating the project? Why 

would I assume the participants did not have anything to talk about in terms of 

leadership? At the time, I couldn’t move beyond my belief that the girls’ inability to 

respond to the questions was a result of their experience. This email exchange as well as 

further reflection with my co-facilitator, made me reflect on the notion that perhaps my 

co-facilitator and I failed to tap into ideas within leadership that excited the participants 

and in doing so I realized that I was falling into a space where I was practicing what 

Freire refers to as a “antidialogical” action or oppression (124).  Freire advocates for the 

need for dialogue to occur in order for a truly revolutionary kind of transformation to 

happen (128). He states: 

 Dialogue with the people is radically necessary to every authentic revolution…the 

 earlier dialogue begins the more truly revolutionary will the movement be. The  

 dialogue which is radically necessary to revolution corresponds to another radical 

 need: that of women and men as beings who cannot be truly human apart from 

 communication, for they are essentially communicative creatures. To impede 

 communication is to reduce men to the status of  “things”– and this is a job for 

 oppressors, not revolutionaries. (Freire 128) 

By not creating a space to further dialogue with the participants about their perceptions of 

leadership and what parts of this topic excited them, I was ultimately stifling their 

possibility for transformation in the process. I was imposing my own ideas on how 

transformation should be achieved and in doing so I witnessed the type of resistance by 
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participants Nicholson speaks of. Nicholson asserts that when applied drama practitioners 

assume that a certain group of people needs to be transformed, the participants can meet 

with resistance (28). Essentially, I assumed the girls would be able to create questions to 

the community without finding out what was important to them.  

 For the time being, I abandoned the need to bring in outside perspectives to help 

the participants formulate questions and focused on the ways that I, as a facilitator, could 

get the participants excited about leadership. Through a series of improvisational 

activities, my co-facilitator and I intentionally set up new structures to determine the 

girls’ interests. Through these improvisational activities, the participants found themes 

around leadership that excited them, and in the next few sessions, the participants began 

to create scenes around the themes of jealousy, envy and greed. By giving the participants 

the freedom to create the content of these scenes, I had hoped they would be able to 

become more engaged in this process. 

 In my opinion, the creation of the scenes did re-engage the participants. They 

began to make personal connections to leadership based on the content of the scenes. 

They also created a second set of questions to pose to the community. However, my own 

ideas around transforming participants’ perceptions through the influence of outside 

perspectives continued to plague me. I felt the participants were all sharing the same 

stories in relation to these questions, specifically focusing on the cheerleading 

competition. I felt that if all the stories were based on ideas surrounding competition, and 

specifically cheerleading, the final play would be one-dimensional. In my journal, I noted 
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that I felt conflicted. On one hand, the participants were making personal connections to 

leadership, but on the other hand these connections were all the same (Fisher, Journal). 

These personal associations looked at how their own ethics and insecurities were 

challenged in the face of competition. I wanted the participants to make these personal 

connections and yet I felt they were all sharing the same types of stories. 

 Reflecting back on my feelings concerning the similarity between stories made 

me consider the ways I was not allowing the participants to guide their own experiences 

and ultimately their own transformations in this process. This realization propelled me to 

shift my understanding of how to lead this applied theatre process. I needed to recognize 

and accept what the participants wanted to explore in this process and in doing so, work 

toward the kind of reciprocal relationship outlined by Nicholson.  To do so, my co-

facilitator and I then reflected on how the similar nature of the participants’ stories would 

ultimately affect our play, especially if we did not have other community members 

present for our story circles. The participants kept mentioning that they were not sure that 

any of their invited guests would be coming (qtd. in Fisher, Journal). I initially was 

worried that without outside stories to pull from, the play would not have a certain depth.  

However, my co-facilitator offered another viewpoint that propelled me to reconsider 

how I was viewing this process and my role as a leader within it. She mentioned that if 

we continued to push the participants to reflect on their own stories, we would find this 

depth.    
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 In reflecting back on the project, I was thankful that I had the perspective of my 

co-facilitator to help me realize that transformation did not need to occur in the ways I 

initially wanted. I realized that my co-facilitator was able to look at the process 

differently than me. I was constantly examining how the process would affect my initial 

research questions. Furthermore, because of my own pressures to determine the outcomes 

of the project and my beliefs about the ways transformation would occur, I was not 

actively seeing all the others ways that the participants had been exploring leadership 

through their personal experiences. I was not allowing myself to live in the moment, 

which I ultimately realized was one of the most important aspects to facilitating this 

applied theatre project productively.  

 In order to address this new understanding, I reflected on how to better utilize 

what was happening in the room as we moved forward in our project. My co-facilitator 

and I brainstormed ways to move forward in our applied theatre project if the story 

circles ended up just being the participants. How could we further access other entry 

points into this topic if the stories the participants told were all similar? We decided we 

would ask the participants about their own choices in the stories they shared and how 

they perceived themselves as leaders as a way to further a conversation about their own 

personal experiences. In this way, I was beginning to practice a kind of reciprocity where 

the participants would get the space to examine what they wanted instead of me imposing 

on them what they should be examining. In essence, the girls would gain power and 
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ownership over the process, and I would gain knowledge and new insights into 

facilitating this project in a way that allowed positive transformations to occur. 

 In our first story circle, we ended up having no outside community members join 

us. As I articulated in the last chapter, most of the stories shared by participants revolved 

around moments of competition, specifically cheerleading. However, to my surprise, after 

all the stories were shared, the participants began to make connections between examples 

from the stories and a variety of aspects of leadership. In unpacking these stories and the 

participants’ role in them, I began to see how the participants were able to challenge their 

own roles within their stories. And I became further assured that the participants 

experiences  

 Although I started to let go of my initial ideas of using outside perspectives to 

complicate leadership, I continued to wonder how the influence of outside perspectives 

could further complicate leadership in our second story circle. However, while our 

second story circle did include outside community members, the guests were the 

participants’ peers from Ann Richards as well as three adults, who included a mother and 

sister of one of the participants and one employee of my partnering arts organization. I 

was not sure if their peers would offer other perspectives to the questions the participants 

were going to ask them, or if we would simply gain more of the same kinds of stories 

from the similar perspectives.   

In the second story circle, the stories by the other students from Ann Richards all 

focused on similar types of situations to each other. These situations included stories 
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around volleyball competitions, cheerleading competitions, dance competitions, and 

gymnastic competitions. In the middle of the story circle, I became so concerned that the 

participants would continue to focus only on stories involving competitions that I jumped 

up and told a story of my own about being in a position of leadership. I spoke about 

tubing with friends in heavy rainstorm and having to take charge in a moment when my 

friends were too petrified and exhausted to help. I shared that although my friends may 

not have overtly recognized that I was acting as a ‘leader,’ I still felt good about taking 

this role (See Appendix B).       

Interestingly, after I told the story, I felt awkward and struggled with the notion 

that I was intentionally pushing the participants to look at another perspective. I believe I 

was falling into what Freire describes as cultural invasion. He states:  

 By imposing their word on others, they falsify that word and establish a 

 contradiction between their methods and their objectives. If they are truly 

 committed to liberation, their action and reflection cannot proceed without the 

 action  and reflection of others. (Freire 126) 

I was taking away what they wanted to explore.  In reflecting back, my determination to 

create some sort of masterpiece production and my choice to include my own voice in the 

process might have been hindering the participants’ voices. There were moments when I 

would asked the participants if they could offer other stories that did not focus on 

cheerleading or a competition. In some ways, by asking them to focus on other moments 

of leadership, I believe I was shutting them down. After telling my story, I promised 
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myself, I would allow the process to continue to highlight the experiences of the 

participants.  Why should I stop them from articulating the experiences that resonated 

with them in terms of leadership? Hadn’t I asked them to personalize leadership? By 

accepting and advocating for the girls experiences to be the focus of the process, I felt I 

had created a reciprocal relationship between the participants and myself. The 

participants would offer their knowledge and experiences and I would gain a new 

understanding of how to lead an applied theatre project that focused on positive 

transformations.          

 There was a particular story by a participant from our group that further 

fermented this new realization that the necessity for outside perspectives in achieving 

positive transformations in the process wasn’t necessary. She began by saying, “In sixth 

grade, I wasn’t the nicest girl, you could say” (Participant D, Interview).  While she told 

the story, she fidgeted and giggled and I thought she seemed nervous about sharing the 

story. She put her hair in front of her face and continued: 

 There was a huge argument like a bunch of my friends together. And in second 

 semester we got really mean and gossip started flying around. And then it wasn’t 

 a group anymore. It was like people tied to other groups. And so, I was just sitting 

 there with my best friend like, la la la la. And people tell me things and I kind of 

 agree with them. So I started spreading more gossip, and more gossip, and more 

 gossip until eventually it made someone hurt like a lot. And she started crying. 

 And it got to the point where it got really bad and we had to go to the counselor’s 
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 office. And we all talked about it and it linked to one person. And I felt really bad 

 about it. And I felt really sorry for that person. Really, really sorry and I will 

 never do it again.  

 Facilitator: What did you do to make up for it? 

  

 Participant A: I started to talk to her more and started…sometimes I would 

 give her compliments like baby steps and I would give her compliments.  And 

 now I’m like really good friends with her. (Participant A, Story Circle) 

 This specific story shared by one of the participants from our applied theatre 

project changed my own perspective on the necessity of outside experiences to impact the 

participants’ perceptions on leadership. Throughout the process, this participant seemed 

at times to engage in the process only through a “superficial” lens. In our previous scene 

work, she typically examined themes relating to leadership through examples in relation 

to fashion shows and modeling. Her cavalier demeanor made me assume she would never 

fully allow herself to reflect on her own choices and how they affected others. However, 

after I heard this story, shared amongst a large group of students from her own school, I 

was surprised at how vulnerable she allowed herself to be. 

 I began to see the story circle, as it operated in our applied theatre project, not 

necessarily as a space for outside perspectives to complicate and expand the participants’ 

perceptions of the leadership, but as a place for the participants to connect to their peers 

and in doing so reaffirm their thoughts on leadership. I had forgotten that this was 
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ultimately an exciting way of personalizing and complicating the notion of leadership. It 

was in fact allowing the participants to engage in the type of positive transformations that 

Boal speaks of.  They were sharing their own experiences in relation to leadership, 

reflecting on their actions and articulating alternative solutions or actions to these 

experiences.             

 The story circle became a space where the voices of the participants and those of 

their peers from the Ann Richards School for Young Women could be heard. For me, the 

purpose of the story circle shifted and became about creating a space for the girls’ voices 

to be heard rather than a space for the girls to hear the voices of people outside their age 

group or sphere of experience. In this part of the project, I was forced to re-consider my 

notion of transformation and to think about how the girls gained new perspectives on 

their personal choices and ultimately on leadership.  

 Initially, the goal to invite diverse community members of different ages and 

experiences aimed to offer the girls multiple entry points into leadership.  However, I was 

beginning to realize that these outside perspectives might not have been essential to 

complicating and personalizing leadership. The girls taught me that through reflection on 

their own experiences, they were able to complicate and personalize notions of leadership 

for themselves. I still believe that applied theatre has the potential to transform but I now 

recognize that in order to facilitate these positive transformations, a leader needs to allow 

the participants to guide the ways in which these transformations are occurring. 
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CO-INTENTIONLITY 
  Throughout the applied theatre project, I was determined to practice co-

intentionality with the participants. In the initial stages of this project, I understood co-

intentionality as the practice of creating an environment where the voice of the 

participants and myself, as the primary facilitator, would guide the creative process 

together. Initially, I had determined that in order to guide the process together, both the 

participants and myself needed to actively engage in the process in the same ways. I 

envisioned this co-intentional space as one in which the participants and myself were 

both essentially acting as directors, creators, and facilitators. I hoped that by creating this 

kind of equality the participants would feel valued. My initial understandings of co-

intentionality were rooted in Paulo Freire’s ideas around ‘Libertarian Education,’ in 

which he advocates for teachers to disrupt the traditional hierarchy of the student-teacher 

relationship, creating a new space where the teacher and the students are learning and 

teaching simultaneously. Freire asserts:  

 The problem-posing educator re-forms his reflections in the reflection of the 

 students. The students – no longer docile listeners – are now critical co-

 investigators in dialogue with the teacher. The teacher presents the material to the 

 students for their consideration, and re-considers her earlier considerations as the 

 students express their own. (81) 

In working toward co-intentionality in the ways I initially interpreted Freire’s theories, I 

ended up focusing on equality between the participants and myself at every stage of this 

applied theatre project. I had hoped that by demonstrating my desire for equality between 
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girls and myself, the participants would be engaged and committed to our process. In 

many ways, I struggled with my own role as a facilitator and sometimes became 

paralyzed by my efforts to remain “equal” with the students. Through the facilitation of 

this applied theatre process, and the eventual understanding of the needs of my 

participants and my own needs as a teaching artist, my interpretations of co-intentionality 

ultimately changed to include a new understanding of “equal.”   

 Throughout the process I began to realize moments when equality as a goal for 

co-intentionality was not totally possible, not desirable, and ultimately not what Freire 

was describing as a means to disrupt the hierarchal relationships between teachers and 

students. It was in these moments that my understandings of how to effectively lead this 

applied theatre project transformed in the most profound ways. This section explores 

moments when my initial understandings of how co-intentionality in theory and practice 

were challenged and ultimately how and why I chose to modify my co-intentional 

practices.  

 In order to create a space where the embedded hierarchy between myself, as the 

facilitator, and the participants could be interrupted, I began this project by introducing 

myself to the participants using my first name, ‘Ruthie.’ My co-facilitator, who had 

worked with some of the girls previously, did the same, but the participants shouted her 

with recognition by saying, “Hi. Miss X.” And throughout our first session together, the 

participants started referring to me as ‘Miss Ruthie.’ The girls and I continued to 
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negotiate the name throughout the session—my insisting that they call me Ruthie and the 

girls continuing to say “Miss Ruthie.” 

 While I realized that the girls were simply falling in line with their school culture, 

reflecting back, I wish I had explained my reasoning behind wanting them to call me just 

‘Ruthie.’ I wanted to be transparent about my intentions with this applied theatre project 

as a space for the participants to be on equal footing with my co-facilitator and me. I 

wanted the girls to know that we were going to be creating this performance piece 

together and I thought that since I called each of them by their first names, in what I 

thought was an act of co-intentionality, the participants should call me by my first name 

as well. Essentially, I was trying to create a space where we all were acting in the roles of 

teachers and students. However, by repeatedly dictating to the girls what they should 

refer to me as, I was actually maintaining the same power-dynamic where I has the power 

to create the status-quo.   

 Ironically, in my hopes to pursue Freire’s model of ‘Libertarian Education,’ I 

entered into what Freire refers to as the, ‘The Banking Model of Education,’ “in which 

the students are the depositories and the teacher is the depositor” (Freire 72). In this type 

of ‘banking education,’ Freire asserts, “the scope of action allowed to students extends 

only as far as receiving, filling, and storing the deposits” (72). In meeting this seemingly 

trivial challenge with the names, I was becoming aware that the inherent power dynamics 

between students and teachers would always be present. I was the facilitator of this 

project and they were the participants and that was not going to change. So maybe, trying 
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to achieve equality by placing the participants and myself in the same roles was not 

possible. However, I was not totally convinced at this point, that my initial 

understandings of co-intentionality were completely wrong.  

 In continuing my quest to create a space where I was practicing my initial 

understanding of co-intentionality, by ensuring that both the participants and myself took 

on similar roles in the process, we worked to build group knowledge around ideas of 

theatricality that would guide us in the creation of our play. When my co-facilitator and I 

first met with the participants, we explained that the applied theatre project would give 

the participants the opportunity to create a play based on their own stories and those of 

their community members in regards to leadership. We also explained that the play would 

give them the opportunity to perform some of these stories and create scenes based on the 

themes we, as a group, decided were important to us. My co-facilitator and I then asked 

the participants what experience they had with participating in theatre and or the creation 

of an original play. A few of the participants had some acting experience in traditional 

theatre, a few had never acted before, and none of the girls had created an original piece 

of theatre.  

 Although I realized that as theatre artists our experience in creating original 

theatre was probably more advanced than our participants, I thought that by constructing 

group knowledge about what we considered “good” theatre, we could begin to engage the 

participants in the ways I initially understood as co-intentional. I worked to create 

equality by reducing the gap between our knowledge and theirs. We wanted the 
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participants to reflect on the work that they created and critically examine the artistic 

choices they were making. In this way, my co-facilitator and I hoped that the participants’ 

voices could be valued in the process of shaping the play. 

 In order to create a space where all of us would be able to examine and critically 

analyze the scenes we would create, my co-facilitator and I decided to execute a lesson, 

focused on theatricality (Helen White, Creative Arts Team). In this lesson we first asked 

the participants what plays or television shows they liked. My co-facilitator and I then 

introduced the word ‘theatricality’ to the participants in order to show the participants 

that these aspects of the plays or television shows they liked could be characterized as 

elements that make something theatrical. We then discussed, as a group, the components 

of theatricality that we wanted to exemplify or make sure were part of our scenes. Our 

final list included: strong facial expressions, humor, surprises, believability, conflict, 

multiple story lines, momentum and rhythm, spontaneity, diverse characters, a connection 

to characters, multiple levels of characters, and polished.  

 Once we had a list of theatrical elements in place for discerning what we as a 

group considered important in creating engaging theatre, we started creating original 

scenes where the participants were given the opportunity to reflect on each other’s work. 

In doing so, the participants distinguished from each other’s work what they thought were 

exciting artistic choices, which included components of theatricality from our original 

list. In an attempt to create a co-intentional process, influenced by my initial 

understandings of co-intentionality, my co-facilitator and I gave the participants the 
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opportunity to redo the scenes based on these new considerations.  Then, we all voted and 

decided which way we thought the scenes worked best.       

 Although I was excited to witness the participants critically examining their own 

and their fellow participants’ artistic choices, this process took an enormous amount of 

time.  I began to reflect on the ways equality, as a goal for co-intentionality, might pose 

major challenges within the short amount of time we had to create the final production. 

Although we had used a voting system to determine which way the scene should be 

represented, I wondered as we continued on our journey, if we would be able to use this 

system. Wouldn’t my co-facilitator or I eventually have to make the final decision on 

what would be included in the play? How could we continuously negotiate the voices of 

seven participants and still create a product that had artistic value? On top of which, 

reflecting on the ways in which I tried to practice co-intentionality with my participants, 

at this point in the process, I can now see that I tried to have the girls and myself critique 

the scenes in the same way. By creating group knowledge about what we considered 

“good” theatre and using these elements as a way for the group to comment on how the 

scenes were or were not engaging, I went against my initial ideas of co-intentionality. I 

had undermined my own desire to afford the girls the opportunity to have their individual 

voices valued in the process.   

 I had initially hoped that all of us taking on similar leadership roles within our 

process would positively affect the girls’ interest, commitment, and engagement to the 

project. As we continued to create original material, using this described system in which 
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we created several variations of scenes, I began to see some of the participants become 

less committed to the project. At various times during this part of the process, before our 

story circles, some of the participants did not show up to rehearsals, offering excuses 

such as, “I have to study for a test,” “I am also in band, and we get graded on that,” “I 

promise when the play gets closer to being done, I will be here” (qtd. in Fisher, Journal).  

This last comment made me consider if the participants were actually becoming less 

committed to the process because we did not have an actual script for them to see or a 

specific part for them in the play at this point in our process. In my journal, I wondered if 

in my attempt to create equality with the participants by providing them with the tools to 

critique and engage in multiple variations of a scene, the process was actually giving the 

participants too many choices and not enough structure. I wondered if this void of a script 

and/or specific characters they would perform in the play influenced their lack of 

dedication during this part of the process.  

 I spoke with my co-facilitator about the participants’ seeming lack of commitment 

to our process, but she communicated that, in her experience, this was fairly common. 

She assured me that when the play got closer to the production, the participants often 

became more committed. We decided that to gain the girls’ commitment earlier, it might 

be necessary to remind the girls that we would be performing for an audience. Knowing 

exactly what the play would be about and the parts they would play might reinvigorate 

their commitment to the process. At this point, I wondered about my own initial 

understanding of practices surrounding co-intentionality. And in my journal, I questioned 
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if the participants actually wanted us to make more decisions in the process. I continued 

to reflect on the role of structure in a co-intentional process.  

 Although my co-facilitator and I did not directly ask the participants if a lack of 

structure was making them feel less committed to the process, we decided to let go of co-

intentionality in the way I had initially conceived of it. Instead, we pushed our process 

forward by creating the structure of the play without the girls at the table. Ultimately, my 

co-facilitator and I made this decision for two reasons. Firstly, the play was drawing 

closer and I felt that we had no confirmed scenes. Secondly, at this point in the process, 

my own engagement to the process was swaying. I continued to reflect in my journal, 

“Why aren’t we actually producing any scenes? Why is this so hard?  Why are the girls 

so uninspired?  What can I do?” Therefore, I created the structure of the play without the 

girls present -- not only in the hopes that a new sense of organization would reinvigorate 

the participants’ excitement and dedication to the project but my own as well.  

  I realized that in my attempt to create co-intentionality based on my initial 

definition, I was not only diminishing my own role as a leader but also abdicating what I 

deemed as effective leadership practices. In doing so, a lack of excitement and 

commitment to the process was being portrayed not only by the participants, but by 

myself as well.  In my estimation, I don’t believe that I was overtly displaying my own 

disengagement to the process in front of the participants, but I cannot attest to how they 

perceived me acting at this point in the process. My own lack of enthusiasm could have 

also been playing a role in their disengagement. I believe that I was so consumed with 

making sure I was not overtly trying to achieve my own research agenda that I 
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disregarded my own skills and expertise that I brought to the process. My own 

disinterested in the project at this point, made me think that perhaps this project was not 

just about giving the girls an engaged and reflective process but also giving myself this 

kind of process. Perhaps effectively practicing co-intentionality creates a space for 

students and teachers, practitioners and participants to be engrossed in the process.

 Furthermore, when my co-facilitator and I presented this structure to the 

participants, a different tone surfaced in the room. More than one participant expressed 

clarity on the project and the girls seemed relieved to have a map of the show. We asked 

the participants if they liked the frame we had created and they unanimously said yes. At 

this point in the process, I had also created binders for the girls, with all of the transcripts 

of the stories in them. Each binder had sections for their script, notes, and a schedule. 

When I handed out these binders in class, the participants said things like, “This is for 

me?” “This is amazing,” “You wrote down all are stories?” “I am so excited” (qtd. in 

Fisher, Journal).   

 The girls’ excitement and engagement in this session gave me two new insights 

into practicing co-intentionally with the participants. Firstly, it made me realize that I 

didn’t need to include the participants in every decision. My expertise was different from 

theirs and ultimately I didn’t need to make their expertise the same as mine.  Instead, I 

began to think about ways to actually use their experiences and expertise as a way to co-

intentionally guide the topic, rather than the structure of the sessions. 

 My co-facilitator and I continued to provide the structure for the play and invited 

the participants to fill in the content. For example, in a brainstorming session between my 
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co-facilitator and I, we began to think about a theme from the story circles, the idea of 

‘the face of the insecure leader,’ as a theme within a larger aspect of leadership regarding 

the notion of conformity. As I mentioned in the previous chapter, this brainstorming 

session around conformity led me to create an image of a conveyer belt as a metaphor for 

conformity, which I brought in as a starting point for the girls to devise a scene around.   

By bringing in the structure for this scene, I was nervous that the participants would feel 

as though my co-facilitator and I were somehow taking over the process. To my surprise, 

the reverse happened. They took this frame and placed their own ideas into it. I observed 

the participants becoming deeply engaged in the process. The girls started bouncing ideas 

off each other and working together to create what would be known in our play as ‘the 

machine’ scene.  

 This moment propelled me to revisit my initial understandings of co-

intentionality. I realized we both could bring our knowledge, creativity and expertise to 

the process and that this knowledge, creativity, and expertise could and would be 

different. I recognized that by bringing my strengths to the table and creating 

opportunities for the students to use their strengths, the process and project could be a 

reflection of all of our voices and in doing so it would create a more enriching processes 

for both the participants and myself.  

 I had initially thought that by creating a co-intentional space with the participants 

at every part of the process, I would help the participants gain a sense of ownership over 

the play and become more committed to the project. However, by including them in all 
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the major decisions in the play, the process was not moving forward and this lack of 

momentum, in my opinion, became detrimental to the participants’ commitment to the 

project.  However, in reflecting back on the methods I used to create a co-intentional 

process with the participants in this applied theatre project, I can now say, that there were 

moments where my expertise as a facilitator and director through the process became 

secondary to the knowledge and expertise of the participants; in my efforts to level the 

playing field, I actually flipped the power dynamic and denied my own voice in the 

process. In worrying over my agenda to transform the participants’ perceptions and how 

that agenda fit in with the socially ethical practices I sought to use in this applied theatre 

project, I may have contributed to the girls’ lack of commitment and enthusiasm in the 

early stages of our process.     

 In reflecting on Freire’s theories around ‘libertarian education,’ I now realize that 

creating a space where students and teachers are both learning from each other, does not 

necessarily mean that a dynamic of equality in sharing expertise and knowledge is best 

way to foster engagement and commitment. In fact, I would now argue that by attempting 

to forgo a facilitator’s own expertise and the students expertise in the hopes to disrupt the 

embedded hierarchy between teachers and students and or practitioners and participants 

in applied theatre with young people, the process can become too abstract and in some 

ways, less productive for the participants and the practitioner.  In my attempt to embed a 

co-intentional practice with the participants, I found myself rethinking the practical 

applications of Freire’s theories on ‘Libertarian education,’ as well as my own 
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understanding of equality and co-intentionality in the applied theatre process. I ultimately 

realized that co-intentionality is not about diminishing your role as a facilitator, but really 

about using your skills to aid the participants in bringing out their own skills.  

CONCLUSION  

 This process continued to challenge and contribute to my perceptions of what 

makes an ethically responsible leader and facilitator in this process. I realized that 

successful leadership lies in one’s ability to adapt to the needs of the participants as we 

continue to move through the process. This idea relates to the possibility of actively 

practicing reciprocity and co-intentionality with participants in order to facilitate positive 

transformations in the applied theatre project. Although there were many moments when 

I felt as though I did not know how to move forward and in some ways tired to push the 

participants to aid us in this process, I ultimately realized that I had to push myself to find 

other ways to engage in complicating and personalizing the notion of leadership.   

 Although my intentions for transformation with participants came from a space of 

good intention, I realized through the process that I was actually looking at the 

participants in a one dimensional way. I did not take into consideration the many 

different identity markings of the participants and how much diversity actually existed in 

the experiences of the participants in our group. As I reflect back on my initial 

perceptions of the participants, I believed that all the participants viewed leadership in the 

same way. Furthermore, I can say now that perhaps my ideas around the need for 

participants to look outwards in order to complicate and personalize their perception 
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shifts came from my own my experiences with a private school environment that did not 

always provide opportunities to access alternative perspectives.  

 In reflecting back, I thought it was necessary to deepen their level of 

understanding of leadership by looking at other perspectives. By the end of the process, I 

realized that this was not essential to transformation of the participants. Ultimately, 

reflecting on their own personal choices and experiences brought about their moments of 

transformation. 

 Because of my fear of actually admitting to myself that it was OK to have 

intensions of transformation for the participants, I in turn used the practices of co-

intentionality and reciprocity in a way that placed the needs and experiences of the 

participants above my own. Although, I believe it is extremely important to engage in 

ethically responsible practices in applied theatre and value the participants’ skills, 

knowledge, and needs, I also think that values lies in the experiences and expertise of the 

facilitator.  By flipping the power dynamic to its opposite extreme and failing to make 

room for the facilitators’ experiences, the project can ultimately suffer.  
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Chapter 5: Recommendations  

Young people respond to honesty, caring, and to someone as interested in 

listening as in talking. If you are willing to examine and possibly reconfigure your 

relationship with your group, to put aside “messages,” and to trust in dialogue, 

you will find the experience of this process rewarding for those you work with 

and for yourself. 

 
         -- Michael Rohd 
 
 
 It has been over four months since the girls of Ann Richards took the stage and 

performed the Undercover Leader. Over this period of time, specifically in the writing of 

this document, I considered how each part of the process afforded the participants the 

opportunity, or a lack there of, to engage in a dialogue around leadership. My larger 

research question looked at how a collaborative, dialogic, ethnographic playmaking 

process offered participants a space to consider the multifaceted views of leadership. In 

reflecting back on this applied theatre project, I believe the participants were able to 

examine their own choices in relation to leadership through the sharing of personal 

stories about moments when their ethics were challenged in the face of leadership or 

competition. They used these experiences to influence the content of the play. However, I 

feel my facilitation of this ethnographic playmaking process did not always afford the 

participants the opportunity to further engage in a discussion around their personal 
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stories. I believe the lack of this discussion made the participants less engaged and 

committed to the process. 

 By reexamining my own role as a facilitator in this process, I have learned that 

dialogue is ultimately the most exciting and important part of an applied theatre project. I 

now see that by placing dialogue above all else, the participants can discover and 

challenge their beliefs in relation to a specific topic. As Philip Taylor asserts, “Applied 

theatre pivots on a conviction that the theatre form can uniquely place individuals in 

situations where they can interrogate some issue, confront a problem, and analyze their 

own relationship to the world in which we live” (3). It is this rare space of the journey of 

applied theatre the participants’ experiences and knowledge guide the process, while the 

practitioner’s role is to deepen the discussion and move the process forward allowing the 

participants to constantly reflect on their discoveries. 

  It is with this new perspective of creating a continuous reflection and discussion 

of the participants’ choices in the space of applied theatre, that in my own process, I 

wanted to work to stay in the moment rather than continually think about how to force an 

issue or perspective on the topic at hand.  As Michael Rohd says, “the beauty of this work 

as a medium for dialogue is that it is specific to the individuals with whom it occurs and 

to the moment in which it occurs” (xvii). In this chapter, I offer my experiences as a place 

to consider key recommendations for facilitating an applied theatre project. It is with 

honesty and humility, that I offer these recommendations not only to the facilitation of 

this specific type of applied theatre project, but for applied theatre in general.  
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RECOMMENDATION # 1: REMAIN FLEXIBLE AND OPEN-MINDED 
 I entered this applied theatre project with an initial set of inquiries. I wanted to 

determine if an ethnographic playmaking process could transform the participants’ 

perceptions of leadership. I also was specifically determined to use the stories of outside 

perspectives to further complicate and personalize the participants’ initial perspectives. 

However, through reflective practitioner research, I discovered that at times I placed my 

research questions and aspects of my applied theatre model above the needs of the 

participants.  I tried to assess how each component of the process was influencing my 

research questions instead of remaining present with the participants. In addition, as I 

worked toward what I believed was positive transformations; I ended up trying to guide 

the participants to consider my own views on the topic of leadership. I sometimes 

discontinued a dialogue around the participants’ initial perceptions of leadership and 

throughout the process, I proved hesitant to focus on the stories of the girls.   

 Once I let go of how I thought the project should unfold, the process became more 

about the girls’ discoveries, and less about my personal and academic agenda. These 

realizations have led me to believe that a practitioner needs to consciously focus on being 

flexible and open-minded when facilitating applied theatre. If a facilitator is overly 

concerned with the way she initially conceived the process and is seeking the 

participants’ perceptions to change in a specific way, then the project can turn into a 

process of trying to illicit specific answers or viewpoints. Philip Taylor writes, “Teaching 

artists must be able to read the context in a way that enables participants to feel valued. 

Initial aims and objectives might need to be transformed during the participatory stages. 
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This then requires a particular skill of teaching artists – adaptation, the ability to negotiate 

aims and outcomes in process (51). As a project unfolds, and participants bring new ideas 

and interests to the table, facilitators may have to change their practices in order to 

engage the participants in the ways that are exciting and useful to them. These changes 

may even have to occur on the spot and may require the facilitator to overhaul 

preconceived ideas and plans.  

 Although I realize that changing one’s initial intentions or plans for an applied 

theatre project can be scary place to be, specifically as a new facilitator in applied theatre, 

I think it is one of the most important discoveries I gained from this project. If we as 

teaching artist are asking participants to take risks, then shouldn’t we as practitioners be 

prepared to do the same? I think the biggest gift we can be willing to give our participants 

is the willingness to be transparent and make mistakes. By making mistakes and sharing 

these with our participants, we have the opportunity to involve the participants in helping 

us correct them. Furthermore, by being transparent about our practices with our 

participants, we are also essentially showing our participants that it is OK make mistakes.  

RECOMMEDNATION #2: DIALOGUE IS KEY  
 Although I did not always engage the participants in a active dialogue, I realize 

that as an applied theatre practitioner, I had an obligation to the participants to guide them 

through the process by not only posing questions but further reflecting on their answers 

as we moved through the project. As a facilitator, I learned not to be fearful of engaging 

deeply with the participants by questioning their responses. However, I did not always 

practice this type of reflective dialogue. I found myself in my own process fearful of 
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further reflecting with the participants, because I did not want them to feel as though I 

was negating what they offered. However, I believe if I had, new discoveries would have 

been found. It is also extremely important to ask questions so that the participants can 

also formulate their own questions. I believe applied theatre has the potential to get at the 

truths of what individuals think about a certain topic. And while I believe it is important 

to create this dialogue with the participants, I also learned the importance of not 

overpowering the participants by filling the dialogue with an “expert” point of view. By 

achieving this delicate balance of creating a dialogue where both your voice and the 

participants voice is heard, the facilitator and the participants have the opportunity to 

learn from each other.  

RECOMMENDATION #3: BE A REFLECTIVE PRACTIONER  
 In order to combat the tension between the needs of the facilitator (such as 

examining a research question) and the needs of the participants, I discovered the 

immense value in striving to be a reflective practitioner. If applied theatre asks 

participants to critically reflect on a topic, then a facilitator needs to actively reflect on 

her own practices as the process develops.  

 One component of acting as a reflective practitioner is to consider how your own 

identity markers can affect how you guide an applied theatre process. Sharon Grady 

offers some important questions for a facilitator to consider: 

1. What informs the choices we make as we construct drama work?  

2. How do your choices open up areas of learning or close down areas of inquiry?  
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3. What is the impact of our choices on students? What are we giving them the 

opportunity to ponder? (xii)  

 
Grady further reflects on how our identities often shape our responses to these questions: 
  

 As I have grappled with these questions, I have returned again and again to two 

 things that often motive our choices: our ideological positions (or what we think 

 and believe) which are connected to, although not determined by, our complex 

 identity locations (which include racial and ethnic background, social class 

 position, gender, ability, sexual orientation, as well as other markers such as 

 religious or political affiliations.) Both profoundly affect how we can construct 

 our work and the areas of learning we give students the opportunity to explore.  

 (xii)  

As reflective practitioners, we need to continually examine how our own identity can 

affect how we facilitate an applied theatre project. 

 Another part being a reflective practitioner is how we consider the needs and 

wants of our participants. Although making initial assumptions about the needs of our 

participants because of their age or because of the social environment can be 

unavoidable, it is best not to allow our assumptions about participants to guide our 

practice and cloud actual truths of the participants’ ideas and desires.  
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RECOMMENDATION #4: BALANCE BETWEEN PROCESS AND PRODUCT  
 I also now believe that applied theatre needs to incorporate a balance between the 

product and the process.  During the process, the participants can reflect on their 

experiences and beliefs, and try out different outcomes to these experiences.  In the 

product the participants’ can coalesce their discoveries from the process. The product can 

also act as a motivational tool for young people to be engaged in the process.

 However, I would argue when working with a group, it is useful to identify with 

them the purpose or intention of the product. Who is this for? What do we want to ask 

our audiences to consider or act upon with our performance? What is important to you 

and your community? In this way, the product can further be used to as a tool for 

dialogue. By using the product as a space for further reflection and dialogue, a 

practitioner has the opportunity to attempt to create an experience that values the process 

and the product equally.    

RECOMMENDATION #5: CO-INTENTIONALITY REQUIRES A LEADER 
 I think the most important thing I learned from this applied theatre project is that 

there needs to be a leader, even as a group works toward co-intentional practices. 

Originally, I intended for each part of the process to be wholly collaborative, but I 

realized that that is not always possible. I initially thought that in order for the 

participants to feel ownership over the process and product, they needed be a part of 

every decision made. However, through this applied theatre process, I realized that young 

people still crave direction, and it was ultimately when I began to provide more structure 

and direction, that I saw the most commitment from participants.  
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 Furthermore, I also realized that practicing co-intentionality with your participants 

does not mean you need to empower the participants to know everything you know. Co-

intentionality means that as a leader you create a space where the participants are invited 

to bring experiences and knowledge to the process and that your process values their 

ideas as equally important as your own experiences and knowledge.  

 

RECOMMENDATION #6: USING PERFORMANCE ETHNOGRAPHY WITH 
YOUNG PEOPLE  
 Performance ethnography seeks to put differing perspectives in dialogue with one 

another. However as a tool to be used with young people, I think it should focus on 

placing the perspectives of the participants in dialogue with one another, as apposed to 

outside perspectives. Within this process, I also realized the importance of allotting time 

for the participants to actually embody the mannerisms and speech patterns of the person 

they are performing; without a commitment to embodying another person’s character, the 

scope of the dialogue is limited. However, I am still left with some questions about using 

performance ethnography with young people. Can young people fully engage in 

performance ethnography if they are not the ones who are choosing the topic? Can 

performance ethnography work within an applied theatre model that is trying to balance a 

process and a product?  

 In conclusion, this project gave me first hand experience in applied theatre with 

young people. It was the most rigorous, challenging, and transformative experience of my 

life. I would never take back all the obstacles I faced because in experiencing and 

navigating these obstacles, I was forced to reconsider the importance of constant 
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reflection on one’s practices. The relationships I made with the girls from Ann Richards 

will always stay with me. The moments of success and tensions within this applied 

theatre project will propel me to continue to examine the ways in which I facilitate 

applied theatre.  And finally, while I set out to study the girls’ perceptions of leadership, I 

ended up learning more about myself as a leader.  
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APPENDIX A 
 

FIRST SEVEN LESSON PLANS (LEADING UP TO STORY CIRCLES) 
 

General Topic: Leadership. Building ensemble through sharing stories.  
 
Focus Question: How can using the activity Columbian Hypnosis allow us to explore the 
multi-facets of leadership?  
 
 
Share Goals of the day: Ruthie 
 

1. Check in: One word:  Ruthie 
2. Get to know you game: (You all may know each other but we may not know all 

of you.)  Two Truths and a Lie: Annie 
3. Then we are going to play an activity that will help us explore some themes 

we would like to share with you: (Columbian Hypnosis- Leadership: Ruthie) 
4. We are then going to create a group definition: Leadership: Annie 
5. Explain what we are doing: How we as a group are going to create a play 

together: Ruthie 
 

 
Materials: 
Poster paper and markers.  
 
 
Two Truths and a Lie: Annie: 15/20 
 
Have group split groups into pairs. Annie: Try and find a partner that you may not know 
as well as someone else. When you are in your pairs, each person needs to find three 
stories or sentences about him/herself that you both will be sharing back to the group. 
Two of the stories/statements will be true and one will be false. When you get back to the 
group you will introduce your partner to the group. You will say his/her name and then 
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the three statements. Find a place in the room to figure out your statements. Use this time 
to help each other figure out what your three statements will be. After you introduce your 
partner, the rest of the group will try to guess which one is the false one.  
 
After each person introduces his/her partner, have group vote on which one is false. 
Facilitator should then ask the person being introduced if the group guessed right. If not, 
group will try again. If you have more time, have individual being presented share a little 
more about the statements he or she chose. This is a great way to introduce the concept of 
storytelling.  
 
Side coaching: 
While in groups, remind the pairs that they should think of how they are going to present 
each other’s statements. Remember clarity and intonation of your voice. (Starting to think 
of theatricality.)  
 
Reflect: 
So what was your process when you were talking in pairs? 
How did you start those conversations? 
How did it feel to interview someone?  
 
Great job. See how many stories we all possess? We could have done that for a long time. 
We will think about sharing our own stories and finding ways for you to get other people 
to share their own stories throughout the rest of our project. 
 
Transition: 
Now I want us to take off our story hats for a second and we are going to play a game 
that will place us in role as leaders and followers.    
 
Columbian Hypnosis: Ruthie (15 mins)  
 
Columbian Hypnosis 15 
AKA: Hypnosis 
Source: Augusto Boal 
Number of Players: 2+ 
Space: Open area 
 
1. Divide into pairs and decide who is “A” and “B.” Ask “A”s to hold the palm of his or 
her hand about six inches from “B’s” face. Ask “B”s to imagine that their partner’s hand 
has hypnotized them and that they have to follow it anywhere it goes keeping the same 
distance between their face and the palm at all times. As “A” moves around the room “B” 
follows. After a set time, switch and let “B”s lead.  
 
Side-Coaching:  
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-Try moving in slow motion as you begin leading your partner. 
-What new ways of moving can you challenge your partner with? 
-If you have been leading your partner on a higher level for a while, thinking about 
getting to a lower level.  
-If you have been leading your partner on a lower level for a while, try to bring your 
partner to a higher level.  
-Try moving your partner quickly 
-Try moving your partner slowly 
 
2. Now we are going to use only our finger tips to leader our partners. As the follower, 
our eyes are going to be closed. When I say switch, hand your partner off to someone 
else. You may continue to switch partners until I say stop. After a set time, switch and let 
B’s lead A’s.  
 
Side Coaching: 

- Think about this new partner leading you. Does it feel different than your first 
partner? 

- Try embodying what it is like to be a good leader leading your follower. Try 
embodying what it is like to be a bad leader leading your follower.  

- As the follower, think about what it is like to be led by a bad follower. Are you 
resisting? See how it feels to resist.  

- As the follower think about what it is like to be led by a good leader. 
 
Reflection: 

1. Which did you prefer—being the leader or being led? Why? 
2. What made someone a good leader and what made someone a not so good 

leader? 
3. What made you really trust your leader? 
4. What did it feel like to be a good leader/bad leader? 
5. What did it feel like as the follower when your leader was leading as a good 

leader or a bad leader?  
6. What does this activity have to do with trust? With power?  
 

Transition: 
Well, this activity was great way for us to explore some of the components of leadership. 
Leadership is going to be a concept that we will continue to explore throughout our 
project together.  
 
Group definition of leadership:  Annie – 15 mins 
I know that you all probably have different definitions of leadership. Today we are going 
to try and come away with a group definition, which will push us to further investigating 
this topic.  
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Write answers on poster paper – Ruthie writes answers:  
 

-  What are the responsibilities of a leader? 
-  What kind of choices do you have to make? 
-  What makes you want to follow a leader? 
-  Where are some places that yor find leaders? 
-  Who do you consider good leaders? Who do you think are not so good leaders? 
-  How do you consider yourself a leader? 
-   

All right, so what do we think the definition of leadership is? – Ruthie writes 
(This definition will be a continued work in progress.) 
 
Project: -  Ruthie10 mins 
Well, we are going to keep this definition in our minds throughout our time together. This 
definition is permeable, which means it can keep changing as we continue to explore it.  
 
So now we would like to talk to you about the project we are going to do for the next 2 
and half months. We are going to be creating a play together. Now, I know that can 
sound scary for some of us, but it is actually going to be quite fun. I am not saying it 
won’t be hard, but with commitment from all of you it will be much easier. We are going 
to create a play by the end of our time together that we will get to share with your friends 
and family.  
 
If you continue to come to class, each one of you will all have parts in this play. So now 
you must be wondering how are we going to do that.  
 
Well, our general theme that we will be exploring in the play is on the topic of leadership. 
We will be using different techniques and inspirations to create scenes that are based 
around the topic of leadership.  
 
We will be creating material to use for the play with stories from you and all those people 
in your life who inspire you or you see as leaders. Are goal is to have you all interview 
each other and other leaders in your life. We plan on bringing in video cameras and 
recorders for you to use. We will invite people into our space to interview as well as 
allow you to go off on your own and interview these people. Now we will not have enough 
equipment for everyone to use at the same time, but we will all share the equipment.   
 
The stories that we uncover about leadership, trust, and inspiration will become the 
material that we use for the play. We will take these stories and create scenes out of them 
through dialogue, movement, and sound. We will also try performing the stories we 
uncover. After we try all these different types of strategies or ways to collect material for 
the play, we as a group will structure the play, deciding what scenes work and what 
scenes don’t.  
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Amy and I will continue to use the phrase, “Hold on tightly, but let go lightly,” which 
means that not everything we create together will be used in our final play, but whatever 
we create will bring us to a new understanding of our work and our theme of leadership.    
 
Towards the end of our process, Amy and I may take on even more of the role as 
directors. We may have to have the final say on deciding what to cut or what to keep or 
how to try something differently. This is usually because of a lack of time. Amy and I also 
have experience in creating original plays so we will try and use that experience to help 
us give our play structure when we need it. There are going to be so many ideas in the 
room that we might at one point have to make some of the tougher decisions.  
 
Do you have any questions? If we don’t get to all of them today, write them down before 
you leave and we will talk about them next time. I know this process may sound like there 
are many pieces to the puzzle, but we will be here with you at every step.  
 
Great. Well, because we only have an hour together twice a week we are going to really 
need you to come on time and be ready to work. Next week we are going to start creating 
some scenes.  
 
General Topic: Theatricality.  
 
Focus: What makes something theatrical? What makes a theatre production good in your 
mind? Why? When does theatre work and when does it not?  
 
 
Share Goals of the day: Ruthie 
 

6. Check in: Because of the short time we have – let’s do a one word check in: 
 
7. Recap: So first I want us to look back on what we did last time with Leadership. 

(Ruthie)  
 
8. Improv Games – 1. Yes (Amy) & What are you doing? (Ruthie)  
 
9. Theatricality: What makes good theatre? Theatricality – Ruthie  
 
10. Good Day/ Bad Day: Create some scenes based on a prompt we are going to give 

you. (Ruthie & Annie)  
 
Materials: 
Poster paper. Markers.  
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Reflection on last time: So what did we do last time? Great. (We played a game 
called Columbian Hypnosis, where we got to try out being a leader and a follower. 
We explored some of the concepts surrounding leadership.) 
 
Now as we said before we are going to be exploring leadership in different ways, but 
the theme of our play or what is going to hold our play together is this concept of 
leadership.  
 
Transition: 
Well, next week we will begin to explore some different ways to help us create some 
scenes around leadership, but for today Amy and I would like to work on some 
theatre skills before we begin to create our play. So we are going to start with some 
Improv games that you might be familiar with.  
 
Improv Games – 10 mins 

A. Yes (Annie) – Have ensemble stand in a circle. Facilitator picks a topic 
such as people. Facilitator stands in center of the circle and points to a 
person at random. When the facilitator says people, the person who 
facilitator points to has to say a person (could be famous or not) like, 
‘Beyonce’ or ‘Grandma.’ After the individual says the name of a person, 
everyone in the ensemble says ‘yes’. Facilitator continues to point to 
ensemble at random. Then facilitator does this with topics such as places, 
objects, etc. Once facilitator goes through each topic, then facilitator 
combines topics. Facilitator may point to one person and say ‘person’ and 
then point to another person and say ‘object.’ After each person goes, 
everyone in ensemble must say yes. (A good game for ensemble to start 
thinking on its feet as well as saying yes to one another.)  

 
Reflect: So what did you have to do in that game to make it work? (Bring up: Being 
in the moment. Saying yes. ) What was difficult about it? What was easy?  

 
B. What are you doing? (Ruthie) – Have ensemble stand in a circle. Have 

one person in the circle start doing an action. It could be anything. For 
example, person #1 could be running in place. Then the person next to 
them (person #2) says, “What are you doing?” And person # 1 says 
anything like, “I am running away from a large monster.” Then person #2 
does his/her interpretation of running away from a large monster. Then the 
person next to him or her, person #3, says, “What are you doing?” And 
person # 2 responds. Then person #3 interprets person #2’s action. This 
continues around the circle, for as long as you’d like. 

Reflect: 
So what did you have to do in that game to make it work? (Bring up specificity)  
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What was difficult about it? What was easy?  
 
Transition: 
Well, that was great. So you all were in the moment and you used your creativity to 
create actions when people asked you what you were doing. You were specific with 
your actions. Now, before we go and try to break up and do some image work and 
scenes, let’s talk about what makes something theatrical. 
 
Theatricality: Ruthie & Annie (Write on poster paper) – 5 mins 
  1. So what are some plays that you have seen? 
  2. What plays do you love? Why? 
  3. What plays do you not love so much? Why? 
  4. So if we think about some of these things in terms of what worked and 
what didn’t, what can we then say that makes something theatrical? What is 
theatricality? (Write on board.) (Things having to do with the theatre. Such as: 
Repetition, Comedy, Timing, Punch line, Fearlessness, Musicality, Movement, 
Specificity, Rhythm.)  
 
 
Transition: 
So, now we are going to break up into groups and create some scenes. First, we are 
going to make a frozen picture and then we are going to make some live action scenes 
with words. What is a frozen picture? (A picture that is a frozen action. A moment in 
time. There are no words.) And while we are creating these scenes and frozen 
pictures, I want you to try and think of some of the things we just talked about in 
terms of theatricality.  
 
Good Week/ Bad Week: Helen White: Creative Arts Team 
 Split ensemble into groups.  Ruthie: 25 mins (Annie & Ruthie go around and check 
in on groups.)  

 
a. Good Week: 10 mins: Have members in their group talk to each other 

about what a good week looks like. Have group make a frozen picture of 
what a good week looks like. Have groups share these images with one 
another. Have audience count, “1-2-3 Picture” and then performers go. 
Response: Have audience members share words about the image. Say the 
first words that come to your mind. Have audience share a group sound as 
a response to the image. Audience members do their own sound at the 
same time.  

b. Bad Week: 15 mins: Have groups create a short piece of theatre of what a 
bad week looks like. (Easier to make a scene out of a bad week, because 
bad week creates more conflict.)  
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  Response: Have audience talk about what worked and didn’t work in the  
  scene and why. What made the scene theatrical? 
 
 
Great. Well, let’s continue to think about these elements of theatre and next week we 
will be creating more scenes based on a story that I am going to bring in.  
 
 
  

 
General Topic: Sharing stories through movement, sound, and adaptation.  Extrapolating 
themes from a story.  

Focus Question: What are ways to make our stories theatrical? How can we tell our 
stories through movement, sound, and adaptation?  

 

Materials: 

A story. “The story of the stone soup.” Poster paper.  

Share Goals of the day: 

1. One Word Check in.  

2. Reflection from last time: What did we do?  

3. Introduce theme/ plot. Share Story – Discuss themes and plot 

4. Create scenes from story through different mediums 

5. Create adaptation of story.  

Reflect from last time: 
What did we do last time? (Talked about theatricality. What makes good theatre? Created 
images, in groups, of what a good week looks like. Also created short scenes in groups of 
what a bad week looked like. Reflected on what worked and what didn’t.)  

Transition: 
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Well, today I want us to start looking at ways we can tell stories. Once we obtain our 
stories, which we will start talking about next week, in terms of who we want to interview 
and how we will do that, we will want to take these stories and make them theatrical. 
There are many ways to do that. Today we will be looking at ways to tell our stories 
through movement, sound, and adaptation. What does adaptation mean? Exactly. 
(Taking a story and making changes to it so that it is a new story, but also keeping the 
main themes from the original story.) We will be talking about themes today too. What is 
a theme? (The central idea of a story.) Also, we will be talking about the plot of a story. 
What is a plot? (Refers to the series of events that give a story its meaning)  

Procedure: 

Ok. Well, first I am going to read you a story. And while I am reading, I want you to 
actively listen for the themes of the story and the events that happened in the story, the 
plot. What does actively listening mean? (To really focus on the story. To think about the 
themes and the plot as you listen.)   Then we will talk about the theme and plot of the 
story and then create some scenes from the story.  

Tell Story:  

Once upon a time, somewhere in post-war Eastern Europe, there was a great famine in 
which people jealously hoarded whatever food they could find, hiding it even from their 
friends and neighbors. One day a wandering soldier came into a village and began 
asking questions as if he planned to stay for the night. 

"There's not a bite to eat in the whole province," he was told. "Better keep moving on." 

"Oh, I have everything I need," he said. "In fact, I was thinking of making some stone 
soup to share with all of you." He pulled an iron cauldron from his wagon, filled it with 
water, and built a fire under it. Then, with great ceremony, he drew an ordinary-looking 
stone from a velvet bag and dropped it into the water. 

By now, hearing the rumor of food, most of the villagers had come to the square or 
watched from their windows. As the soldier sniffed the "broth" and licked his lips in 
anticipation, hunger began to overcome their skepticism. 

"Ahh," the soldier said to himself rather loudly, "I do like a tasty stone soup. Of course, 
stone soup with cabbage -- that's hard to beat." 

Soon a villager approached hesitantly, holding a cabbage he'd retrieved from its hiding 
place, and added it to the pot. "Capital!" cried the soldier. "You know, I once had stone 
soup with cabbage and a bit of salt beef as well, and it was fit for a king." 
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The village butcher managed to find some salt beef . . . and so it went, through potatoes, 
onions, carrots, mushrooms, and so on, until there was indeed a delicious meal for all. 
The villagers offered the soldier a great deal of money for the magic stone, but he refused 
to sell and traveled on the next day. The moral is that by working together, with everyone 
contributing what they can, a greater good is achieved. 
 
Themes and plot of story: 
Ok, so I am going to write on our poster paper. What were the themes from the story? 
What was the plot of the story, or more specifically what happened in the story. What 
were the series of events? Ok great.  
 
Transition: 
Now, we are going to split up into groups and tell the story through different mediums: 
sound, movement, and images.  
 
Owning the story: Break ensemble into 3 groups. Group #1: creates 3 frozen images of 
the story. Group #2: Creates a soundscape of the story. (Telling the story only through 
sounds.) Group #3:Tells the story in a 30 second version. If group #1 is finished early, 
have group create a fourth image of the story 5 years later.  
 
Share scenes with group.  
 
Reflect on scenes: 
What worked in the scenes? What images or sounds stood out?  What lines stood out? 
What physical gestures stood out? 
 
Rounds: Ensemble stands in a circle. One at a time going around the circle, a person 
steps into circle and does a quick movement, sound, or character from the story.  You can 
use dialogue or anything you want. If you want to bring other people into circle with you 
to help you do your activity, you can whisper to persons what you want them to do and 
then they can come into circle with you. Everyone must go. You can repeat people’s 
activity if you need to.  
 
 Adaptation of story: Split into groups again, can be same ones from before or different 
groups and create an adaptation of the story.  So again, what is an adaptation? Great. You 
can use sounds, movements, dialogue or anything you want. Let’s try and create 3 scenes.  
 
Reflect:  
So what did we do today? 
If you had a story to share, what are some of the ways you could tell it, make it 
theatrical?  
What ways did you like best? 
What ways were more difficult for you, why?  
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Great. Well, next time we will look at other ways to make our stories theatrical. 
 
 
 
General Topic: Point of View of Objects 

Focus Question: How can we tell a story through an objects point of view?  

 

Materials: 

Objects. Whatever object is on them.  

Share Goals of the day: 

6. One Word Check in.  

7. Reflection from last time: What did we do?  

8. Warm up Activity: Group Shapes 

9. Journey of Object 

10. Personification of Objects 

11. Create a short piece of theatre called ‘Sofa’ 

Reflection: What did we do last time? (Told story: Stone soup and made it theatrical) 
What types of scenes did we create? (Frozen images, Scenes with just sounds, and scenes 
in 30 sec.) How did it feel to take the stone soup story and adapt it? What ways did you 
like telling the story? (Sound, movement, frozen images, dialogue? All?)   What ways did 
you think worked best? So, that was one of the ways you could take a story that you heard 
from someone and change it or adapt it. You could keep the same themes of the story, like 
we did in the Stone Soup, and adapt the story, or you could take the story and act it out 
through sound, movement, or frozen images.  

What are we doing today? Well, today we are going to continue at looking at ways to 
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make a story theatrical. We are going to be looking at whose point of view you can tell a 
story from. We are going to look at an object’s point of view. For example, when you are 
interviewing someone for a story, one of the ways you can take that story and make it 
theatrical is by telling the story from another person’s point of view in the story or an 
object in the story. For example,  if a main component of the story was a tea cup, you 
could tell the story from the tea cup’s perspective.  

Group Shapes:  Have group walk around room. Facilitator calls out different shapes and 
numbers to make group shapes. The rules are no talking. Try and think of numbers and 
shapes that don’t match or might be difficult to do. After the first two group shapes, ask 
the group to raise their hand if they were able to do the activity without talking. Then say, 
OK, well let’s now try to do this without talking at all.  

a. Get into groups of 2 and make a circle 
b. Get into groups of 3 and make a triangle 
c. Get into groups of 4 and make a square 
d. Get into groups of 5 and make a stair case 
e. Get into groups of 6 and make circle in a square  
f. Get into groups of 7 and make a R     

 
Journey of Object:  Facilitator asks students to take out any object they have in their bag 
or on their person. Place objects in the center of the room. Have ensemble split into pairs 
and choose an object to work with. Each person in the pair should first take about 5 mins 
on his/her own and think about the object in terms of: (Have ensemble write ideas down.) 

a. What is it made of? What’s it for? What condition is it in? Where has 
it come from? Where is it going? What conditions has it been used in?  

b. Share with partner your ideas and then create the journey of your 
object with your partner. Where it came from and where it is now. You 
can do this in 3 scenes. (Remember you can use movement, sound, 
frozen pictures and or dialogue.) 

c. Share scenes with ensemble. If too many scenes, split the ensemble in 
half and share scenes with the two halves simultaneously.  

d. Reflect: What was the scene about? What type of theatrical elements 
did they use in the scenes? What worked? What else could you have 
tried? 

 
If you have time: 
 
Personification of Objects: giving objects in a scene a point of view: Individually write 
a short monologue form the Point of View of your object. Example: Object: A baby’s 
knitted hat: Sometimes I hate my weaving. I think it makes me look fat. I hate that I can 
only fit on a baby’s head. Share monologues in groups of 4.  
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In groups create a short piece of theatre in which there are objects that have a point 
of view titled “sofa.” 

e. Think about objects in the scene. If they talk who hears them? 
Audience only? Owner of objects? Other objects? All of the above?  

f. Share scenes with each other. What worked? What did you like? What 
was powerful? What were the challenges of the scene? 

 
Reflect: So how could we use an object’s point of view in our play? Was is difficult to 
speak from an object’s point of view? Was it easy? Did you like it? Why? Why not? 

 
General Topic: What is leadership? What types of questions would we like to ask our 
peers about leadership? 

Focus Question: How can we make leadership personal?   

 

Share Goals of the day: 

12. One Word Check in.  

13. Reflection from last time: What did we do?  

14. Explain timeline of project 

15. Story Circles 

16. What is leadership 

17. What questions would you like to ask next time to each other about leadership? 

Finding our stories: 

We are going to find stories within our group as well as other community members. To 
do this, we will be bringing in members of our community, teachers, friends, parents etc. 
to our after school program and we can also go out into the community with tape 
recorders to interview other people.  

So, we are going to do three story circles. One is going to be just with our ensemble and 
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two are going to be with members of the community.  

Story Circles: 

Simply put, a story circle is a group of people sitting in a circle sharing stories. 

Our first story circle will be on Thursday, so let’s think of some questions we would like 
to ask each other to access stories about leadership. To do this, I would like us to first sit 
around these two pieces of paper and draw any images, words or phrases about 
leadership. 

Describe: So what do you see on these pages? What words, phrases, and images pop out 
to you? 

Analyze: What do these words, phrases, and or images mean to you about leadership? 

Reflect: How can we look at leadership and make it personal to our own lives? What 
kinds of questions would you like to ask your peers next week?  

 

 
General Topic: Story Circles 

Focus Question: What stories can we share regarding leadership?    

Share Goals of the day: 

18. One Word Check in.  

19. Explanation of story circles and how we are going to do them 

20. Warm Up Activity – Group Shapes 

21. Story Circle 

Explanation of Story Circles:  

Ok, So today we are going to do our story circles. This will be like what we do when we 
invite other members of the community to come into our group. If you were not here last 
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time, we are going to get the material for our play by asking each other stories about 
leadership and also asking people in our community to tell their stories about leadership.  

Both your stories and your community’s stories will be part of the play. You will get to 
decide which stories move you and which stories you would like to make theatrical for 
our play. Once you pick a story you like, you may want to further interview the person 
who told you the story, which we will help you with. You may want to work on the story 
alone or you may want to partner up with someone and work on the story together. We 
will continue to think about how to make these stories theatrical once we hear them.  

So on the day when the community comes, we will first play a game that will help us get 
to know each other, it is called group shapes. You might have played this before. So, let’s 
play it now as if it was the real story circle with our community.  

 

Group Shapes:  Have group walk around room. Facilitator calls out different shapes and 
numbers to make group shapes. The rules are no talking. Try and think of numbers and 
shapes that don’t match or might be difficult to do. After the first two group shapes, ask 
the group to raise their hand if they were able to do the activity without talking. Then say, 
OK, well let’s now try to do this without talking at all.  

g. Get into groups of 2 and make a circle 
h. Get into groups of 3 and make a triangle 
i. Get into groups of 4 and make a square 
j. Get into groups of 5 and make a stair case 
k. Get into groups of 6 and make circle in a square  
l. Get into groups of 7 and make a R     

 

Variation: 

OK great. Now, keep walking around the space. I would like you to get into groups 
according to what shoes you are wearing. You can talk during this activity. Once the 
ensemble has formed groups ask them to name their group. (You can do this for where 
people live in Austin. What was the last movie they saw? Who do you consider a leader?) 

Story Circle.  

OK, so now let’s sit in a circle. We are going to do this as if we were with the 
community. (On day of, make sure you get everyone’s name or contact info.) 



 108 

1. Introductions: Who are you? And who asked you to come today? 

2. Explain the project. (Explain that girls may further contact you with follow up 
questions regarding your story.)  

3. Explain about video and recorders 

4. The purpose of this event:  

5. Structure and Time Frame for event.  

6. Expectations and safety of circle: The chance to pass or not participate.  

7. Confidentiality: We won’t use your story without permission 

8. Prompts: Ask Questions: Write these big on Paper. Have them choose one to 
answer.  1. Tell us about an instance when you reacted to the word leadership? 
How did you react? 2. Tell us an instance when you told someone you went to the 
Ann Richards School for Young Women Leaders. How did they react? 3. Tell us a 
story when someone told you to be a leader. How did it make you feel? 4. Tell us 
a time when you felt like a leader. Did you leadership get recognized? How did 
that make you feel?  

  8. Closure Activity 

 
General Topic: Accessing themes, places, and people 

Focus Question: How can we access themes, places and people using an object/symbol? 

 

Materials: 

A ring and a scarf. Also, a large note pad and markers.  

Share Goals of the day: 

22. One Word Check in.  



 109 

23. Explanation of why we are moving our story circles to the 8th and 13th – Need to 
have girls excited about topic and need them to figure out what and who they 
would like to ask questions/stories.  

24. Rounds with Object 

25. Discussion of Themes/Places/People/ Pick scenes to explore in long form 

26. Rounds with longer form improv  

27. Discussion of Scenes Created/ Write names of scenes down/ What themes/places/ 
and people were in scenes.  

28. Give out  Evaluations.  

Explanation of Dates/ Why are we moving our story circles:  
 

Hi guys, so up till now, we have been exploring leadership and theatricality. This has 
been useful, however we really want ya’ll to feel connected and excited about the play we 
create. To do that, we have decided that we need some more time to figure out what it is 
that you guys are excited about before we ask other people to tell us their stories. We 
need to find out what we want to explore in our play: specifically what themes, places 
and people. Then, once we know that, we can look out into our community. We still ant to 
look at leadership, but we need to look at it through your eyes. So, do to this, for the next 
week we are going to be doing some activities, scenes, and discussions that will push us 
to figure out what we would like to interrogate more. For now, we will drop this word 
‘leadership’, but we will still keep it in the back of our minds. Ruthie and I will look at 
the work we do through that lens, but we want ya’ll to break free from that word.  

Transition: 

So before we start playing an activity that will let us explore some themes that excite us. I 
want for us to talk about what a theme is. Does anyone know what a theme is? (The 
central idea) So what would be the theme of Cinderella? Ok Great.   

So let’s get up from our seats. We are first going to play a game called rounds. We will 
be using two objects, a scarf and a ring. First, we will play the activity with this ring and 
then we will play it with this scarf.  

Rounds: 
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Procedure: Ask group to stand in a circle and place ring (scarf) in the center of the 
circle.  
 
We are going to go around the circle and one at a time each of us is going to step into the 
circle and do anything we want to do with the ring (scarf). Use the ring (scarf) as an 
actual ring/scarf. You can use words, sounds, and/or movement with the ring/scarf.  
 
Amy models how to do that. Amy goes into the circle and models an action with the ring. 
For example, Amy goes into the circle and goes down on one knee and asks an imaginary 
person to marry her.  
 
You can also bring other people into the circle with you to help you do your action. To do 
this, whisper to your neighbors what you want them to do and then they can come into the 
circle with you. These actions are quick. You do not have to create a whole scene.  The 
only rule is everyone must go. You can repeat people’s activity/actions if you need to. We 
are just trying to come up with material. All this material is shared material with all of 
us. Even if you end up doing the same thing as someone else, it will still be your 
interpretation of this action. It will still be your body remembering this memory or 
moment in time.   
 
Do two rounds of this and then switch to using the scarf. Try and do two rounds of 
activity using the scarf.  
 
Discussion of themes/places/people: 
 
Ok Great. So, now I want us to reflect on what we were just doing. I know we just did 
small movements, actions, etc with the objects, but I really want us to think about what 
themes, places and people came up during this activity. You can talk about those themes, 
places and people in regards to the activity when you used the scarf and when we used 
the ring.  
 
Amy makes three columns and writes themes, places, and people on top of each column.  
 
OK, great, now we talked about the themes, places, and people we saw during this 
activity, looking at this list, can we think of any other themes, places, or people that the 
ring or scarf makes us think of.  
 
So out of all the bits and pieces we did using the objects, which mini scenes would you 
like to explore more of? Let’s pick two.  
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Transition: 
 
OK great, we are going to go back into our circle and play out those scenes. Let’s split 
the group in half. (Split group in half depending on what scenes they would like to play 
out.) 
 
Rounds/ Long Form Improv: 
 
Have ensemble stand in a circle. Ask ensemble which object they would like to work 
with in next level of game: ring or scarf. Keep ring or scarf in the middle of the circle. Do 
each scene separately. Have person #1 from scene enter the circle. Once person #1 has 
played with object, one at a time, each member of the scene enters the circle. Have scene 
play out. Tell girls they can leave circle when they feel their role in the scene is over or 
that you (Amy) will end scene when you feel scene has gone on as long as it can. (If 
ensemble gets stuck for ideas, have them use cheat sheet you created.)  
 
   Things to tell ensemble to think about when creating scenes: 

A. Character relationship. Objective- what you want from other person, 
Where? – The place you are in and when- what time of day it is. 

B. Think about how to end scene—punch line  
C. Think about listening to each other 

 
Themes/People/Places from scenes: 
Ask them what themes, people, and places these new scenes made them think of.  Write 
them down.  
 
Reflection:  
Hand out sheets.  
 
Questions on Reflection sheets: 
 

1. What is one moment, image, or sentence you remember from the scene? 
2. How does this moment, image, or sentence relate to leadership? 
3. Has this moment, image, or sentence changed your perception of what leadership 

means to you? 
 
 
 
General Topic: Accessing themes, places, and people 

Focus Question: What themes, places, and people excite us?  
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Share Goals of the day: 

29. One Word Check in.  

30. Reflect on what we did last time.  

31. See Scenes from last time/ what happened? Major themes? Themes in relation to 
leadership? 

32. Reflection of scenes: What worked? What was missing?  

33. Go back into groups – re work scenes: If we feel there is something there  to 
explore 

34. Create new scenes based on themes: Greed/Jealousy/Envy/Competition 

35. Reflection on scenes – what worked? What didn’t? What were we most excited 
about? 

36. Evaluation Sheets. 

37. Hand out Story Circle Invitation 

38. Next Time: Work with scenes/ Think of questions for story circles.  

Reflection of last time: 
 

1. What did we do last time? What was an image/sentence or phrase that has stayed 
with you since last time? 
 

Scene Work: 
1. Scenes from Tuesday: 1. Fashion Show 2. Bride Wars  
  A. What were the two scenes we did last time? 
  B. What were the major themes that came up last time?  
    - Greed/ Jealousy/ Envy/ Competition 
   -  How do these themes relate to the idea of leadership? 
  C. Break ensemble back into groups and show scenes. 
   - What worked? What didn’t? What was missing? What did you 
connect with the most? What was an image, sound, phrase, or movement that you 
remembered?  



 113 

  D. Go back in groups and rework scenes (If feel it is necessary or there 
is more there to develop.) ---  
    - If go back and re-work scenes ask again: 
    - What worked? What didn’t? What was missing? What did 
you connect with the most? What was an image, sound, phrase, or movement that you 
remembered?  
  E. Or, ask ensemble to break into groups and create new scenes 
around the themes of Greed/ Jealousy/ Envy/ Competition (Tell them if they are 
stuck they can look at cheat sheet they created last time for people/places/themes) 
Tell ensemble that, “We have now explored these two different ideas of bride wars 
and a fashion show, what are other scenes we could create around these themes. How 
can you include some of the ideas we spoke about in terms of connecting these themes 
to leadership?” 
  F. Show new scenes 
   - What happened in these scenes? If any, what new themes 
emerged? What worked? What didn’t? What was missing? What did you connect with 
the most? What was an image, sound, phrase, or movement that you remembered?  
  H. If Have time, ask ensemble to re-work scenes or at least ask what 
scene or theme, place, image would you like to explore more?  
 
Reflect:  
 
Evaluation: Hand out sheets: 
 
Evaluation Questions: 
 
4. What is one moment, image, or sentence you remember from the scenes? 
5. What questions about leadership does this moment, image or sentence raise? 
 
Hand out Story Circle Flyers: We will be continuing to think of what stories we will 
want to explore with community members. By the end of Tuesday, we need to create 
questions that we would like to ask community members. Try and continue to think 
about what you would like to explore through this play and how it relates to 
leadership in some way. Even though we don’t know what questions we would like to 
ask, think about people who inspire you/ who you would like to know more about and 
ask them to come to our story circles. Tell them that you will know what questions 
you will be asking them by Wednesday.  
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APPENDIX B 
PLAY SCIRPT FOR THE UNDERCOVER LEADER 

 
The Secret Life of the Undercover Leader 
 
SCENE #1: INTRODUCTION 
 
Ethan Allen Music Plays.  
 
All seven girls walk around the stage holding flashlights. Each girl wears a mask.  
 
After five seconds all girls point to PARTICIPANT A with flashlight.  
 
PARTICIPANT A forms into a frozen statue of Someone who is Supportive. (She 
cradles her hands as if she is holding something.) Then, one by one each other girl 
changes PARTICIPANT A’S position so that they turn her statue into a position that 
looks like she is envious.  
 
All girls then get on their knees and point flash light up towards PARTICIPANT A. 
PARTICIPANT A takes off her mask and her expression is of someone who is envious.  
 
PARTICIPANT A stays in position for three seconds and then puts her mask back on 
again. All girls walk around stage again.  
 
After three seconds all girls point to PARTICIPANT H with flashlight.  
 
PARTICIPANT H forms into a frozen statue of Humorous. (Then, one by one each other 
girl changes PARTICIPANT H’S position so that they turn her statue into a position 
that looks like she is serious.  
 
All girls then get on their knees and point flash light up towards PARTICIPANT H. 
PARTICIPANT H takes off her mask and her expression is of someone who is serious.  
 
PARTICIPANT H stays in position for three seconds and then puts her mask back on 
again. All girls walk around stage again.  
 
After three seconds all girls point to PARTICIPANT D with flashlight. 
 
PARTICIPANT D forms into a frozen statue of Truth (Then, one by one each other girl 
changes PARTICIPANT D position so that they turn her statue into a position that looks 
like she is telling gossip. (She is turned to the side and her hands are cupped around her 
mouth as if she is telling someone a rumor.)  
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All girls then get on their knees and point flash light up towards PARTICIPANT D. 
PARTICIPANT D takes off her mask and her expression is of someone who is telling 
gossip.  
 
PARTICIPANT D stays in position for three seconds and then puts her mask back on 
again. All girls walk around stage again.  
 
After three seconds all girls point to PARTICIPANT B with flashlight.  
 
PARTICIPANT B forms into a frozen statue of Bravery. (Then, one by one each other 
girl changes PARTICIPANT B’S position so that they turn her statue into a position that 
looks like she is Scared.)  
 
All girls then get on their knees and point flash light up towards PARTICIPANT B. 
PARTICIPANT B takes off her mask and her expression is of someone who is Scared.  
 
PARTICIPANT B stays in position for three seconds and then puts her mask back on 
again. All girls walk around stage again.  
 
After three seconds all girls point to PARTICIPANT E with flashlight. 
 
PARTICIPANT E forms into a frozen statue of someone who is giving. (Then, one by 
one each other girl changes PARTICIPANT E’S position so that they turn her statue 
into a position that looks like she is selfish.) 
 
 (All girls then get on their knees and point flash light up towards PARTICIPANT E. 
PARTICIPANT E takes off her mask and her expression is of someone who is selfish.   
 
PARTICIPANT E stays in position for three seconds and then puts her mask back on 
again. All girls walk around stage again.  
 
After three seconds all girls point to PARTICIPANT G with flashlight. 
 
PARTICIPANT G forms into a frozen statue of someone who is justified in her actions. 
(Then, one by one each other girl changes PARTICIPANT G’S position so that they turn 
her statue into a position that looks like she is Guilty.)  
 
All girls then get on their knees and point flash light up towards PARTICIPANT G. 
PARTICIPANT G takes off her mask and her expression is of someone who is 
PARTICIPANT G.   
 



 116 

PARTICIPANT G stays in position for three seconds and then puts her mask back on 
again. All girls walk around stage again.  
 
After three seconds all girls point to PARTICIPANT F with flashlight. 
 
PARTICIPANT F forms into a frozen statue of someone who is independent. (Then, one 
by one each other girl changes PARTICIPANT F’S position so that they turn her statue 
into a position that looks like she is Conforming/Following.) (They put her so she is on 
her knees with her head in her hands.)  
 
All girls then get on their knees and point flash light up towards PARTICIPANT F. 
PARTICIPANT F takes off her mask and her expression is of someone who is 
Conforming/Following.   
 
PARTICIPANT F stays in position for three seconds and then puts her mask back on 
again.  
 
All girls walk around stage and then exit.  
 
Elevator/Waiting Music Play.  
 
SCENE #2: PARTICIPANT B’S STORY 
 
Three girls bring chairs onto stage a line them up in front of Screen UP STAGE LEFT.  
 
A podium sits DOWN STAGE RIGHT: 
 
The Footage Begins of PARTICIPANT B: 
PARTICIPANT B: Do you remember a time when you were insecure in the face of 
competition or as a leader? I remember in fourth grade I was running for my class vice 
president.  
 
PARTICIPANT E PERFORMS.  
 
Stands in front of chair.   
 
And there was another girl and she was rich and she was cooler and her mother was 
practically buying everyone ipods. Like, “Vote for my child. I have an Ipod.” And I had a 
poster and some glitter and that was about it. And I felt insecure about myself.  
 
PARTICIPANT E moves to podium. 
 
Because when I saw her she had all this fancy clothing. Not that I didn’t have fancy 
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clothing or that I looked bad in fourth grade. It wasn’t the high dollar stuff. It was more 
the target brand. So, at that point when she went up to the podium, in the back of my head 
I was just thinking how flawless she was and how bad I was and how I wasn’t going to be 
the Vice President. And in the end I didn’t become Vice President. She did. And I think it 
was because I let myself down and I really regret doing that. Because I think I would 
have done a lot better on my speech if I had more confidence in myself and I didn’t let 
her get to me. And I did and in the result, I didn’t get to be Vice President. So yea, I was 
insecure about that time and was jealous and upset and sad and mad and frustrated.  
 
Elevator/Waiting Music Plays.  
 
SCENE #3: PARTICIPANT D’S STORY: 
 
Participant H comes to down stage center.  
 
The footage of Participant D plays behind her.  
 
PARTICIPANT D:  
Tell us something about a time when you felt guilty for something you did and how you 
tried to resolve it. In sixth grade, I wasn’t the nicest girl, you could say. 
 
PARTICIPANT H PERFORMS: 
There was a huge argument like a bunch of my friends together. And in second semester 
we got really mean and gossip started flying around. And then it wasn’t a group anymore. 
It was like people tied to other groups. And so, I was just sitting there with my best friend 
like, la la la la. And people tell me things and I kind of agree with them. So I started 
spreading more gossip, and more gossip, and more gossip until eventually it made 
someone hurt like a lot. And started crying. And it got to the point where it got really bad 
and we had to go to the counselor’s office. And we all talked about it and it linked to one 
person. And I felt really bad about it. And I felt really sorry for that person. Really, really 
sorry and I will never do it again.  
 
Participant H walks off stage. 
 
Elevator/Waiting Music Play.  
 
SCENE #4: PARTICIPANT C’S STORY: 
 
The scene begins with PARTICIPANT C’s story playing on the big screen.  
 
PARTICIPANT C: Do you remember a time when you were insecure in the face of 
competition or as a leader? I am in cheerleading. So, we have this team, called the Texas 
Deaf All Stars. We are the deaf team. And most of my teammates can’t hear.  
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Trinh walks in and goes Down Stage Left 
 
ALL 5 girls walk on stage and freeze into jealousy statues. 
 
PARTICIPANT D PERFORMS: 
We are the only hearing girls on the team. We have a lot of other teams that are hearing. 
They can hear the music. Feel the beat and also listen to their coach at the same time.  
 
Music Up. 
 
PARTICIPANT D moves back and girls get into V formation. PARTICIPANT D is a part 
of this formation. 
 
Girls do a cheerleading dance. (Clap stomp Clap. Brush stomp Clap…shuffle 1,2,3. 
Shuffle 1,2,3. Repeat.)  
 
All girls freeze.  
 
PARTICIPANT D steps out of frozen position and moves back to down stage.  
 
PARTICIPANT D: 
But it’s kind of difficult for us. We are not the best team. We’re a pretty good team. 
There is this team,   
 
All Girls, except PARTICIPANT D Move into Other frozen statue pose.  
 
I don’t know what they are called. They’re in Austin though. They were really really 
good and they won all the competitions.  
 
Girls get into a cheerleading stunt. Participant D stays down stage. 
 
PARTICIPANT D: 
They never even lost one. So me and my friend, we were plotting their losing. And when 
we were watching them, we were like, ‘She is gonna fall down. Fall, fall, fall.’ 
 
PARTICIPANT B Falls from stunt and walks off stage. Other girls stay in position.  
 
PARTICIPANT D: 
 And when one of them did fall down or mess up a tumble, we would be like, ‘Yes. Yes. 
Yes.’ We would like start screaming.  
 
 So at the end when they said, ‘The Texas Deaf All Stars for first place,’  
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PARTICIPANT B brings trophy to PARTICIPANT D.  
 
We starting screaming and crying. We got the trophy.  
 
Other girls leave the stage.  
 
PARTICIPANT D: 
So, we sat down and then they said for last place for the other team. And then we started 
cheering and our coach got so mad at us.  
 
PARTICIPANT D takes a moment. Looks upset. 
 
PARTICIPANT D walks off stage.  
 
SCENE #5: PARTICIPANT B’S STORY: 
 
The footage plays of PARTCIPANT B’S story behind PARTICIPANT F 
 
PARTICIPANT B: 
I was a cheerleader in second grade. And I don’t know why, but I was in this phase when 
I liked short hair and all the other cheerleaders had long. And they were always like 
(Does some movement with her body) Haaaaa… And I had short hair so I went like haa 
(Trying to show short hair can’t flow as much.) 
 
PARTICIPANT F comes forward.  
 
PARTICIPANT F PERFORMS: 
And I always felt left out, because everyone was talking and I wasn’t the typical 
cheerleader type. I had short hair. And it was my first time cheerleading and everyone 
else had been doing it for several years. A lot of the girls picked on me and they called 
me boy. ‘Hey you there. Hey, you boy. And I was like, ‘I’m not a boy.’ 
 I tried to do poor in cheerleading. When they were all (demonstrates) I was all 
(demonstrates.) I finally told them off. “You could die with that long hair.” And then the 
coach said, ‘I am sorry I can’t control this.’ So I said, ‘Fine. I am quitting.’ And then they 
lost all of their games. I went to all of them. And then I went to Claires and got this tie in 
thing to make my hair look long.  
 
SCENE #6: MACHINE SCENE:  
 
Elevator/Waiting Music Plays. (Need to pick music.)  
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Three GIRLS in a machine like pose with masks on stand down stage center. 
(PARTICIPANTS A, F AND G ). 
 
A waiting area is down stage left. 4 chairs sit around a coffee table. On the coffee table 
sits magazines and fake flowers.   
 
Four GIRLS enter with masks on and sit on the chairs. Chair closest to the audience is 
Chair #4. Girl #4, PARTICIPANT B, sits in this chair. Girl # 3, PARTICIPANT E, sits 
next to PARTICIPANT B. Girl #2, PARTICIPANT D, sits next PARTICIPANT E. Girl 
# 1, PARTICIPANT H sits next to PARTICIPANT D.  
 
GIRLS in waiting area sit with their legs crossed. They look around nervously. Some are 
shaking their legs.  
 
PARTICIPANT E turns to PARTICIPANT B.  
 
PARTICIPANT E: You are you going to be? 
 
PARTICIPANT B: I am not really sure. You? 
 
PARTICIPANT E: I have no idea.  
 
PARTICIPANT H grabs a magazine and turns to PARTICIPANT D who is shaking her 
leg. PARTICIPANT H gives PARTICIPANT D a magazine.  
 
PARTICIPANT H: Read this. It will take your mind off of it.   
 
PARTICIPANT D: I’m not nervous. 
 
PARTICIPANT H: OK.  
 
VO comes on. At sound of voice GIRLS freeze.  
 
VO: Please find your number under your seat.  
 
GIRLS look around and each other.  
 
VO: Please find your number under your seat.  
 
GIRLS grab numbers.  
 
PARTICIPANT B turns to PARTICIPANT D 
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PARTICIPANT B: What number do you have? 
 
PARTICIPANT D: 3? You? 
 
PARTICIPANT B: 4? What does it mean? 
 
VO: Your number will be the order you will go through the machine.  
 
At the word machine, a LOUD SOUND EFECT of machine starting comes on and 
Flaming Lips music goes up. Machine comes on and then freezes. Flaming Lips music 
goes down.   
 
VO: Number 1. Please get ready to enter the machine. Please remove all metal articles on 
your person.  
 
PARTICIPANT H checks her body for metal and looks down at her number. 
PARTICIPANT D looks over PARTICIPANT H shoulder to see PARTICIPANT H’S 
number.  
 
PARTICIPANT H: It’s me. OK.  
 
VO: Number 1. Please enter the machine.  
 
PARTICIPANT H walks over to the machine and sound effect of machine starting comes 
on and Flaming Lips music goes up. Machine comes to life and pushes PARTICIPANT 
H through it. It propels Gaby forward and she lands in a frozen image of someone who is 
CLUELESS.  
 
The word CLUELESS flashes on screen behind her. 3x.  
 
The Flaming Music goes down and the machine freezes.  
 
PARTICIPANT H gets up off balanced and walks off the stage.  
 
VO: Number 2. Please get ready to enter the machine. Please remove all metal articles on 
your person.  
 
PARTICIPANT D gets up slightly nervous and stands in her spot.  
 
VO: Number 2. Please enter the machine.  
 
PARTICIPANT D looks back at other GIRLS. They nod for her to go on. She walks 
toward machine.  
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Sound effect of machine starting comes on and Flaming Lips music goes up. Machine 
comes to life and pushes PARTICIPANT D through it. It propels PARTICIPANT D 
forward and she lands in a frozen image of someone who is a REBEL.  
 
The word REBEL flashes on screen behind her. 3x.  
 
The Flaming Music goes down and the machine freezes.  
 
PARTICIPANT D gets up off balanced and walks off the stage.  
 
VO: Number 3. Please get ready to enter the machine. Please remove all metal articles on 
your person.  
 
PARTICIPANT E turns to PARTICIPANT B 
 
PARTICIPANT E: Are you sure about this? 
 
VO: Number 3. Please enter the machine.  
 
PARTICIPANT B: It looks like you don’t have a choice.  
 
PARTICIPANT E takes a deep breath and walks over to the machine. 
 
Sound effect of machine starting comes on and Flaming Lips music goes up. Machine 
comes to life and pushes PARTICIPANT E through it. It propels PARTICIPANT E 
forward and she lands in a frozen image of someone who is a BRAIN.  
 
The word BRAIN flashes on screen behind her. 3x.  
 
The Flaming Music goes down and the machine freezes.  
 
PARTICIPANT E gets up off balanced and walks off the stage.  
 
VO: Number 4. Please get ready to enter the machine. Please remove all metal articles on 
your person.  
 
PARTICIPANT B: And what if I don’t? 
 
VO: Number 4. Please enter the machine.  
 
PARTICIPANT B: What happens if I just left? 
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VO: (Getting Angry.) Number 4. I would not suggest that.  
 
PARTICIPANT B starts to walk off stage and a very loud siren goes off. 
PARTICIPANT B freezes.  
 
VO: Number 4. Please enter the machine.  
 
PARTICIPANT B looking pissed off walks over to the machine.  
 
Sound effect of machine starting comes on and Flaming Lips music goes up. Machine 
comes to life and pushes PARTICIPANT B through it. As PARTICIPANT B goes 
through the machine, a LOUD BREAKING SOUND GOES UP. THE MACHINE begins 
to break down. PARTICIPANT B S steps out of the machine and watches as it falls a 
part. She looks to the large screen to get her label. Nothing flashes. She waits 3 seconds. 
Nothing flashes. She brushes herself off and walks off stage.  
 
SCENE #7: PARTCIPANT I 
 
PARTICIPANT B stands down stage left.  
 
PARTICIPANT I’S footage of her story plays behind Alexis. 
 
PARTICIPANT I: I want to tell about a time… It was in third grade and my music 
teacher had an asthma attack. So, we were in music class and she was just sitting and our 
Spanish teacher had recently left. So she always liked to try a little Spanish with us. So 
she’d go around saying random words and then we’d say them. And it wasn’t that 
effective, but she did it everyday. 
 
PARTICIPANT B PERFORMS: And all of sudden, she started coughing and everyone 
was like Ok, it’s gonna end in a little while, because she’d cough everyday, because she 
had asthma. And we’re just sitting there and it got to be a minute and everybody was 
getting worried. And all of a sudden, she goes over to her desk and she is frantically 
looking all around her desk. And people like start to like freak out.  
 
Music Comes Up.  
 
And one kid stands on top of his table and starts screaming. And another kid gets paper 
and starts throwing it all around. And more people are sticking their heads right in the 
window and going (does some sort of sound) And people are hiding under the table, 
screaming at each other, sticking their heads in pillows, hiding underneath couches. 
Crazy things. I go around to every person in the room and I go, ‘Sit. Calm down. Sit 
down.’ 
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So finally I got a couple of people to go around. I got one kid to go to the office and tell 
the person they found her asthma inhaler. And as she was OK. 
 
SCENE # 8: RUTHIE’S STORY 
 
PARTICIPANT A enters the stage and stands DOWN STAGE LEFT.  
 
Ruthie’s footage of her story plays behind her.  
 
RUTHIE: 
I was a gymnast growing up and I had to get spinal surgery last summer and it was a 
really bad surgery. And I was not happy to go and do it. However, before I went to New 
York City to get the surgery, where I’m from, I decided I wanted to do possibly 
everything I could do in Austin that I couldn’t do after the surgery. One of those things 
(puts her arm out.) meant tubing down the Guadalupe River. 
 
PARTICIPANT A: 
 
Now in theory, this sounded like a fabulous thing to do. And I told all of my friends that 
we were going to get together. And one of my friends, his name is Dustin, he had been 
tubing down the Guadalupe River for years, so he told me. He knew the exact spots to do 
this. So, I said great. So the day came. It was actually raining outside. I was like, ‘Oh a 
little rain never hurt anybody on the Guadalupe River.’ So, half of my friends decided 
they didn’t want to go anymore. And I’m like really mad. Like, ‘Come on girls step it up. 
We’re going tubing on the Guadalupe river.’ So, well, we get to the tubing place and it’s 
kind of dark outside and I’m like, ‘I don’t know about this.’ And Dustin’s like, ‘It’s fine. 
I’ve been tubing in the worst weather ever.’ So, we get on the river and we start paddling 
and now it’s starting to get cold. It’s getting really cold. And it’s a few miles down the 
river. And I’m like, looking around. Anyway, I am looking around and it’s getting really 
cold on the river and they’re getting really anxious. And I had remained in tact cause I 
had to lead this ship down the river. Well, Dustin, the man who said he knew the river so 
well, he starts freezing. And he’s like, ‘Ruthie, I’m not gonna make it. I’m not gonna 
make it to the end of the river.’ And I’m like, ‘We’re going to make it to the end of the 
river.’ He’s in his little tube and he’s like, I have to get out. I have to abandon this ship.’ 
And I’m like, Oh my god this is not happening right now. I’ve never been tubing, right. 
So, there are about four of us left. So, what do I do? My two male friends, Dustin and 
another one, Brian, they’re just whimpering in their little tubes. And I’m like, ‘We’re 
gonna do this. We’re gonna do this. So, me and my other friend Karen, we’re all getting 
all leadery. And I literally, somehow, I mean it was really shallow. It was really 
uncomfortable. I mean there were scrapes up all and down my legs. And I moved my leg 
and I crawled like a jaguar down the river. ‘We’re gonna get there. We’re gonna get you 
out of this storm.’ Dustin had abandoned the ship in the middle. He was walking (gets up) 
in this little bathing suit on the side of the river. You could kind of see him like (puts 
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arms crossed) freezing. I was like, (puts her head in her hands) ‘Oh my god.’ Everyone 
else stayed on the river. And that was the moment when I really stepped it up and 
actually, there was this great moment. I was pulling my friend Brian in his tube. And he’s 
a big guy. And he was whimpering too. And I was like, ‘Brian, we’re gonna get down the 
river.’ And some other person saw us and was like, ‘That better be your wife.’ Which I 
was not. And that was my story. And was my leadership, recognized? Not really. But I 
was very much a leader in that moment. 
 
SCENE # 9: FINAL SCENE  
 
Same Detective Music from beginning plays.  
 
All GIRLS in masks walk about the stage with flashlights.  
 
Pictures of all the GIRLS flash on the screen behind them. (Or if you find music that 
goes with pictures we can use that.)  
 
One by one girls call out belief statements as they continue to move around the stage. 
They appear to be searching for something. First, GIRLS, in order below, just say I 
believe… 
 
PARTICIPANT E: I believe… 
 
PARTICIPANT H: I believe…  
 
PARTICIPANT D: I believe… 
 
PARTICIPANT F: I believe… 
 
PARTICIPANT B: I believe…  
 
PARTICIPANT A: I believe… 
 
PARTICIPANT G: I believe… 
 
All GIRLS continue to walk around and say: (in order)  
 
PARTICIPANT E: I believe a picture is worth a million words.  
 
PARTICIPANT H: I believe chocolate heals all wounds.  
 
PARTICIPANT D: I believe that love is at first sight.  
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PARTICIPANT F: I believe that I will forever be close to my mom, dad, sister, brother, 
and cousins. 
 
PARTICIPANT B: I believe that no matter who you are or what you’ve done you mean 
well.  
 
PARTICIPANT A: I believe that gay people are fabulous.  
 
PARTICIPANT G: I believe that everyone is worth something.  
 
GIRLS continue to walk around the stage and repeat their beliefs statements one more 
time, but more quickly.  
 
PARTICIPANT E: I believe a picture is worth a million words. 
 
PARTICIPANT H: I believe chocolate heals all wounds. 
 
PARTICIPANT D: I believe that love is at first sight.  
 
PARTICIPANT F: I believe that I will forever be close to my mom, dad, sister, brother, 
and cousins. 
 
PARTICIPANT B: I believe that no matter who you are or what you’ve done you mean 
well.  
 
PARTICIPANT A: I believe that gay people are fabulous. 
 
PARTICIPANT G: I believe that everyone is worth something. 
 
Then All GIRLS freeze.  
 
Then the pictures that have been moving stop on each one.  
 
PARTICIPANT E picture freezes on screen.  
 
PARTICIPANT E comes down stage still wearing her mask and poses like she feels a 
leader would look like.  (Her picture is behind her.) 
 
PARTICIPANT E takes off her mask and throws it into the audience and says a line. 
Then PARTICIPANT E stands as she normally does. No pose.  
 
PARTICIPANT E: My heart sings when my Grandma speaks.  
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PARTICIPANT H’S picture then freezes on screen.  
 
PARTICIPANT H comes down stage still wearing her mask and poses like she feels a 
leader would look like.  (Her picture is behind her.) 
 
PARTICIPANT H takes off her mask, throws it into the audience and says a line.  
 
PARTICIPANT H: I want everyone to know that I am Puerto Rican.  
 
Then PARTICIPANT H stands as she normally does. No pose.  
 
PARTICIPANT D’S picture then freezes on screen.  
 
PARTICIPANT D comes down stage still wearing her mask and poses like she feels a 
leader would look like. (Her picture is behind her.) 
 
PARTICIPANT D takes off her mask, throws it into the audience and says a line.  
 
PARTICIPANT D: My fear of getting attached to people makes me anxious.  
 
Then PARTICIPANT D stands as she normally does. No pose.  
 
PARTICIPANT F’S picture then freezes on the screen.  
 
PARTICIPANT F comes down stage still wearing her mask and poses like she feels a 
leader would look like. (Her picture is behind her.) 
 
PARTICIPANT F takes off her mask, throws it into the audience and says a line.  
 
PARTICIPANT F: Inside me there is always a sense of happiness.  
 
Then PARTICIPANT F stands as she normally does. No pose.  
 
PARTICIPANT B’S picture then freezes on the screen. 
 
PARTICIPANT B comes down stage still wearing her mask and poses like she feels a 
leader would look like. (Her picture is behind her.) 
 
PARTICIPANT B takes off her mask, throws it into the audience and says a line.  
 
PARTICIPANT B: I laughed so hard I peed my pants when I ran into a pole after 
teasing someone else for being clumsy.  
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Then PARTICIPANT B stands as she normally does. No pose.  
 
PARTICIPANT A comes down stage still wearing her mask and poses like she feels a 
leader would look like. (Her picture is behind her.) 
 
PARTICIPANT A takes off her mask, throws it into the audience and says a line.  
 
PARTICIPANT A: My fear of the movie the Mask made me sleep in my parents’ bed 
for three months.  
 
Then PARTICIPANT A stands as she normally does. No pose.  
 
PARTICIPANT G comes down stage still wearing her mask and poses like she feels a 
leader would look like. (Her picture is behind her.) 
 
PARTICIPANT G takes off her mask, throws it into the audience and says a line.  
 
PARTICIPANT G: I like our club.  
 
Then PARTICIPANT G stands as she normally does. No pose.  
 
ALL Girls stay on stage and stand off to the side.  
 
A 2 min documentary plays of the process of creating the play.  
 
When the documentary is over, ALL GIRLS come to center and bow.  
 
Annie and Ruthie go up on the stage.  
 
Ruthie: 
Thank you so much for coming and watching the hard work our ensemble has 
accomplished.  
 
Girls facilitate talk back session.  
 
END.  
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