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ABSTRACT

This project attempts to establish a base for future
work in theatre audience research.

The project was a survey of audience expectations of,
and reactions to theatrical productions. Two specific
aspects are examined. These are (1) the relationships
between audience expectations and reactions and (2) the
effect on audience response of a series of productiqns. In
addition, the data was examined to discover general trends
in audience attitudes, in so far as this was possible in so
small a group.

Three Vancouver productions were chosen for the purpose
of the survey. These were the Frederic Wood Theatre pro-

duction of As You Like It, the Playhouse production of

Tango, and the Dorothy Somerset Studio production Inside

the Ghost Sonata. Thirty-six pgrticipants were divided into
three groups of twelve each. Each group was divided by age
and sex, half being under twenty-five years of age. This
division did not reveal any significant trends.

The participants were examined by a series of
questionnaires. The first was the General Questionnaire,

which assessed each individual's background, outlook and
experience of the theatre. The second was the Pre-Production
Questionnaire which they completed before each production.
"Its purpose was to elicit an indication of their expectations.

The third was the Post-Production Questionnaire, which



iii
concentrated on the participants' response to each production.

The relationships between expectations and reactions
and the cumulative effect of attendance on response are dis-
cussed at length in this paper. After an examination of the
data, one important trend appeared. Apparently, the parti-
cipants assimilate and evaluate theatrical productions
according to a rigid‘and firmly established frame of reference.
This does not always coincide with their enjoyment and it
seems to inhibit critical and objective response. Future
work might discover how prevalent this frame of reference
is, its nature and its influence.

There is an indication of a relationship between the
fulfilment of expectations about a play's type and intention
and the subsequent enjoyment and approval of the production.
There is also some suggestion that the participants sub-
consciously interpret the performance to fit their expec--
tations of the play's type and intention. The main cumulative
effect of continuous exposure to productions appears to be
the maintenance and reinforcement of the pre-established
frame of reference.

Specific points about audiences and audience response

which deserve more extensive study are presented in the
Conclusion of this paper. These include questions about

the composition of audiences, audience expectations, attitudes
to acting, costumes and scenery, and participants' frame

of reference and general response to productions.
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INTRODUCTION

This paper is a discussion and description of a
project intended as a pilot study for future work in the
field of audience response to a theatrical production. Its
basic purpose is to ask relevant questions about audiences
- and audience research. It is the questions which arise out
of the examination of the collected data rather than any
tentative "answers" which are important.

In order to give the study a definite direction, two
specific aspects were investigated. The first concernedl
the problem of the relationship between expectations and
reactions. The second concerned the cumulative effect
of a series of productions on the response of participants
to the final production in the series. In addition to
these specific points, it was hOped'that the participants'
responses would reveal general attitudes towards the theatre,
some of which could be examined in future, more extensive,
studies.

A major purpose of this project is to see how feasible
a study of this kind is in practical terms; that is, how
co-operative a group of Vancouver theatre-goers are, how
responsive they are to this type of survey and how amenable
they are to being tested over a»period of time. Further;

the problem of the efficiency and validity of both questions



and questionnaires has been central to this project.

Although the study itself has been comprehensive in
examining the participants' attitudes, experience of the
theatre, pre-performance knowledge and expectations, as well
as their responée to particular productions, the number of
participants was small, thirty-six in all. Because of the
size of the group the results of the study cannot be
regarded as conclusions, but rather as observations and
comments. It is these observations and comments which
suggest the questions concerning audience response which
might be developed and explored in more extensive studies.

Finally, the observations and comments suggest the
advantages and disadvantages of the particular type of
survey developed during this project.

A note on the text should belinéluded here. When
describing and discussing the participants' fesponses, words
and terms which were used in the éuestionnaires are often
repeated in the discussion. Whenever these words and terms
are used they are underlined to indicate that the direct

source 1is the questionnaire itself.



CHAPTER I

METHOD

The practical problems of the survey were finding
people to participate in the study and distributing and
collecting the questionnaires according to a rigid time-
table.

A group of people who regularly go to the theatre was
required. It was decided that the group should number
thirty-six, as this was the largest number one interviewer
could handle. Eighteen of the thirty-six were students
between the ages of eighteen and twenty-five, and the rest
were non-students over the age of thirty-five. Half the
total group were women, in order to set up a possible
comparison of the responses of male and female members of
the group. These subdivisions are not examined in the
discussion, but the responses to the questions are arranged
to make it possible to compare the non-student with the
student expectations and reactions.l

In future work, the groué éhould be larger, but it
shoﬁld be pointed out that one tester can handle forty
participants (thirty-six plus four "spares", see p.7),
although the task would be simplified if there were two

testers. In future work larger groups of several hundred
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participants could be divided into groups of forty with two
testers assigned to each group. Testing a larger group
would produce more conclusive results

Three productions in Vancouver were selected for the
study because they were available, accessible and involved
three different types of play. These were the Frederic Wood
Theatre production of As You Like 15; a classic presentation
in a traditional style; the Playhouse Theatre production of
Tango, a modern play presented in a contemporary style; and

the Dorothy Somerset Studio presentation of Inside the Ghost

Sohata, which was an experimental, multi-media production.
These productions took place over a period of four weeks.

The total group of thirty-six was divided into three
groups of twelve each, maintaining the balance of male and
female, student and non-student members in each group. The
first group of twelve, Group A, went to all three productions.

The second group, Group B, attended Tango and Inside the

Ghost Sonata, but not As You Like It. The third group,

Group C, went only to Inside the Ghost Sonata but not to

either of the two previous productions (Refer to Outline

of Production Attendance, p.1ll). The purpose of staggeriné
the three groups in this way was to compare the expectations
and reactions of one group with the expectations and
reactions of a similar group whose members had also recently
seen one or more previous productions. That is, to see if

it is possible to determine the extent of the influence of
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an immediately previous production. Only two groups attend-
ing two productions would be necessary for this purpose,
of course. However, the participants were already attending
the three available productions for the question on compar-
ison of expectations and reactions, so the question on
cumulative effect of attendance on response was extended to
include the third production. Thus there was a possible
comparison between the response to the third production of
those who had seen one previous production and those who
had seen two. The entire study could have been done with
two groups attending two plays, rather than three groups
and three plays. The fact that there were three distinctly
different types of produétion available at the time was a
factor in the decision to have three groups. The original
idea behind this was the possibility of comparing the re-
sponses of three similar groups to three different types
of production (traditional, mo@ern, experimental). However,
since the groups turned out to be more dissimilar than
similar this particular aspect was not pursued.

The problem was to assemble three groups of twelvé
who met the above requiremehts of age and sex and for whom
attending the theatre was a fairly regular activity, so that
their expectations and reactions would be comparable to
those of an average audience. Furthermore, since there
was no budget for this study, the participants had to be

people who were already planning to attend the first two
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required plays. (Complimentary tickets for Inside the Ghost

Sonata were given to those members of Groups A, B, and C
who had not already bought them. See below p. 6).

This problem, and the problem of ensuring that these
people attended the theatre on a fairly reéular basis, was
solved by using the records of season ticket holders of
the Frederic Wood and -Playhouse Theatres. Group A was
selected by checking the Frederic Wood subscribers against
the Playhouse subscribers and drawing up a list of people
who subscribed to both. By telephoning people on this list
and checking their age group and whether or not they were

students, the group who would be attending As You Like It

and Tango, and who were willing to attend Inside the Ghost

Sonata (a hon—subscription production) was formed.

The seéond group was formed in the same way, by
telephoning a list of Playhouse subscribers only. The
potential members of Group B did not'qualify if they had

seen or were planning to see As You Like It.

Since there were no season tickets for the Dorothy
Somerset Studio, members of Group C, the group which was to

attend Inside the Ghost Sonata, but not the two previdus

productions, was drawn from regular theatre-goers who had -
either bought tickets to the production or who had expressed
an interest in seeing it. Complimentary tickets to Inside

the Ghost Sonata were provided for the members of Groups A

and B, and for those members of Group C who did not already



have tickets. This provided an extra inducement when re-
cruiting the participants, and possibly contributed to the
general attitude of co—operation.

There is a possibility that the distribution of free
tickets predisposed those who received them to have a
favorable response to the production, and this is a further
factor to keep in mind in any future work.

One final note about the selection of the participants
is that it is advisable to have some substitutes in each
group. That is, if the final group number is twelve partici-
pants the tester should begin with sixteen pérticipants
at least. Since these participants take part in the study.
in exactly the same way and at the same time as the other
members of the group, their responses to the series of
guestionnaires can be substituted if a group member drops
out or is disqualified. Even with a small group someone
is sure to drop out half way through, or it will be discovered
that a participant does not really meet the established
reéuirements, or has gone to one of the productions he was
not supposed to attend. Unless there is a replacement for
the disqualified member, the study will be spoiled. In
this study four alternative participants were included,
and two of them proved necessary.

Once the groups had been formed,'the next problem was
the distribution of the questionnaires (See outline of

Questionnaire Distribution, p.12). The original telephone
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contact was followed by a letter stating the general purpose
of the study, and outlining the form the study would take.
Included with this letter was the General, or Profile,
Questionnaire,2 and a stamped addressed envelope. Most returned
their completéd questionnaires within a few days, and only a
few had to be picked up.

The next questionnaire in the series was the Pre-
Production Questionnaire.3 Since the participants would be
attending the productions on different nights, and so that
all would have the Pre-Production Questionnaire no earlier
than a day before the performance, they were delivered by hand.
This was less complicated than mailing them at different datés
without being sure of the date of arrival and everyone then
had the same length of time to think about their expectations.
In most cases delivering the Pre-Production Questionnaires
by hand meant an opéortunity to meet the participants. This
made it much easier to collect éhem at the theatres and to
distribute the other questionnaires. It is possible that
personal contact with the participants was a factor contri-
buting to their general response and co-operation. Howe&er,
it ig also possible that this personal'contact might have
had some influence on the participants' response. It is
important, therefore, for the tester to appear neutral in
attitude towards the productions when meeting the partici-

pants.
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It was obviously necessary to pick up the completed
" questionnaires before the participants saw the production.
This.was done by meeting the participants in the lobby of
the theatre before the performance. They were then able to
discuss any difficulties they had had with the Pre-Production
Questionnaire, and this meeting provided an opportunity to
remind them of the Post-Production, or reaction,
- Questionnaire.

It was important to the study that the participants
fill out the Post-Production Questionnaires4 immediately
after the performance, while the details of the experience
and their responses to it were fresh in their minds. The
members of Group A were asked to remain in their seats
after As Xég Like It, ‘and since a record was kept of the
participants' seat numbers, it was a simple matter to dis-
tribute the questionnaires. The participants then remained
in their seats, completed the questionnaires, and returned them
before they left the theatre. As a rule, ﬁhis system worked
very well during the run of As You Like It. It was dis-
covered, however, that unless someoné is standing by the
participant with a qﬁestionnaireAheld prominently,
the moment the house lights come up the participant will -
think no one is coming and start to leave.

Collecting tﬁe Post-Production Questionnaires after
the Playhouse production of Tango was a little more compli-

cated, for two reasons. In the:first place it was not
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possible to use the theatre itself after the performance
was over, so the Post-Production Questionnaires had to be
filled out in the loﬁby. Arrénging a ﬁeeting place in the
lobby and finding the participants (who frequently forgot
or misunderstood the meeting place) in the after-performance
crowd was not a great problem, but is one which should be
kept in mind in future studies. The other complication
was that after some of the performances of Tango the
director . and members of the cast came on stage for a dis-
cussion with the audience. Although the participants had
been warned of this, and had agreed to come into the lobby
before the discussion, it is surprising how many of them
forgot to do so and had to be fetched. This is another
reason for keeping a record of the seat numbers.

Distribution of the Post-Production Questionnaires

for Inside the Ghost Sonata, the third and final production,

was easler. By this time the majority of the group were
familia; with the routine, the total audience was smallef,
so that it was easier to find the participants in the crowd,
and the fact that there was only one exit door made it
easier to collect all the éuestionnaires. During the study
only four people forgot to wait after a production, or
misunderstood their instructions, and these people were
immediately contacted and the questionnaires completed and

collected by the following day at the latest.
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There are several reasons for this emphasis on having
-the questionnaires filled in and collected immediately
after the performance. The first is that for the purpose
of the study it Qés important to get the participants'
immediate reséonse. The second reason was that in this way
the time which elapsed between seeing the production and
filling in the questionnaire was as constant as possible
for the total group. The third reason was the purely
practical and highly important one of this being the most
efficient way to collect the completed questionnaires. The
other possible methods of dealing with this would be either
waiting till the participants sent or returned the completed
questionnaire, which could not be relied upon, or going
to each participant's house and collecting it, which, com-
bined with the distribution of the Pre-Production Questionnaires,

would be impractical.

OUTLiNE OF PRODUCTION ATTENDANCE

Production: As You Like It Tango Inside the Ghost Sonata
Attended
by : Group A Group A Group A
Group B Group B
Group C




OUTLINE OF QUESTIONNAIRE DISTRIBUTION

GROUP: Group A Group B Group C
QUESTIONNAIRE: General General General
pre - As You Like It
post - As You Like It
pre - Tango pre - Tango
post - Tango post - Tango

pre - Inside the Ghost
Sonata '

post - Inside the Ghost

Sonata

pre - Inside the Ghost
Sonata -

post - Inside the Ghost

Sonata

pre - Inside the Ghost
Sonata

post - Inside the Ghost

Sonata

T
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The General Questionnaire was distributed and collect-
ed before the participants went to any of the productions.
Each Pre-Production Questionnaife was distributed and collected
before the participants went to the performance in question.
Each Post-Production Questionnaire was distributed and

collected immediately after the performance in question.

T,
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FOOTNOTES TO CHAPTER I

lSee data filed in Frederic Wood Theatre Library,
University of British Columbia.

2see General Questionnaire, p. 147

3See Pre-Production Questidnnaire (éi You Like EE),
p. 159. :

4See Post-Production Questionnaire (éi You Like EE),
p- 165.



CHAPTER II

THE QUESTIONNAIRES

General Questionnaire

The purpose of the CGeneral or Profile Questionnaire,5
- the first questionnaire in the series, was to establish an -
outline of the social, educational and age level of the
participants and to ascertain their general outlook and
tastes, attitudes towards plays and aspects of production
and the extent of their theatre-going experience.

The questions about the interests of the participants
concentrated on general leisure acﬁivities and television
and film viewing habits. The participantd attitude to
their leisure time is important since it has a direct effect
on their attitude to the time spent at the theatre. Further-
more, the participants' choice of leisure activities will,
to a certain extent, reflect their general outlook and
tastes.

It will be seen that the question about leisure
activities6 concentrated on social areas, while solitary
hobbies were not included. Since theatre is a social
activity, it was decided that it would be worthwhile to
attempt to discover a chparatiQé‘and possibly related

interest between the theatre aﬁd other socially oriented
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activities. However, in any future survey, in order to

get a clearer idea of the tastes and outlook of the
participants and of their attitude towards leisure'(for
example, whether it should be structured, whether they prefer
organized pursuits to spontaneous ones, etc.) some attempt
should be made to discover their individual and non-group-
orientated hobbies.

As well as giving an indication of the areas of the
participants' interests and tasteg, it was felt that the
questions on television7 and film—viewingghabits could be
used to discover relationships, if any, between the amount
and type of television and film watched and the response to
theatrical staging, including attitudes towards acting
costume, scenery, character, and dramatic plot.

Although the questions about television viewing could
be expanded in any future study, the pattern developed for
this survey worked well mechanically and the information
elicited was useful. However, in the section on film some
problems were revealed which should be discussed. The
participants were asked to indicate which films on the list

they had seen and to rate these films from one to three

according to the extent they had enjoyed each one. Unfortun-

ately, there was no rating category provided between one =

liked it very much, and two = did not like it very much.

A category which would allow the participants to indicate
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that they had enjoyed the film moderately should have been
included. (However, the participants were told that rating
the film with a two indicated that they had enjoyed it
moderately.)

The films on the list had all been available locally
within three months prior to the survey; some were currently
available. They fell into two major categories: those
that were intended to be almost entirely entertaining,
without much serious content, and those that were intended
to communicate a serious statement. The main defect in this
question is that the list was composed only of commercially
available current films. No provision was made for film
societies, film series or vintage films, and there is
evidence that some of the participants attended films other
than the type on the list. In any further ;tudy, a clearer
indication of the participants' tastes and attitudes towards
entertainment would probably be obtained by asking them to
list four or five films they had recently seen and enjoyed,
in the same way that they had been asked about their
favorite television programs. A further dimension would be
added by asking the participants to list the television
shows and films they had seen and least enjoyed.

The section which was intended to discover the
theatre-going experience9 of the participants concentrated

on trying to discover the types of plays and productions
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with which the group members were familiar and the frequency
of their attendance at the various Vancouver theatres. The
- response to the questions in this section gave an idea not
only of the participants' experience of plays, but also of
their preferences. One question which was particularly
useful was the one which involved a list of twenty plays.
Each of the plays belonged to one of the following categories:
modern comedy, modern serious drama, classics, or avant
garde plays, and it was possible to discover with which type
they were most familiar and which they preferred. (The
error in the rating system, already mentioned in the dis-
cussion of the question on films, also appears in this
question.) |

This section also included questions about the prac-
tiéal involvement in theatre of the partic;pants,their
experience of theatre in other centres and their attitude
about the standard of local theatre since it was felt that
an audience's expectations of the theatre and their reactions
to productions are conditioned by all the aspects of their
pre&ious experience of plays and productions. |

The final section of the questionnairelO was composed
of a series of questions about the participants' preferences
and attitudes towards theme, intention and style of plays
and towards the various aspects of production. The questions
ébout aspects of staging are self-explanatory, but some of

the terminology used in the questions about theme, style,

e e e r————
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and intention should be discussed. For example, the terms

real world, fantasy world, inner world of the mind are used

in an attempt to make a distinction between a realistic
approach to a production, a purely imaginary approach,

and an approach which is based on a subjective point of
view. 'The terms chosen were felt to express these concepts
in the most easily understood way, and the participants
seemed to have no difficulty with them. (This does not,

of course, prove that participants understood the terms as
they were intended.) Asking the participants whether they

preferred a play to be serious or entertaining was an

attempt to make a distinction between a preference for plays
which do attempt to make a significant statement about life
and those which do not. As some of the participants pointed

out, serious and entertaining are not mutually exclusive

categories. Attempts to solve the problems of definition
arising from the use of somewhat abstract terms were made
by asking the same questions in several different ways and
this seemed to give a more coherent idea of the group
attitude.

The purpose of this section éf the qguestionnaire was
to get a detailed outline of tﬁe type of play and production
generally preferred by the participants. The guestions in
this section were repeated in some form in the Pre-Production
and Post-Production Questionnairesll in order to discover

the change in attitude and preference (if any) when the
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questions are applied to a specific production.

Several types of question were used throughout the
series of questionnaires. The multiple-choice type of
question was used most frequently. Two different forms of
this question were used. In the first the participant was
asked to choose one (sometimes more than one) answer that
was applicable to him or that most closely expressed his
opinion. This first type was most useful for questions
about background, previous knowledge and experience, and
for those questions which asked the participant to decide
the theme, style, and intention of a production. In the
second type of multiple-choice question the participant was
asked to number in order of preference all the choices
provided. The responses to this second type of multiplé—
choice question gave a clearer indication of the partici-
pants' subjective, rather than objective, response to the
productions. Patterns and groupings of an individual's
response began to show up within each question when this
method was used, particularly when trying to gauge a
participant's enjoyment and personal response.

Another type of question used in the survey was one
which involved contrasting pairs of descriptive words.12
The participants were asked to indicate their response to -
aspects of the productions on a five-point scale between

the opposing terms. Again, this type of question, while not
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used extensively, seemed to give a more precise indication
of the participants' subjective response. A final type of
question; used infrequently in the series, was one which
gave the participant the opportunity to write in his own
response.

The main advantage of providing the participants
with a choice of response, is that it was then possible to
standardize the answers when compiling the data, and it
also made the questionnaires easier and quicker to complete.
The choices‘provided were very comprehensive and the
participants understood that they were free to write in
their own aﬁswers, so that the method used was less limit-
ing than it might have been. It is perhaps significant
that few took advantage of this opportunity to write in
their own responses.

One important aspect of the questioné in this and in
the following questionnaires ishfhat they ére direct rather
than indirect. The participants were not made to feel that
there was a concealed intention behind the questions, nor
were they distracted by any implications that there was a
right and a wrong answer to the gquestions.

It must be emphasized that the General Questionnaire,
when completed, only gives a bare outline of the partiéi-
pants' background. In future work, if a more comprehensive
profile is felt to be necessary, a more intensive inquiry

into the participants' educational background, economic
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background, and leisure activity would be required to obtain
a more complete picture of their outlook and attitude.
However, the danger of alienating the participants and
putting them on the defensive (and thus affecting their
response) by a too detailed investigation into their back-
ground is one that must be kept in mind. There is also the
additional danger of .allowing the gquestionnaire to become

- too long and unmanageable, both from the point of view of

the participant and of the interviewer.

The Pre-Production Questionnaire

The questionnaire answered by the participants before
they saw each of the three productions was brief and had
two main purposes. The first was to discover the participants'
previous knowledge and experience of the particular play
they were about to see; the second, to obtain an outline of
their specific expectations about the production. The
basic design of all three Pre-Production Questionnaires was
the same, but there were some variations since the three
productions themselves were so dissimilar.

The first main section of this questionnaire dealt
13

with the participants' previous knowledge of the play.

In the As You Like It Pre-Production Questionnaire it was

composed of direct questions about the participants'

familiarity with the play itself. It would, however, have
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been more useful to have tried to discover the participants'
familiarity with Shakespearean comedy or with Shakespeare's
works as a whole, since it is possible that any expectations
would be based on familiarity with a certain type of
production, rather than on one play only.

In the Tango and Inside the Ghost Sonata Pre-Production

Questionnaires this section included a list of fifteen plays
similar in type to the one the participants' were about to
see.14 The participants were asked to rate those plays
they had either read or seen according to how much they had
enjoyed them. The plays on each list were included because
they were the same general type as the play the participants
were about to see, and the purpose of the question was to
elicit the participants' response to this general type. 1In
retrospect, however, the plays on the list in the Tango
Pre~Production Questionnaire seem to bear little relation

to Tango, and the responses, individual and cumulative,

indicate little that is relevant to the study. The plays

on the list in the Inside the Ghost Sonata Pre-Production

Questionnaire are more closely related to Strindberg's

Ghost Sonata. Since they bear little relationship to the

production, they cannot be related too specifically or

usefully to the production itself, although the responses
to this question did give a fuller picture of the partici-
pants' backéround. This question, which tries to discover

a pre-established response to a general type of play would



24
have been more useful if it had.been worked out in more
accurate detail.

In the Tango Pre—Production Questionnaire, a question
was added asking if the participants had read or heard

anything about the play. In the Inside the Ghost Sonata

guestionnaire this question was further developed by the
addition of a question asking if they had heard or read
anything about the particular production. This final form
was the more useful one.

It should be mentioned at this point that throughout
the time the study was taking place there was a newspaper
strike in Vancouver. Consequently, none of usual pre-pro-
duction information was available, such as discussions
about the author, interviews with director,actors and critics'
evaluations or photographs.

The participant was alsorasked what general standard

15 he expected from the theatre in gquestion.

and style
These particular gquestions were based on the participant's
knowledge of, or familiarity with, the theatre, and they
were also intended to discover the participants' general
expectations about the production itself.

In the main part of the section on specific expec-
tations, the participants were asked to answer the questions
by imagining what their own responses would be.16 It was

suggested that as regular theatre-goers they would probably

have some idea of the way they were likely to respond.

P e d
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This approach seemed to work very well. The guestions in
this section were very simple, and some had already been
included in the General Questionnaire in order to discover
any group tendencies. All the questions in this section
were included in the Post-Production Questionnaire in order
to establish the correlation between expectation and
reaction. The questions were designed to discover the
participants' expectations about theme, content and inten--
tion of the play, as well as a general impression of their
expectations about the approach of the staging and the
aspects of the play and staging they most expected to enjoy.
They were also asked to describe the way they expected to
feel both during and after the production.

This type of question has already been discussed in
the chapter on the General Questionnaire. The main.problem
was to express theatrical terms in language that would be
accurate and vet easily understood by the participants. A
further complication was the fact that the questions in
the Pre-Production and Post-Production Questionnaires had
to be applicable to all three productions without being so
general as to be meaningless. An examination of the
questions themselves will show how this problem was solved.

The final two questions in the questionnaire were
really an extension of the General Qﬁestionnaire, and
should perhaps have been included in it. These were intended

to discover the participants' reasons for buying season



tickets and for coming to the particular play in qguestion.

(The Inside the Ghost Sonata Pre-Production Questionnaire

does not, of course, include the guestion about season

tickets.)

Post-Production Questionnaire

The Post-Production Questionnaire had two main
functions. The first was to obtain an outline of the par-
ticipants' response to the production as a whole, and the
second was to provide some basis for the direct comparison
of the groups' reactions to each production with their
expectations. For this second purpose, questions from the
Pre-Production Questionnaire were repeated in the Post-
Production Questionnaire but instead of ingquiring about
expectations, these questions now asked about reactions to

the specific productions.l7

These same questions also
contributed to the outline of the group members' response
to theatre as a whole.

The questions in the Post-Production Questionnaire
are divided into three main categories: (a) those about
the participants' subjective response to the performance18
(i.e., did they enjoy it?); (b) those about the play19
{(its intention, main concern, whether it was comic or

serious, realistic or unrealistic); and (c) those about

aspects of the staging.20 Questions about the play itself
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precede questions about the production. It was felt that
the central idea and intention of the play would be the
element foremost in the participants' general response,
and.it seemed appropriate to deal with this problem first.
There was, at the time, no way of knowing if this assumption
was correct. Now that the study is over there is some
suggestion that this was not the best arrangement. Further
investigation would decide this.

The purpose of questioning the participants from
three, rather than only one, points of view was to get a
coherent idea of the participants' response to the entire
experience, rather than merely to isolated aspects of the
production.

‘'The main problems of this questionnaire were those
which have already been discussed in the chapter on the
Pre-Production Questionnaire. These were first, the diffi-
culties of expressing the questions in tefms which would
be clear to the participants and which would accurately
apply to the various aspects of play and production, and
second, of devising a set of guestions which would be
applicable to almost any theatrical production, so that
they could be used for the purpose of comparing the
responses of a group to different productions. One problem
that continually recurred throughout the study and which
should be‘mentioned here was that of describing visual

aspects of the performances in verbal terms which had the
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same meaning for both participants and interviewer.

In the Inside the Ghost Sonata Post-Production

Questionnaire, several questions were added to cover the
labyrinth and the film and slides, devices which were not
used in the previous productions. The types of guestion
used are those which appeared in the General and Pre-
Production Questionnaires, and they have already been dis-
cussed. One point that should be mentioned is that the 1list
of terms provided for the description of costumes and
scenery might, in future work, be extended.

It will be noticed that some of the questions in the
Post-Production Questionnaire are repeated in different
forms. This was for the purpose of cross-checking the
participants’' response and it proved very useful, although
it tended to make the questionnaire slightly longer than
was desirable. As it is, the questionnaire took between

fifteen and twenty-five minutes to complete.
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FOOTNOTES TO CHAPTER II

See p. 147.

6See p. 149 question (i).

7See pp. 147-148 gquestions (e) and (f).

8See pp. 148-149 questions (g) and (h).

9See pp. 150-152 questions (j) to (n) and p. 153

questions (s), p.155 questions (x) and (z), p. 156 question
(aa), p. 157 question (ff), p. 158 question (ii) to (kk).

loSee p. 154 questions (t) to (w), pp. 152-153 questions
(o) to (r), p. 155 question (y).

llCompare pp. 152-153 questions (o) to (r) with p.

161 question (k) and pp. 165-166 question (d).

12See p. 166 question (4).

13See pp. 159-160 questions (c) to (j).

l4See p. 176 question (m), p. 190 guestion

(m) .

15See p. 159 questions (a) and (b).

165ee p. 161.

l7Compare pp. 161-163 questions (k) to (m) with pp.
165-166 questions (a) to (d) , p. 167 question (f), p. 169
questions (1) and (n), p. 170 question (p) and p. 171
guestion (t).
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18See p. 165 questions (a) and (b), p. 166 last part
of (d), p. 167 questions (f), (g), and (h), p. 171 questions
(r), (s), (t), and (u), p. 172 question (w).

lgpp. 165-166 questions (d) and (e).

20See p. 165 question (c¢), p. 167 question (i), pp.
168-171 questions (j) to (q).
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CHAPTER III

DESCRIPTION OF THE PARTICIPANTS

The total group of thirty-six people who participated
in this study comprised eighteen students and eighteen non-
students. The students' ages were from eighteen to twenty-
five, and the non-students' ages from thirty to sixty, |
although the majority of the latter were between thirty and
fifty. Examination of the results disclosed no discernible
difference between the attitudes of those between thirty
and forty and those between fifty and sixty.

With regard to the general educational and social
level of the participants, all but one of the eighteen non-
students had graduated from high school; half of these had
university degrees and five had post-graduate degrees. Six
of these people were housewives, eight had professional
careers, one was a graduate student, and the rest had
business careers. To conform with the specifications of
the study, all the eighteen to twenty;five year olds were
~university students, and, with thé exception of one
mathematics major, none was in any of the sciences.
(Perhaps further study could investigate the possibility
that students in the sciences are not,as a rule, very

interested in the theatre.)
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According to the responses to the questions on
leisure activities these people do not spend a great deal
of time watching television. They seem to be highly
selective in their viewing and to choose programs which
would let them feel that the time they had spent watching
television was worthwhile in terms of learning something of
value. The types of show that they indicated they preferred
were drama, movies and news, and the programs they named
as their favorite shows were news,educational and serious
drama programs. Among the specific programs named by the
participants, even those shows whose intentions were to
entertain offered more educational or intellectual content.
than the average television show.21 This apparent desire
to learn something and to have a positive experience from
television is important as it is related to the apparent
need of the participants to make time and effort invested
in any activity give a proportionate return. This attitude
seems to have a bearing on the group members' attitude to
the theatre as well. There isAsome indication that the
students in the group watch less television than the non-
students, but this may be because fewer of the students
have easy access to television sets.

The majority of the participants go to the movies
at least once a month, mainly to popular commercial films
which have had some measure of critical acclaim (A Man

For All Seasons, for example) and they usually enjoy these
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films at least moderately. The participants attend the
movies almost as frequently as they attend the theatre. 1In
fact, the majority of the group maintains that going to the
theatre, movies, and visiting art galleries are among their
main leisure éctivities. It is interesting that few of
the participants attend the opera, particularly since opera
is closely related to theatre. Since most of the partici-
pants say that they consider the élaywright's theme to be
the most important aspect of a performance, followed by
the acting (that is, the realistic representation of people)
it is possible that they feel they won't get satisfaction
from the opera. It is also interesting that only two
members of the group attend night club performances which
are also a form of theatre. Among the possible explanations
for this are the availability of night club entertainers
on television and the purely en?ertaining.quality of this
kind of theatre, which would not make the time invested
seem particularly well spent. Further, there is less re-
lationship between this kind of entertainment and the human
experience than is found at the conventional theatre. This
apparent necessity of linking spectacle, action and
immediacy with some kind of social, educational or ethical
relevance is further reflected in the fact that few members
of the group attend spectator sports.

A further interesting point is the high proportion

of participants who indicate that one of their main interests
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is wvisiting art galleries, particularly since the study
suggests that they are remarkably unaware of, and unin-
terested in, the visual aspects of theatrical production.

The majority of the group indicates that going to
the theatre is one of their main interests. Fewer than half
of the group, however; maintain that it was actually their
main interest. Of the seven established places in Vancouver
- where plays or theatrical performances are consistently
available, only the Frederic Wood Theatre and the Playhouse
were attended with any frequency by the group members.
Although they are interesﬁed in theatre, it would appeaf
that they are only interested in certain kinds of theatré.
Fewer than half the group had seen theatre in other cities.
This means, of course, that their experience of theatre is
mainly confined to the type of production presented at the
Frederié Wood and Playhouse Theatres. Possibly, by this
exclusiveness the group members prévent themselves from
developing their critical faculties. Although they restrict
themselves to the two theatres above, the majority of the
group maintain that they have had some experience of un-
conventional productions. (In this study "unconventional"
means any play that has no scenery, mixed media productions,
or those which involve some degree of physical audience
participation.) The group members enjoyed these productions
at least moderately. Fewer thaﬁ half the group, however,
had been to productions that they would déscribe as

experimental.
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The majority of the group rated the standard of
theatre at the Playhouse and Frederic Wood Theatres as good
to excellent. In spite of their‘apparent indifference to
scenery and costumes it is probably safe to say that the
participants are strongly influenced in this evaluation by
technical proficiency in these areas of a production. One
final point in this discussion of the actual theatre
experience of the members of the group is that the majority
had at one time been involved in some aspect of either high
school, university, amateur; or professional theatre, and
a few were still involved at the time of the study. This
seems to be a fairly high proportion, and it would be
interesting to see how this proportion would be affected by
examining a larger sample.

The types of play the group indicated they would

most like to see were modern serious drama, followed by

modern comedy and avant garde drama, and it is perhaps

significant that modern serious drama is the type of play

of which the group seems to have had the most experience.
This reinforces the suggestion that the participants
gravitate towards the type of play with which they are most
familiar, rather than taking a more adventurous approach
when attending the theatre. More members of the group say
they would prefer plays with an ethical or with a social

theme, rather than those with a romantic or a political
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theme. The majority would prefer to see plays about the

inner world of the mind, although quite a few would prefer

plays about the real world. Only two people out of thirty-

six would prefer plays about a fantasy world. In general,

it seems that plays whose action can be related to a
recognizable personal experience, or to a world familiar
to the audience; are preferred. The elements of recognition
and familiarity seem to play an important part in their
play-going experience.

More members of the group would prefer a play to be
serioﬁs rather than merely entertaining, though a consider-
'able number had no preference. More members of the group

would prefer a play to provide an emotional experience,

rather than make a significant statement about life or be

only entertaining. This is probably consistent with the

indicated preference for plays with an ethical theme and

plays about the inner world of the mind, since these would

probably demand a more personal, and therefore emotional,
response from the audience. This desire for emotional
involvement is supported by the majority of the group's
preference for seats in the middle of the theatre. This
poéition is generally considered more conducive to emotional
involvement than a position close to the stage, where an
awareness of technique and detail might distract, or a
position at the back of the house which might tend to create

too detached a viewpoint. The most important aspects of a
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production for the group are the playwright's theme and the
acting. Very few are interested in the plot, and none are
interested primarily in scenery or costumes. ‘The majority

prefer minimal scenery, which supports the indication that

scenery is comparatively unimportant to them. In this study,
minimal scenery refers to staging which provides only the
bare necessities in sets and costumes, in contrast to
staging which is very elaborate and/or complete in every
realistic detail. A few of the group indicate that they

actually dislike lavish, spectacular scenery.

It has already been pointed out that for the purposes
Aof the study this group was»broken into three smaller grbups:
Group A whose members had season tickets for both the Play-
house and the Frederic Wood Theatres; Group B whose members
had season tickets to the Playhouse; and Group C whose
members did not have season tickets to either of these two
theatres. While the sample is too small to make a positive
statement, it is possible that each group repfesents one

of three major types of Vancouver theatre-goer. There are
those who are very interested in seeing a lot of plays and
who make a point of patronizing University theatre; those
who live in the Vancouver area. and attend the Playhouse
because it requires little effort; and those who only

attend particular productions which appeal to them. There
are several major differences béﬁdeen the groups which

show up in an examination of the data, and these are dis-

cussed in the following sections.
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Profile of Group A

.The members of Group A, the group which had season
tickets to both the Playhouse.and the Frederic Wood Theatres,
seem to be fairly conservative in their taste and outlook
and to have a rather serious attitude towards entertainment
and the arts. There seems to be a marked tendency on the
part of this group to gravitate towards the educational
and instructive, rather than towards purely escapist enter-
tainment. They indicate some interest in most of the arts,
though few are interested in symphonies or opera.

As a group, the members of Group A are outgoing.
They seem to be serious and committed about the way they
spend their leisure time; their interests and recreational
activities are structured and organized; and they seem to
be involved to some extent in community service activities.
The fact that all the members of the group have season
tickets to two theatres indicates their inclination to
commit themselves to an organized program. It also seems
to be evidence of a serious attitude towards the theatre
and the use of théir own leisure time.

Although they are fully committed to these two
theatres, the group members are not very adventurous when
it comes to attending the other established theatres in the
community. A poésible explanation for this is that ﬁhe
standard of production at these theatres is likely to be

more erratic and the type of play presented is likely to
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be less predictable than at the Frederic Wood Theatre and
the Playhouse. In other words, in return for their support,
the members of the group seem to want some assurance that
their evening at the theatre will be worth their while in
terms of confofming to a certain standard and fulfilling
their expectations.

The members of Group A have had some experience

seeing theatre in other cities, and their main experience

of plays tends towards modern realistic drama (which they prefer)
and classics. They prefer realism in staging, but they |
are really more interested in the content of a play than

in the physical aspects of its production, and they are not

very interested in the visual aspects of a production,

that is, costumes and scenery.

In spite of the total groups' prefergnce for an
emotional experience at the theatre, Group A indicates that
they would prefer their experience to be intellectual
rather than emotional. Although the members of Group A
seem to prefer traditional and realistic productions, it
must be pointed out that they are not inflexible about
this and have attended a number of non—cdnventional pro-
ductions which they enjoyed. They feel the standard of
Vancouver theatre is good and usually enjoy the productions
they attend.

This group, then, seems to have a fairly serious and

conservative attitude towards the theatre. Their interest
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seems to arise from a combination of a desire to be enter-
tained and a wish to learn something in terms of human or
social values, and it is possible that they evaluate a
production mainly in terms of the fulfillmentlof these

wishes.

Profile 9£ Group B

The members of Group B, the group which had season

tickets to the Playhouse only, seem somewhat less serious
in their attitude towards the theatre than the members of
Group A, and do not have the same clearly defined inclination
for activities which are instructive, educational and social
.in intention. On the whole, the leisure activities of Group
B are more loosely structured; they do not seem to belong to
organized clubs and societies and they seem less serious
and committed about the way they spend their leisure time
than do the members of Group A. |

| Group B's more relaxed attitude is reflected in their
approach to theatre. Although they have season tickets to
the Playhouse they do not seem to.go to all the performances,
and they do not often go to theatres other than the Playhouse.
This seems to indicate that theatre is a rather casual
interest to these participants, and this might be one ex-

planation for their less serious attitude towards plays.



41

Although modern serious drama is the type of play

the members of Group B have the most experience of seeing,
this is not the type of play £hey seem to prefer. It is
possible that they are not highly selective in their choice
of plays but are automatically inclined to attend those
plays for which they hold season tickets. It also suggeéts
that they do not_make a point of discovering what the play
is about before they buy their season tickets. Group B

prefers plays that are entertaining, rather than those which

are serious. On the other hand, they also state that they
prefer plays with an ethical theme, and this possibly
expresses a preference for a more personal experience'at
the theatre, rather than an experience which has relevance
to society in general. 1In this way they seem to feel that
a performance is complete in itself and does nbt have to
have social significance. Group B seems to regard the
theatre as a place to have a pleasant evening rather than
as a place where, in order to have a worthwhile experience,
it is necessary to learn something about life or society.
It is interesting to note that the responses of
Group B to the questions asking what type of play they

would prefer (modern comedy, classics, etc.) and what type

of experience they would like to have (entertaining,
emotional, educational) were quite scattered. This lack
of uniformity possibly indicates that they are responding

less according to pre-established ideas about the function
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of the theatre than according to individual preferences.
The most important aspect of a production to the
members of Group B is the acting, and they indicate that
the visual aspects of a play are not important to them.
Unlike the meﬁbers of Group A, they do not indicate any
particular interest in realistic staging, and they say they

would prefer minimal staging to any other kind. Further

study might indicate whether or not this is true, or
whether they actually mean that they prefer the scenery to
be unobtrusive and supportive of the action rather than
distracting from it. This apparent lack of interest in
costumes and scenery seems to contradict the conventional
assumption that spectacle is an important element of a
pleasant and entertaining experience at the theatre. This
is deduced from the fact that Group B prefers entertaining
rather than exclusively serious theatre, and yet do not
feel that costumes and scenery are an important aspect of
this experience. They rely, rather, on the acting.

Some of the members of Group B, though not as many
as in Group A, have had some experience seeing non—conventional
productions; very few have been to productions in which they
were asked to participate. The members of Group B have had
some experience of theatre in bther cities. On the whole,
the members of Group B enjoy themselves at the theatre, and,
like Group A, felt that the standard of Vancouver theatre

was good.

J T anaas
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Profile of Group C

Group C is the group whose members, while describing
themselves as regular theatre goers, did not have season
tickets for either the Frederic Wood or the Playhouse
Theatres. On the whole, the members of Group C tend to be
less social in their leisure activities than the members
of either Groups A of B, and they do not seem to adhere to
any structured programs as far as these activities are
concerned. Only a few activities were chosen by the members
of Group C from the list provided, and as the activities on

the list were generally social, it is possible that they.

spend their leisure time in more solitary and more individual-

istic pursuits. Although the members of Group C are interested

in going to the Art Gallery and to films, they indicate very
little interest in symphony or opera. This lack of interest
in symphony, which has been mentioned in the discussions

of the other two groups is difficult to explain without
further research.

Comparing the range of films, on the list provided,
seen by the members of this group with the amount of time
they spend going to films,22 and ﬁaking into account that
the list was composed of commercial movies available at
the time of the study, it would appear that the members
of Group C probably go to a considerable number of film
series or attend film society shOWings. This suggests an

interest in films as an art form, rather than merely as an
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entertainment medium, and this point of view is reflected
in some of the attitudes of this group towards theatre.
In the first place, they are possibly more inclined to
accept a production as a complete work of art in itself,
without demanding that it have some educational or social
relevance, Also; th¢ members of Group C are considerably
more interested in costumes and scenery than the members
of the other two groups. Group C indicated that on the
whole they had no preference as to whether a play was serious
or entertaining. This suggests that the members of Group C
have a less clearly defined preconceived idea of the function
of a play, which must be fulfilled in order for them to feel
that they have had a satisfying experience.

The members of Group C maintain that during a per-

formance they are most interested in the playwright's theme.

They are more interested in the acting than in the scenery
and costumes, and they would prefer the scenery to be
minimal. A possible explanation for this preference for
minimal scenery, which was first noticed in the responses
of Group B, is that these participants find elaborate or
realistic scenery intrusive and distracting, rather than
supportive of the action.

The members of Group C would prefer plays with
either a social or an ethical theme, and they would pfefer

to have an emotional experience rather than an exclusively

educational or entertaining one. This seems to indicate
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that they expect more from a production than the members
of Group B, who would prefer to be entertained, and they
don't feel that a production must have some positive social
value, as do the members of Group A.

It is interesting that the majority of Group C has
been involved in some kind of theatre at one time. With
regard to attendance, almost all of Group C had been to the
Frederic Wood'Theatre several times in the previous year,
and more than half had been to the Dorothy Somerset Studio.
Very few, however,.had been to the Playhouse, and there is
not much indication of attendance at other Vancouver theatres.
This either indicates a rather casual interest in the theatre,
or an interest that is satisfied by the type of production
provided by the two U.B.C. theatres. Since the Group members
restrict themselves in this way, their att;tudes will
possibly be determined by the type of the;tre available
at these two places.

Group C's main experience of plays seems to be of

modern serious drama, but more members of this group than
of the other two groups have seen productions that could

be called experimental. They would prefer to see either

modern serious drama or avant garde theatre. They have

considerable experience of seeing non-conventional pro-
ductions and some experience of theatre in other cities.
Only half of the group felt that the standard of theatre

in Vancouver was good, the rest felt it was from fair to
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mediocre. This would seem to indicate that the members of
this group have a higher standard with regard to theatre

than the members of the other two groups.
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FOOTNOTES TO CHAPTER III

See p. 148 question (f).

See p. 148 question (g) and p. 149 question (h).
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CHAPTER IV

GROUP RESPONSE TO AS YOU LIKE IT

As You Like It - Description of Production

The main intention of the Frederic Wood Theatre

production of As You Like It was to entertain the audience.

For this purpose, apparently, the problems suggested by

the play and the serious undertones were largely undeveloped,
and the element of parody, which is an essential aspect of
the play, was mainly ignored. Because thematic material

was played down, there seemed to be little development from
beginning to end of the production. Consequently the action
depended on the relationships between the characters, which,
perhaps because of their superficial.treatment, seemed
artificial and uninteresting. The result was a production
which, while it was attractive to loock at, was essentially
meaningless and rather boring.

The general sﬁyle of.the production was traditionél,
in that it conformed to an accepted type of twentieth
century Shakespearean tradition. Dr. F.B. St. Clair de-
scribed the visual effect of the production in his review

in Stage Door: >3
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The costumes and art nouveau Forest of
Arden appeared to be an essay in evoking a turn-
of-the-century Shakespeare production. . . .

The Forest of Arden set created a fantasy world. The
various elements of the forest: trees, grassy banks,
flowers, a brook, were three-dimensional but highly artific-
ial, and although the actors treated the set as though it
were a real locale, the audience was not expected to accept
it as realistic. The transition from winter to summer was
indicated by hanging the trees with blue and green chiffon
streamers. The overall effect of this set was pastoral
but, perhaps because of the artificiality, there was a sad,
arid quality to the scene which seemed to serve no purpoée.

The court scenes were played on the forestage in
front of a plain drop which had a non-representative design
suggesting pillars. This set was simple and austere, the
dominant colour was gray, and it provided a considerable
contrast to the forest.

The costumes did not strictly belong to any historical
period, although there was a definite medieval, or perhaps
more accurately, Pre-Raphaelite, moﬁif to the costume scheme,
particularly in the court scenes. The costume colours in
the court scenes were mainly wine and blue, and in the
forest scenes brown and beige, with Jaques in black, Touch-
stone and Audrey in motley, and some of the others in
lighter colours. The general efféct wés muted and somewhat

austere.
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The cumulative effect of costumes and scenery was
the establishment of a non-existent, though perhaps not
ideal, world.

In general, the standard of the acting in this
prdduction was rather low. Energy and movement were con-
sistently substituted for thought and motivation. The
exceptions were the actors playing Duke Frederick, Celia,
and Le Beau. There was some suggestion in these perfo;m—
ances that the characters had reasons for their actions
and ideas about these actions. The actors playing Rosalind,
Orlando, and Touchstone, on the other hand, employed a
curious, unnatural, presentational style of acting, which
was picked up by a number of those playing minor characters.
Although Jaques and Touchstone were often funny, their
performances bore little relation to the action of the play.
Many of the actors, particularly those playing'Touchstone
and Rosalind, overacted to a considerable degree, and there
was no unity to the overall approach to the acting style.

In the same review, Dr. St. Clair describes the acting
as: | |

. . . a galloping exercise in unremittingly
broad acting.

Romantic scenes were played in the same
hectoring manner as the rustic episodes, and
everything approaching nuance in individual
characterization was almost entirely absent.

Given the circumstances it would be un-
fair to criticize individual actors; even the
Freddy Wood's usually effective combination of
Equity and student players failed to yield any
performances that emerged with distinction from
the overall mediocrity of the effort. 24



51

As the above suggests, the cast of this production
was composed of a combination of student and professional
actors. The program indicated which actors were professional.

- Since there was no thematic development, the action
of the play dépended on the relationships between the
characters. However, with the exceptions already mentioned,
there‘was no suggestion that the characters on stage had
any connection with real people. Consequently, the relation-
ships seemed artificial and arbitrary and, even within the
conventions of the play, the action seemed mechanical and
contrived.

The production was intended to provide a happy,
enjoyable, escapist evening for its audience. In order to
fulfill this intention, any stimulating elements of the play
in terms of ideas or problems were de-emphasized by the
production.

In spite of the critical comments outlined above,
general audience response to this production was good. The
majority of people who went to the play seemed to be enjoy-

ing themselves and seemed to approve of the production.
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The Expectations of Group A About As You Like It

The group that attended As You Like It had very
optimistic expectations about the production. Not only did
they expect to enjoy themselves, but there are suggestions
that they also expected to feel better after having seen
the play than they had before they had seen it.25

The members of Group A generally expected staging at

the Frederic Wood Theatre to be experimental, and they

expected this production to be a romantic, escapist comedy.
It is difficult to decide whether they were expecting an

experimental treatment of a romantic escapist comedy or not.

It is more- probable that they did not expect this particular

production to be experimental. Théy did expect the play

as well as the production to be unrealistic and without any

serious intentions.

Although the members of the group expected the pro-
duction to be an unrealistic fantasy, which could have
suggested infinite possibilities for the staging, their ideas
are actually very limited when anticipating the costumes and
scenery.26 Few felt that either»of these aspects would be

historical, which would seem to be at least one logical

choice. On the other hand, no one expected costumes and
scenery to be modern. This limited response seems to suggest
that the participants do not give much advance thought to

these aspects. Perhaps they do not feel that costumes and

ity s ¢ . - . - e amean . -y
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scenery are an important factor in their enjoyment. It is
possible they are not really aware that it is these aspects
which significantly establish the mood and define the style
of the production. The uniformity of response to these
questions suggests that the group is responding according
to some pre—established general frame of reference, rather
than according to their own ideas.

The aspect of the play and production that Group A
members are most interested in are the characters and the
actors, and it is possible that they feel that mood and
style of a production are dependent on the actors. It is
probable, however, that they do not separate mood, atmosphere
and style from the total effect of the production. Thus
it is the acting and characters, not the costumes and
scenery, which create this effect for the members of this
group.

Although the members of Group A are fairly experienced
at seeing plays, they do not seem very aware of the various
aspects of the production as separate components, nor do
they seem disposed to take a critical, analytical approach.
This suggests that their main interest in the theatre is
the effect it has on them emotionally, in spite of the fact
that their indicated preference is for an intellectual

experience.
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In discussing the participants' reaction to As You

Like It it is important to point out again that the primary

intention of the production was to entertain the audience
and that the action was presénted in such a way that the
audience was not asked to make decisions about the charac-
ters, judge their actions, or question the situations.

The members of this group on the whole enjoyed the
production and felt relaxed and refreshed after having seen
it. They felt the production did not have much serious
intention and they had a very uncritical attitude towards
the various aspects of production. They accepted the
production as a more than‘adequate presentation of the play
and enjoyed the experience of watching the action unfold
without feeling any intellectual obligation.

The group felt that although the play was a fantasy,
it was realistic (by which it can probably be assumed they
mean believable) and it is interesting that they do not see
any inconsistency between these two descriptions. However,
it must be pointed out that the play as presented on this
occasion was not in fact particularly realistic (or even
believable), and it is possible that in an attempt to express
iheir response to the play they automatically chose the
complimentary rather than the pejorative term. On the other

hand, it is entirely possible that they were able to suspend
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their disbelief to the extent that the action did seem
believable.

It is interesting that.the group does not make any
distinction between the characters they enjoyed the most
and the actors they felt gave the best performances. 1In
both cases thesevwere the two main comic characters, Touch-
stone and Jaques, and the female romantic lead, Rosalind.
In general, if the character is enjoyable in himself they
seem to think that the actor has given a good performance,
whether or not that actor has contributed to the development
of the theme and the mood of the production or has created
a believable character showing evidence of some life beyond
the repetition of his lines. Besides having the advantage
of being characters whiéh automatically demanded attention,
all three characters were presented in such a way as to make
a simple version of their every motive and idea immediately
apparent to the audience. The actors playing Rosalind
and Touchstone definitely overacted (it is perhaps signifi-
cant that Jaques and Touchstone were played by professional
actors.) The audience, then, did not have to exert them-
selves and this opportunity to relax seems to be an important
aspect of their play-going experience, one which they expect
and enjoy. Although they felt the standard of acting was

very good and professional and although they enjoyed the

acting, few of the group could hear all the actors all the

time. There is no indication, however, that this bothered
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them very much. This seems to corroborate the idea that
audiences expect to miss at least some of what is going on
on stage. The group seemed to feel a reluctance about
saying that any of the actors were not so good as the
majority, and.this may or may not be a reflection of the
tendency to make allowances for student performers. This
attitude may have influenced the general response to the
production. This in turn suggests that,although they are
aware of some shortcomings in the production, their enjoy-
ment is not much affected by this awareness. In general
their enjoyment does not seem to be substantially affected
by any critical evaluation they might make.

The group's choice of descfiptive terms for the
costumes and scenery was appropriate to the production.27
The mpst popﬁlar costumes were Frederick's, Rosalind's and
Touchstone's. It is significant that two of the most
popular costumes were worn by the actors who were chosen as
the best and who presented.two of the favorite characters.
Possibly the group felt that the three costumes chosen

most effectively expressed the personalities of the charac-

ters wearing them. A further possibility is that the members

could only clearly remember the costumes worn by characters
who made an impression on them. - Perhaps it is significant
that two out of the three costumes, Frederick's and
Rosalind's were comparatively simple in désign. It is

interesting that the non-students in the group indicated

P e aad
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that Frederick's costume, which effectively indicated his
authoritarian role, appealed to them, while the students
indicated that Touchstone's costume which, with its sugges-
tion of ragged motley indicated an anti-authoritarian out-
look, appealed to them.

Although they enjoyed the production, quite a few
members of the group. found the plot tedious to some deg;ee,

and as many as half of the group said they were occasionally

bored. This acceptance of boredom leads to the rather interest-
ing conclusion that audiences expect to be bored at least
part of the time and do not find this boredom particularly

detrimental to their overall enjoyment.

The Relationship Between the Expectations of Group A And

Their Reactions to As You Like It

—— m—— —— —— —

The most significant aspect ef the comparison of
Group A's expectations of As You Like It with their reactions
to the production is the way they closely correspond.

Group A said that they expected the standard of pro-
duction at the Frederic Theatre to be from good to excellent,
and they expected the staging at this theatre to be

experimental. They expected As You Like It to be an un-

realistic, romantic comedy set in a fantasy world, the main
purpose of which was to entertain. The aspects of the play

that the group members expected'to enjoy were either the
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relationships between the characters or the individual

characters themselves, rather than the plot or the poetic
language, and they expected to enjoy the acting, rather
than scenery, costumes or music. They'expected the acting

would be either elegant and stylized or energetic and

flamboyant, both of which seem to fit in with the general

expectation that the play would be a romantic comedy. They

felt the costumes would be fanciful, colorful and functional,

and that the scenery would be fanciful and colorful. They
expected to feel amused during the performance, and happy,
relaxed and refreshed after the performance.

After having seen the production, Group A decided
that the general standard was good, and the general étyle

was traditional. They felt the play was a realistic,

romantic comedy with some serious elements, set in a fantasy
world, the primary function of whiéh was to entertain.

.With the exception of the ﬁse of the word "realistic", this
is a fairly accurate description of the play. The aspect

of the production they most enjoyed was the acting and

the aspect of the play they most enjoyed was the interesting,

individual characters. It is interesting that the relation-

ships between these characters, on which the development
of the action in this production depended, did not interest
them more. They felt that the acting was either natural

and lifelike, energetic and flambovant, or elegant and

stylized. Energetic and flamboyant is perhaps the most




59

appropriate choice, as the acting was neither elegant and

stylized nor natural and lifelike. The group members

described the costumes as historical, functional and colorful,

and the scenery as fanciful, colorful and functional. (Al-

though the costumes were far from monochromatic, colorful
does not seem to be an entirely appropriate choice.) During
the performance the group maintained that they had felt

amused, delighted, and interested. After the performance

they had felt happy, relaxed and refreshed.

It seems clear, then, that this production on the
whole met the expectations of the group. Ekcept in a few
cases there are no great changes in the attitudes‘revealed
in the Pre-Production and in the Post-Production Questionnaires;
the main diffeience is that the responses to the questions
in the Post—ProductionfQuestionnaire are slightly more fully
developed than the responses in the Pre-Production Questionnaire
to questions about the same aspecﬁs of the performance, which
is,‘of course, to be expected.

The surprisingly uniform feéponse to the Pre-Production
and Post-Production Questionnaires suggests that there are
some established ideas about the theatre which are common to
all the members of|thé'group. These pre-established or
preconceived ideas seem to have created a frame of reference
which is used by the participants when anticipating and

evaluating a production. Further study might reveal how
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extensively this frame of reference is established.

There were few changes in attitude after the memkers
" had seen the play, in spite of the fact that one or two of
the responses are slightly inappropriate, and this further
supports the suggestion of a fairly firmly established
frame of reference customarily applied by the group to a
production. .While the group's expectation that the general
- style at the Theatre, though not necessarily of this pro-

duction, was that it would be experimental, they decided

that the production was actually traditional. They expected

that this particular production would be unrealistic but

felt after having seen the play, that it was realistic.

The first change in attitude can be explained by the fact
that in the Pre-Questionnaire the gquestion on style referred
to the overall approach to the Theatre, rather than to this
particular production. The second change in attitude,

from an expectation that the production would be unrealistic

to the decision that it was in fact realistic, is possibly
a result of the physical immediacy of the production, and
sheds some light on the group's uﬁde#standing of the term
"realistic".

One factor which must be taken into account is that

the majority of the group had read As You Like It and so

were somewhat familiar with the play, and probably both

expectations and reactions are rélated to this familiarity.
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Several things emerge. The first is that the uniform-
ity of response seems to indicate a firmly established
frame of reference which the group customarily applies to
the theatre. There are even some indica@ions that this
frame of reference is so firmly established that the facts
of the production are interpreted in order to fit it. (Note,
for example, the somewhat inappropriate use of the word
colorful to describe costumes.) The second point is that
the production seemed to meet the expectations of the group.
The third is that they maintain they enjoyed the production
very much; With reference to these last two points a
tentative conclusion is that the fact that the production
matched their expectations was in itself a strong factor

in their enjoyment.
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FOOTNOTES TO CHAPTER IV

23F.B. St Clair, "As You Like It Stage Door,
4

.Vol. 1, No. 1, March 1970, p. 6.

241p14.

25See p-162 gquestion (k). The participants expect
to feel happy, relaxed, and refreshed after the performance.

26See p. 163 question (m).

27
(p)~ costumes.

See p. 169 question (n) - scenery and p. 170 question
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CHAPTER V

GROUP RESPONSE TO TANGO

Tango - Description of the Production

The Playhouse. production of Tango,like the Frederic
Wood production of As You Like It, seemed based on several
assumptions about its audience, the main one being that
they would be sympathetic to the kind of jokes which support
an extremely conservative social point of view. Stomil and
Eleanor, for example, werevpresented as middle-aged hippies,
auﬁomatic objects of ridicule, and, in an attempt to be
topical, the production tried to develop a kind of reverse
generation gap theme. The effect of these two motifs, which
are not an inherent aspect of the text, was intrusive and
distracting.

The action took place in a box set representing a
large, high-ceilinged, angular, sparsely-furnished living
room of a decaying old house. There was some suggestion
that junk had been accumulating 'in corners over several
decades, although the room was not cluttered. Upstage, at
right angles to the audience, in a poorly lighted area,
was a catafalque. Because of its position, it was difficult
to understand what this object aqtually was until well into

the play. Since considerable action takes place on and
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around the catafalque at the beginning of the play, this
obscurity was confusing and distracting.

The set was prevented.from being realistic by the
device of making the walls transparent when it was considered
necessary to reveal the action going on behind them. The
general effect of the set was to create a feeling of suspen-
sion in time and place in that it was difficult to decide
in what era and what country the action was taking place.

Various characters in the first act wore costunes
which spanned an historical period from the late eighteen-
nineties to the pfesent time. Each costume seemed intended
to express the point of view of the character represented..
For example, Stomil, Eleanor, and Eddie were dressed in
versions of rich hippy costumes, Arthur wore very conventional
gray slacks and a blazer, Eugenia was dressed in Edwardian
costume, and Eugene wore a jacket, tie, and bermuda shorts.
Individually the costumes were effective and amusing.
Collecﬁively, however, they merely added to the obscure and
confused allegory of the play, ﬁnderlined the characters'
lack of believability, and contributed to the stylistic
confusion. The costume colors in the first act were mainly
muted grays and blues and dark colours.

The second act costumes were highly effective and
attractive, and were based on Edwardian.evening dress,
with Ala in a period wedding dress. The exception was

Arthur, who wore his first act costume. Otherwise, the
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costume colors were black and white.

The apparent lack of decision about a definite style
was reflected in the acting. Each actor seemed to have his
own way of dealing with the questions of historical period
and locale and with what seemed to be a slightly stilted
script. Some unity was achieved among the actors by the
adoption of an indeterminate foreign accent. This, however,
had a confusing and distracting effect.

The actor playing Arthur'expressed the éharacter by
using varying stages of hysteria.v Not only was this approach
monotonous, but it resulted in a character who was so un-
reasonable that he was meaningless. Since Arthur was the
central pivot of the aétion, this performance was disastrous
in its effect on the total play.

The actor playing Eddie gaQe an interesting if rather
presentational performance, and his metamoréhosis was
acceptable and believable. The‘actor playing Eugene, how-
ever, was the only one who created a character who had
motives and ideas behind his behavior and who seemed to have
some life apart from the lines he was reciting. The actor
playing Stomil also had some moments of believability,
but the rest of the cast seemed to rely on the presentation
of caricatures.

The primary criticism of the production is that it
seemed to work against the text. While the main intention

of the play is the expression of a political allegory, the
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production; based on the assumption that this approach
would appeal to a Vancouver audience, tried to present a
comedy about the generation gap. This confusion about
the intention was evident in the different approaches of
the pre-play publicity, which emphasized the comic gener-
ation gap theme, and.the program note which outlined the
political background of the play. As Mr. Ben Metcalfe
expressed it in his C.B.C. radio review:

Instead of Mrozek's hard and sharply pointed
allegory, ruthlessly stabbing at the audience,
showing us how a decadent society inexorably falls
victim to a brutal and mindless authoritarianism,
Mr. Dearing [the director] gives us a flabby and
silly melodrama that totally contradicts the program
notes. . . .

Instead of giving us a terrible sense of
sinister foreboding, we are sent away with a sense
of comic failure.

Only a student of the play could possibly
sustain its meaning under these circumstances.
Anyone coming off the street would be at a loss to
know what was going on under the farce. 28

This production of Tango, like the production of As

You Like EE,‘ seemed to be based on an assumed idea of what

the audience wanted to see, rather than on the presentation
of a theme or idea inherent iﬁ the élay. General audience
reception of the production seemed good rather than other-
wise, but there seemed to be a certain amount of perplexity

and a feeling of confusion underlying this responSe.
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The Expectations of Group A About Tango

When examining the results of Group A's pre-Tango
questionnaires, it is important to remember that neither
the play nor the author are well known to the general public.
The group's expectations therefore could not be based on a
knowledge of Mrozeck's work. The group Had to rely on Play-
house publicity material and on the comments of friends who
had seen the production for any pre-performance information.29
Through these two sources the Playhouse, then, had a greater
than usual direct influence on the expectations of their
audience. Since the expectations of Group A are very
consistent with the approach of the production,it is possible
that these.expectations were created by the very people who
produced Tango. A situation in which the standards used
by the audience to evaluate the production are created by
those who present the play is obviously not a healthy oné
for the theatre, since it decreases the possibility of a
critical attitude on the part of the audience.

The expectations of Group A, that the play would be

realistic, have a social theme, make a meaningful statement

about life, have some comic elements and be entertaining,

are consistent with the approach of the publicity material,
which also suggested that the play would be about the .
"generation gap". The group members did not feel, evidently,

that this was going to be an entirely amusing or relaxing
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treatment of the topic. They did not expect the play to be
escapist, but felt it would have serious intentions, and
they expected to have some questions in their minds at the
end of the performance.

Group A expected the play to be realistic in terms
of representing some familiar situation and, since they
expected to feel puzzled and disturbed when it was over, it
is possible ﬁhat to the audience, the more realistic the
play, the more potentially‘unSettling it is.

The group members were fairly optimistic about the
standard of the staging, an expectation which is probably
based on their previous knowledge of productions at the
Playhouse. Their expectations about the staging of this
particular'prdduction were logical and consistent with the
type of play they had indicated they expected to see. fh;t

is, they expected the acting to be natural and lifelike

and the costumes to be realistic and modern. They felt
that the aspect of the production they would enjoy the most
would be the acting, followed, it is interesting to nbte,
by the costumes. This sudden interest in costumes on the
part of Group A may be a result of having recently seen As

You Like It, the costumes of which were fairly striking,

although at the time these costumes did not seem to make
a great impression on the members of Group A.
One final point is that although the group members

seemed fairly definite in their expectations of the type
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of play they were going to see and the manner in which it
would be staged, they were not as a group able to fit the
play into any definite categoryf30 The choices provided
were fairly rigid almost academic ones, and it is possible
that they have a general rather than a specific meaning for
the participants, who are inhibited when asked to apply
these terms to a specific situation. The scattered

response to this question supports this suggestion.

The Expectations of Group B About Tango

Like the members of Group A, none of the members 6f
Group B had any first hand familiarity with Tango. However,
the majority of Gfoup B, like Group A, had heard something
about the play from the same general sources as the members
of.Group A,

The members of Group B, like those of Group A, felt
that Tango would be an entertaining social play which would

make a meaningful statement about life. There are, however,

some major differences between the éxpectations of the two
groups. The expectations of Group A were uniform and well
defined, and their expectations about the staging and the
intention of the play were consistent with each other. 1In
comparison, the response of Grdup B was scattered and
undeveloped, and their expectatidns about the intention of
the play did not seem to stimulate any expectations about

the staging.
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While Group A felt the acting would be natural and

lifelike, the'members of Group B could not as a gfoup
decide what style of acting ﬁight be appropriate to the
play. Furthermore, Group A felt the scenery might be

realistic, modern and functional, and the costumes realistic,

colorful and modern, Group B was only able to say that

they felt the scenery would be functional (an expectation

that is usually likely to be fulfilled) and their expec-
tations about the costumes were too scattered to indicate
any trend.

Another area in which group B did not respond so
fully as Group A was iﬁ thé e?aluation of their own expected
responses. Group A indicated that they felt they would be

amused, involved, and interested during the performance, and

that they would feel puzzled when the play was over.

The members of Group B on the other hand were unwill-
ing to commit themselves to anything but the possibility
that they would feel amused during the performance, and as
a group were unable to imagine how they might feel after
the play was over.

Although the responses of Group B to the questions
about their expectations of the play itself are scattered
and undeveloped, they tend to be similar to the more clearly
defined expectations of Group A.

An important difference is that Group A expected the

play to be realistic and Group B expected it to be unreal-
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A possible explanation for this is that the members of
Group A had recently seen As You Like It and possibly had a
more concrete idea of a production in comparison to Group
B, who had not seen a play as recently.

In sumﬁary, Group B was not reaily sure what sort
of play they were going to see; they had limited ideas about
the possible staging; and they did not know, as a group,
how they mighf respond. Group A, on the other hand, had
quite clearly defined expectations.

There are several possible explanations for the
differences in the expectations of Groups A and B. One is
that the members of Group A were more familiar with the
Questionnaire itself, having already answered it before they

saw As You Like It. The fact that Group A did not have a

similar hesitation when filling out the Pre - As You Like It

Questionnaire can be partially explained by the fact that

they were more familiar with As You Like It than Tango.

Group B did not have a similar hesitation when filling out

the next Pre—Productioﬂ Questionnaire (for Inside the Ghost
Sonata) and increased familiarity with the questionnaire |
form may have something to do with this. (Group C, on the
other hand, were not at all hesitant when they later filled
out their first Pre~Questionnaire.) Another possible
explanation is that the members of Group A, who had recently

seen As You Like It, carried their subsequent awareness of
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the aspects of live theatre over to their expectations of
Tango. Finally, it is possible that Group A, the group
with the most experience of theatre and with the most con-
servative outlook, has more rigidly defined expectations

because of this wider experience.

The Reactions of Group A to Tango

The members of Group A felt that Tango was a successful

production of a serious, realistic social play which made a

meaningful statement about life, and they felt that it had

been worth seeing. They felt the standard of production'

was good to excellent; during the performance they maintain

+

they were involved and interested, while at the end they

felt disturbed.

In spite of the positive and apparently enthusiastic
nature of this response, there are several contradictions
revealed by the Questionnaire which suggest that the group
members did not really get as much enlightenment or enjoy-
ment as they maintain out of the production. In the first
place, in spite of the group opinion, Tango was not
primarily a social play (although pre-performance publicity
emphasized this aspect) and it was certainly not realistic.
The curious ju#taposition of historical periods as expressed
by both costumes and scenery and the bizarre behavior of

the characters did not, however, suggest to the participants
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that the play was set in any other than the "real world".

One poésible explanation for this is that they did
not really seem very awaré ofAthese visual aspects of the
staging. Although their reaction to costumes and scenery
was more positive than otherwiée, and although they felt
that the costumes and scenery were suitable to the play,
their choice of descriptive terms for these aspects was
not the most appropriate. The participants described the

set as realistic, symbolic and functional although fanciful

and lavish would have been more accurate, and they described

the costumes as symbolic when fanciful, historical, muted

and modern would really have been more accurate. The use
of the term "symbolic" seems to appear whenever there is
any ambiguity about set or costumes throughout the study
and, on the whole, the participants in the study seem to
have great difficulty in recognizing aﬂd describing the
visual aspects of a production, even when using what are
affer all very non-theatrical terms.

The members of Group A felt the acting was more

professional than not and more good than poor. However,

although they maintain that the acting was the aspect of
the staging they most enjoyed, as many as five out of the
twelve were irritated by physical and vocal mannerisms

of various actors. Furthermore, the response to the éct—

ing style was scattered, divided mainly between natural and

B it Lo AN
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lifelike and powerful and passionate. Neither of these

terms is appropriate, as the acting was actually quite

stylized and mannered. However, natural and lifelike

and powerful and passionate could be used to describe the

performances of the actor playing Eugene and the actor
playing Stomil respectively. Since these were chosen as
the best actors,it is possible that the participants felt
that these tﬁo actors established the acting norm in the
production. Although in this question the participants
were asked to indicate the three best actors, the response
was very scattered, and only two actors emerge. The
characters that the group most enjoyed were Eugene and
Stomil, which is further evidence that there is not much
distinction ﬁade between character and actor on the part of
the audience.

It is interesting that although the majority of
Group A felt that this had been a successful production,
only half felt the director had interpreted the author's
intention properly, compared to the majority who had felt
that the director of As You Like It had interpreted the
' author'é intention properly. This suggests some feelings
of dissatisfaction and confusion as to what the play was
about. An incidental note is that the majority of Group A were
at least occasionally bored during the production. How-
ever, as has already been observed, the participants seem
to‘accept this boredom as a normal part of the theatre

experience,
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The aspects of the play most enjoyed by Group A

were the relationships between the characters and the

development of the story. They felt that the development

of the story was clear, realistic, logical, and believable.

None of these terms is really apprdpriate, but possibly in
the attempt to indicate their‘enjoyment or approval of

the way the plot developed the participants automatically
chose the positive term. That they did have some reserva--
tions is suggested by the way the responses are indicated
on the scale:.”l Another possible explanation for this
inappropriate description is that the participants, in
spite of their alleged enjoyment of the plot, were not
really aware of this element at aLl.

Given several opportunities, the members of Group A
were unable to categorize this production according to
‘general type and style. This is more the fault of the
production than the audience, but it is interesting that
the participants did not express any objections sbout the
rather incoherent style of the production.

The responses to the Questionnaire indicate that the
members of-Group A had some reservations about this pro-
duction. Although their general:response is more positive
than negative, it is usually only marginally so. For example,
in one question aboﬁt general reactions to the production

the qualifying "somewhat" is used more often in conjunction
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with the descriptive term than the qualifying "very" - as

in somewhat exciting.

In summary, then, a cdnsiderable number of the group
was irritated by the acting, though the acting was the aspect
of the staging they most enjoyed; they were unable to
describe costumés and scenery appropriately, although they
liked these aspects at least moderately and felt they were
appropriate to the play. They were unable to decide on thev
general style of the production, bﬁt did not seem disturbed
by its unintentional lack of coherence, and they were unable
to describe the development of the plot appropriately. Most
were bored at some point and only half felt the play had

been interpreted properly. 1In spite of all this they felt

it had been a successful production.

It is possible that because the members of Group A
went to the production expecting to enjoy themselves, because
on the whole their expectations about the nature of the play
had been met (revealed by study) and because going to the
theatre is a social event, they felt that it was inappropriate
to comment adversely. It is possible that they ignored
their own personal reservations and decided it must have

been a good and worthwhile production.
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The Reactions of Group B to Tango

On the whole, the response of Group B to Tango was
very close to that of Group A, but there are some interest-
ing differences. Like the members of Group A, Group B felt

that the production was a successful one, and they indicated

that they would like to see more productions of this kind.
They felt that the standard of the production was good,

but not good to excellent (which was the evaluation of

Group A).
Group B, like Group A, felt the play was mainly

serious and made a meaningful statement about the real world,

but}unlike Group A, who felt the play was social, they
were unable as a group to say what £he main concern of the
play'was. This is in spite of the fact that, like Group A,
they had expected the main concern to be social. Unlike

Group A, Group B did not think that the development of the

plot was realistic, clear, or believable. However, like

Group A, they did find it involving, more entertaining than

tedious, and more logical than illogical. Group B, like -
. Group A, found the play realistic, though Group B had

expected it to be unrealistic.

Group B, like Group A, was unable to describe the
acting style, and the majority of Group B, compared to fewer
than half of Group A, were irritated by physical and vocal

mannerisms of various actors. However, the acting was the
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aspect of the production which the members of both groups
most enjoyed. The characters most enjoyed by the members
of Group A were those which they felt had been most well
acted. This is not entirely true of Group B, and there is
a definite suggestion that the members of Group B do make
some slight distinction between character and actor.32

Although the members of Group B seemed to have no
definite expectations as a group about the staging of the
play, their responses to these gquestions were the same as the
responses of Group A, who did have definite expectations
about the costumes and scenery. This would seem to suggest
that while expectations about costumes and scenery are ah
index to the overall expectations of the production, the
enjoyment or approval of tﬁese aspects is not dependent on
the fulfillment of expectations. Group B, apparently went
to the production with fairly open minds, ready to accept
whatever was presented.

It is difficult to tell whether the expectations of
Group B were fuifilled or not, since so many responses of
this group to both the Pre- and Posﬁ—Questionnaires were
scattered and divided. Group B indicated that they enjoyed-
the play, though perhaps not so much as Group A did. It is
interesting to note that Group B was on the whole more
critical and objective about'the production than Group A,
and this heightened objectivity'ﬁay be related to the fact

that Group B had fewer rigid eXpectations. The less uniform
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response of Group B to both the Pre-Production and Post-
Production Questionnaires might be an indication that the
pre—-established frame of reférence apparently used by Group A
to evaluate productions is less firmly established in Group B.

With regard to the staging of the production, more
members of the group expected the acting to be natural Eﬂé

lifelike than anything else. They expected the scenery to

be functional, realistic, modern, and symbolic and the

costumes to be realistic, colorful, and modern. These

expectations seem to be consistent with the type of play
they were expecting to see. The aspect of the play they

most expected to enjoy was the interesting individual

characters.

After having seen the production the participants

decided that Tango was a realistic social play, set in the

real world, which made a meaningful statement about life.

They felt it was mainly serious with some comic elements.

The response to the question asking Group B to decide the
style of the production was scaftered, which seems to suggest
that it did not conform to the participants' pre-established
frame of reference. This did not, however, prevent them
from evaluating the standard of production as good.

Although one-third of the group felt the acting could

be described as energetic and flamboyant, the participants'

reactions to the acting style were on the whole too scattered
to indicate any group response. One possible reason for

this diffuse response might have been the lack of consistency
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in the over-all acting style. While it might have been
possible to describe the style of the individual actors,
there was no unity in the acting style of the cast as a

whole. The participants decided that the scenery was

realistic, symbolic, and functional, and that the costumes

were symbolic and functional. Modern and historical would

have been better descriptions of the costumes; and

realistic was not really an appropriate term for the
scenery. (It must be remembered that a box set, such as

the one in this production, will usually make the scenery
seem realistic.) The aspect of the production they most
enjoyed was the acting and the aspects of the play they most

enjoyed were the relationships between the characters and

the development of the story. During the performance the

participants felt amused, inQolved, and interested, and
after it was over they felt disturbed. They felt the
production was successful and tﬁey would like to see more
productions of this kind.

| As far as the intention of the play itself was con-
cerned the expectations of the group were fulfilled. Thaf

is, they were expecting to see a realistic social play,

with some comic elements, which made a meaningful statement

about life, and this is what they felt they had seen. It

is hard to understand why they had felt they had seen a
play of this kind since the actual production did not

really fit this description. It is possible that the
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expectations are so firmly established that the performance
itself is subconsciously interpreted to fit their expectations.
The abstract nature of the descriptioﬁ of the playé intention
would make this adjustment easier than would be possible
with a description of the physical aspects of the production.
Most of the few expectations that were not fulfilled were
indeed those about the staging. The expectations about the
experience the members felt they would have during the
performance, but not after, were also fulfilled.

Since the participants felt the production was a
successful one and since they would like to see more pro-
ductions of this kind, a tentative conclusion might beil
drawn: ' if the expectations about the intention of the play
are fulfilled, even if some of the expectations about the
staging are not fulfilled, the audience is likely to have
a positive response to the production. This positive re-
sponse may also be related to the fact that the participants'
expectations about their own reactions during the performance
were fulfilled.

One point that must be emphaéized is that although
the expectations of the intentions of the play were consistent
with the reactions, they were nbt really appropriate to the

play. Tango is not a realistic social play, but a non-

realistic political allegory} and the political nature of
the play was outlined to a considerable degree in the

program. (It is impossible to know how many - pecple read
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these notes, of course) There are several possible explana-
tions for this group point of view, and it must be remembered
that the production itself emphasized the social aspects
of the play to the detriment of the political aspects.
However, there is still the question of why the group decided
that this was a realistic play. The curious juxtaposition
of hietorical periods expressed by the costumes, the trans-
parent walls of the set, and the bizarre behavior of the
characters alone pointed out that this was not a realistic
play. Possibly the group members equate the term unrealis-
tic with unbelievable or unacceptable, and use it as a
pejorative, rather than a descriptive term. There is.the
further possibility already suggested, that the audience
adjusts its responses to the production to fit its
expectafions.

Finaily, it is possible that the terms provided had
limited meaning for the participants within their frame of
reference. For example, they may not be accustomed to
thinking aboﬁt plays according to the categories in the
questionnaire (ﬁodern comedy, avant garde, etc.) If this
is indeed the case, further work must be done to find

appropriate terms which are meaningful to the participants.
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The Relationship Between the Expectations of the Combined

Group A and B and Their Reactions to Tango

None of the members of Groups A and B combined had
read Tango, or had seen a production of it, although the
majority had heard something about it. However, this lack
of familiarity did not prevent the participants froh formu-
lating some definite expectations about the production,
and it is interesting that in spite of the fact that any
information the participants had about Tango was second-
hand and came from many different sources the responses to
the expectation Questionnaires are again surprisingly
uniform and definite. A possible explanation for this
uniformity is that the available information about the play
triggered off responses that led to the application of
their pre-established frame of reference. ‘That is, they
ali recognized some elements in'theif pre-production in-
formation which signaled the automatic application of the
system or framework of which those elements are an integral
part. Further study might indicate the natufe of this
system and its component elements.

Briefly, the participants expected the standard of
production at the Playhouse to be good and the staging

traditional, although some members felt the staging might

also be experimental or realistic. With regard to specific

expectations about the play itself, they expected to see a
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realistic social play, comic to some degree, set in the

real world which would primarily make a meaningful statement

about life, but which would also be entertaining. In view
of this rather definite outline it is surprising that the
group response as to what type of play this would be (modern

comedy, avant garde, modern serious drama, etc.) is so

scattered, although one quarter of the group felt that it

would be a modern comedy.




FOOTNOTES TO CHAPTER V

28From Transcript of review broadcast on The Bill
Terry Show, C.B.C. Radio, March 1970.

29As has been mentioned, the daily newspapers were
on strike.

3OSee p. 175 question (i) last section.

31See p. 180 gquestion (g).

32See p.180 guestion (f) and p. 181 question (j)
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CHAPTER VI

GROUP RESPONSE TO INSIDE THE GHOST SONATA

Inside the Ghost Sonata - Description of Production

The Dorothy Somerset Studio production of Inside the

Ghost Sonata was an experimental production based on

Strindberg's Ghost Sonata. The text of the original play

was reduced to three short scenes, which alternated with
phases of what was referred to as a labyrinth. This
labyrinth was basically a simple maze around the outside of
the central area in which the three main, or key, scenes
were played.

The set for the three main scenes was very simple,
consisting of two levels with connecting steps. The furni-
ture was chairs, mirrors, and Hummel's wheelchair. The
main colour was dark gray. Thé set was éustere and non-
realistic and effectively created a believable locale for
the bizarre but restrained development of the action. The
projection of film and slides on the backdrops, the interaction
between live actor and film and the transitions between live
actor and actor on film were important aspects of these scenes.

The acting in the main scenes was, on the whole
believable; relationships were clear, and although the
reasons behind a great deal of the action were obscure,

the individual characters seemed motivated. The acting
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seemed slightly stylized, partly because of the rather
stilted way the speeches were written. This stylization
created a unified effect and contributed to the unreal
quality of the action. Except for the actor playing Hummel,
who is a professional, the cast was composed of student
actors.

The main scenes, then, provided a conventional
theatre experience in that the audience sat down to watch
the essential action of the play unfold on the stage. The
labyrinth provided a contrast to this in that the audience
was expected to participate by moving around. The labyrinth
was a series of small interconnected rooms, areas, cornefs,
and tunnels in which ideas or images from the play and
from the process of production were expressed using actors
and props. Although during the labyrinth phase there were
actors moving among the audience conversing with each other,
there was no direct intéraction between actors and audience.

During the main scenes there was no activity in the
labyrinth, and this area was shut off. There were five
labyrinth phases, alternating with ihe three main scenes,
and the evening opened and closed with a phase of the
labyrinth. Each labyrinth phase was slightly different;
different actors appeared; areas were closed off and new
areas were opgned. During a lébyrinth phase all the units
of that phase were concurrent ahdvcontinuous. This meant

that the audience members were free to find their own route
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around the labyrinth and to spend as much or as little
time as they wished at a particular unit. It should be
mentioned that members of the audience did not have to go
through the labyrinth at all if they did not want to, but
could remain in the main scene area, which at times became
a labyrinth unit.

The labyrinth areas, or units, included miniature
scenes involving actors,tableaux with or without actors,
collections of furniture and props, presentations of films
and slides sometimes with acﬁors, sometimes with dancers,
all of which were intended to express some particular idea
or image arising out of the text of the play. Some of the-
units were inspired not by direct action in the play, but
by references to things which happen outside the action of
the play. For example, Hummel's part in the death of the
Milkmaid, which in the play takes place long before the
action begins, was the basis of one unit; the reference to
the visit to the opera was the basis of another unit.
Incidents included in the complete text of the play, such
as the inaudible conversation between the Dark Lady and the
Aristocrat, which were not included in the abbreviated
scenes, were also the bases for some of the units.

The units, however, were not all based on the play.
Several were intended to give an idea of the process 6f

putting the production together.33
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The purpose of the labyrinth was to explore and
express some of the images suggested by the play and out-
lined in the main scenes, using all available media.

The performance opened with a labyrinth phase before

the beginning of the first scene. The audience was encouraged

out of the labyrinth and into the central area by dimming
the lights in the labyrinth and by actor movement. At the
end of each scene the action in the main area ceased,

the doors to the labyrinth were opened and the lights were
raised in the labyrinth area. Soﬁnd and a taped voice
were also used to signal the beginning and end of each
phase.

The costumes for the production were based on late
nineteenth-century dress, severalAin.varying stages of
decay. The Mummy's costume was composed of gauze bandaging
and in order to show her simultaneously as she had been
and as she had become she wore the front and upper part of
the gtatue of herself on her back. The costumes, with the
exception of the Mummy and the Young Lady who wore white,
were gray and black, which contributed to the sombre |
atmosphere.

The response of the majority of people who attended
this production was very favorable. Most people seemed to
enjoy the experience of moving around the labyrinth and
had no difficulty making the transition from the labyrinth’

to the key scenes and back again.
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The Expectations of Group A About Inside the Ghost Sonata

Group A expected the standard of production at the
Dorothy Somerset Studio to be good, and they expected the

type of staging at this theatre to be experimental. This

is perhaps interesting, since the type of play usually
presented at the Studio is not, in fact, particularly
experimental. Howevér, the fact that it is a small univer-
sity theatre and perhaps the name Studio, which presupposes a
workshop, suggest experimental productions.

| Few members of the group had any familiarity with

the play on which the production Inside the Ghost Sonata.

was based, but the majority had heard something about this
particular production.

| Group A had definite and clearly defined ideas about
the kind of play they were going to see. They felt it would

be a serious psychological play about the inner world of

the mind and they felt it would be unrealistic. The title

of the play Ghost Sonata probably suggested a great deal to

the group, and the title of the production "Inside the

Ghost Sonata" most likely suggested an experimental approach

to the play.

One interesting point is the way the group members
connect the term "unrealistic" with "psychological" and
"inner world of the mind". This might be an indication of

the feeling that nothing subjecﬁive has much validity. How-
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ever, since they were expecting the play to be psychological

and unrealistic, terms which seem to suggest to them that

anything can happen, the membérs of Group A were probably

very receptive to the unusual approach of the production.
Although Group A had no difficulty in describing the

type of play they thought they were going to see, they were

unable to describe the possible aspects of the staging--acting

style, costumes and scenery. All that is revealed is that

half the group felt the scenery might be symbolic and half .

felt the costumes might be symbolic and fanciful. The use

of the word"symbolic "(see above p.73 ) probably indicates
that the group have no clear ideas about the staging,

although they seem .to think it will be experimental.

It is interesting that,although the group expect
the general approach to be experimental, acting is still
the aspect of the production they were expecting to enjoy

most and they were also looking forward to watching the

development of the plot and the interesting characters.
This seems to suggest that Group A are really expecting
the play to run along conventional lines.

Although the group indicate that they expected the

production to provide them with an emotional experience,

during the performance they expected only to be involved

and interested. These two terms by themselves, do not

usually express strong emotional involvement. It is

possible that the group did not seriously consider the
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nature of their possible reaction, but on the other hand
the choices provided in the Questionnaire do not really
~give them much opportunity to express emotional involvement.
After the performance they maintained that they expected
to feel Euzzléd and disturbed, which seems to indicate an
intellectual rather than an emofional experience, and in
this question the list provided did contain some terms which
would at least have suggested an emotional experience.
'This leads to the tentative conclusion that the
members of the group are not really expecting an experience

which would actually involve their emotional response.

The Expectations of Group B About

Inside the Ghost Sonata

In general, the expectations of Group B about Inside

the Ghost Sonata were very similar to those of Group A. Like

Group A, Group B expected to see a serious psychological

play about the inner world of the mind which primarily pro-

vided an emotional experience. The members of Group B

expected the standard of production at the Studio to be
good and the probable style of production at this theatre

to be experimental.

One interesting difference emerges, however, and that
is that although only two members of Group B (compared to

the majority of Group A) had heard anything about this
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particular production, the members of Group B had slightly
more definite ideas about the possible staging of the
production. Group B's expectation of the acting style was
also less scattered--half of this group felt the acting

would be powerful and passionate. It is difficult to

understand what this expectation is based on, unless there
is a connection in the minds of the participants between

serious, psychological emotional experience and a powerful

and passionate style of acting. Possibly this expectation

is related to the feeling that the production will be

unrealistic, rather than realistic.

Further examples of Group B's more uniform responses
are that the majority of Group B felt the scenery would be

symbolic, and half felt it would also be functional. The

majority of Group B felt the costimes would be symbolic,

and half felt they would also be realistic and functional.

These terms are not very descripti&e. However, judging
frbm the way the résponses of Group A and B to these
questions aré scattered, there ié some suggestion that more
members of Group B made an attempt ﬁo describe possible
costumes and scenery than did the members of Group A.34

It is difficult to say whether or not there is
really any significance in the difference in expectations
of Groups A and B about the staging. Although this

difference is quite slight, the.ékpectations of Group B

about acting, costumes and scenery are more uniform than
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those of either Group A or Group C. The majority of Groups
A and C had heard something about this particular production,
while only two members of Groﬁp B had any advance information,
so it is possible that this greater pre-production informa-
tion had some effect on the members of Groups A and C.

The only other difference in the expectations of
Groups A and B is that while Group A felt they would be
puzzled and disturbed when the performance was over, Group
B's response was too scattered to indicate any trend:
Possibly, the use of the terms puzzled and disturbed indicates
the expectation of some kind of mental involvement, and this
response may possibly be a reflection of a more consciously
intellectual outlook on the part of Group A. This attitude

would be in keeping with the profile of Group A (See above

pp. 38-40),

The Expectations of Group C About

AN

Inside the Ghost Sonata

The expectations of Group C about Inside the Ghost

Sonata were very similar to those of Groups A and B. It
has already been mentioned that Group C's expectations
about acting, costumes, and scenery are closer to those of
Group A than Group B. This has been tentatively attributed
to the fact that Gfoup c, like Group A, had greater pre-

performance information than Group B.
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It is interesting that almost all Group C used the
term symbolic to expfess their expectations about costumes
and scenery, while only half of Group A who had seen two
previous productions and had used this term frequently in
their descripﬁions of these productions, used symbolic

after having seen Inside the Ghost Sonata. Perhaps this

term was beginning to seem inadequate to the members‘of
Group A. Group B, however, used symbolic almost as much as
Group C.

While both Groups A and B anticipated enjoyment of

the development of the plot, as well as enjoyment of the

characters, Group C shpwed very little interest in the
former aspect. This greater interest in plot on the part
of Groups A and B may be a direct'result of having seen one
or more previous productions recently.
The expectations of Group C, who had noﬁ seen either
of the two previous productions'were similar to those of
Groups A and B. The experience of having seen one or both
of the previous productions did not seem to héve a discernible
influence on the expectations of Groups A and B about Inéide

the Ghost Sonata. An important point to keep in mind 1is

that since Group C's expectations were the same as those
of the other two Groups, Group C was obviously thinking in
the same general terms as these groups before they saw

the production. This is significant because after the
performance Group C's responses are quite different from

those of Groups A and B.
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The Reactions of Group A to

Inside the Ghost Sonata

The members of Group A indicated that they felt the

production Inside the Ghost Sonata had been very worth

seeing and that the general standard had been good to

excellent. They felt the production had been successful,

that it had been original, exciting and artistic, and they.

indicated that they would like to see more of the same
type of production. A further indication that the members
of this group probably enjoyed themselves is that only two

people were occasionally bored during the performance. This

is a considerable drop in the number of people in this group
who were bored by the two previous productions. (Six

members of Group A were at least occasionally bored by As

You Like It and seven were at least occasionally bored by

Tango.)

The Group felt the play itself was sad and pessimistic.

However, they felt it was only somewhat moving and only two .

people felt depressed after the performance was over. Further-
more, judging from the enthusiastig Way they moved about the
labyrinth, and from the fact thét they were not really
interested in the two most obviously pathetic characters
(the Student and the Young Lady) these feelings of sadness
and pessimism did not affect the participants deeply.

Perhaps the method of productioh created a more objective

-----
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point of view for the audience, so that while they were
intellectually aware that the play was sad and pessimistic
this knowledge dia not affectAthem emotionally.

The two characters in the main scénes most enjoyed
by the participants were Hummel and the Mummy. The grotesque
appearance of these two characters may have been a factor
in their appeal. It is interesting that only half of the
group responded to the Student, and very few responded to
the Young Lady; Possibly the various "alienating" effects
of both the play and the production prevented the audience
from suspending disbelief as far as these characters were
concerned.

The aspect of the staging of the main scenes which
" Group A most enjoyed was the'acting, followed by costumes
and scenery. Only two members of the group found the use
of film and slides more interesting than the other aspects
of production, suggesting that the majority of the group
were not greatly affected by the film and slides and did
not find that they added significantly to the experience.
Although the participants seem to accept the general ex-
perimental nature of the production, they apparently filter
out certain aspects and respond mainly to those they would
find in a conventional production.

Group A evaluated the aéting as somewhat professional

and somewhat good. This suggests that they were not entirelY-

satisfied with the acting. Perhaps the unconventional

nature of the production did not give the audience the
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experience that the acting in a more conventional production
does. However, only two members of this group mentioned
vocal or physical mannerisms of the actors that they felt
were inappropriate. This is considerably fewer than were
irritated by éctors' mannerisms.during either Tango (6
people) or As You Like It (3 people) so that although the
majority of the Group were not entirely satisfied with the
acting, they were unable to identify what they felt was
wrong with it, which is perhaps significant.

The Group chose the actors playing Hummel and the

Mummy as the two best, and it will be recalled that these
were also the characters that the Group enjoyed most. Though
half of the Group felt the Studenp was one of the most in-
teresting characters, the majority felt that the actor was
not so good as the rest of the performers. This is the first
sligh£ indication that Group A makes any distinction between
actor and character. It is also possible that continuous
exposure to the Questionnaires is a factor in this response.

| As far as the actiﬁg style was concerned, the members

of Group A were divided in thinking that it was elegant and

stylized and stilted and unnatural. Those who felt it was

stilted and unnatural did not seem to be bothered by this

or feel it was inappropriate, since none of the group felt
the acting was poor. In the same way they did not feel

that the development of the plot was either clear, believable

or logical but this did not prevent them from finding it

involving, another point which may be significant.
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Group A liked the costumes very much and felt they
were appropriate to the play. The favorite costumes were
those of Hummel and the Mummy, although many of the other
costumes were as effective. However, the participants do
not seem to be able to dissociate actor, character and
costume, and throughout the study seemed to choose the best
costume according to how good they felt the actor wearing
it was. Since they do not seem to be very aware visually
of costumes and scenery it may be that they can only remember
the costumes of those actors who made an impression on them.
Another possibility is that they chose the best costumes
according to how well the costume helped the actor expreés
the character.

The majority of the Group enjoyed both the labyrinth
and the main scenes and felt that the labyrinth added very
much to their understanding of the play. Only half of the
Group, however, felt that the play'had.been interpreted
properly. The other half did not know. They were not
bothered by having to move around the labyrinth and seemed
in fact to enjoy the experience very much. Probably‘the
facts that it was quickly established that the labyrinth
was not threatening and that the aggressive elements which
are often present in productions involving audience
participation were absent contfibuted to putting the
audience at ease. :

The aspect of the labyrihth Group A enjoyed most

was the scenery,followed by the costumes. Although they
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felt intrigued, shocked, and involved by the experience of

meeting the actors, the acting was not the aspect in which
they were most interested. This is in contrast to their
considerable interest in any acting which has taken place
on a stage and it is possible that they did not really feel
the actors in the labyrinth were acting, since their activity
was often apparently unstructured. A tentative conclusion
might be that the participants do not really accept any
activities of actors as acting unless they take place in
some clearly defined, static stage area. Furthermore there
is some suggestion that when the participants concentrate
less on the acting they become more visually aware of the
other aspects of staging. They were, for example, much
more clear about which labyrinth units they liked than they
were about the details of the scenery in the main scene
area. The central area was essentially quite bare, but the
participants seemed to have some difficulty in remembering
even this point.

It would appear thét as soon as the Group members
got away from the conventional stage area they had less
uniform and more individualistic responses, an interesting
and significant point. The Groﬁp response to which actors
in the labyrinth they liked best was very scattered, as was

their response to which labyrinth unit‘they liked best.

This is possibly because they are not judging the aspects
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of the labyrinth according to their own ideas of what a
play should be like. It must be remembered that the
participants moved freely through the labyrinth taking their
own time and not all of them necessarily saw all of the
units. |

Although the responses to the 1labyrinth units were
very scattered, almost all of Group A liked the Cook's
Kitchen. This is perhaps because this unit was among those
which were most recognizably like a play in that an activity
was going on which the audience could stand back from and
watch in a group. Also the unit was set in what was actually
a miniature box set with definite boundaries established
by the actors and by the walls of the set. This was, in
other words, one of the most conyentional units and as such
was perhaps recognized and appreciated by the audience
menmbers.

The slightly shocking effect of the use of real raw
liver (with its accompanying smell), real porridge and real
vegetables and the grotesque appearaﬁce of the Cook were
probably even greater factors in the appeal of this unit;
Perhaps the use of real food made the Cook's Kitchen seem
more immediate and dynamic than the other units, although
the action in this unit was not particularly interesting
in itself.

In sﬁmmary, then, Group A, while accepting the general

experimental nature of the production, seemed to select and
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respond to those aspects of the main scenes which they feel
would be found in a conventionél production. Furthermore,
they seemed to feel that the labyrinth, on the whole, could
not be included in the category "play".

Apparently as a result of this feeling they were able
to respond to the labyrinth according to their personal
preferences rather than according to what is emerging as

a fairly rigid set of expectations.

The Reactions of Group B To Inside the Ghost Sonata

The response of Group B to Inside the Ghost Sonata

was on the whole very similar to the response of Group A.
However, although Group B enjoyed the production and its
various aspects, they were slightly less enthusiastic than
Group A and it is perhaps significant that more than half
of Group B ‘'were bored at least occésionally.

Group B seemed less conservative in their responses

to the various aspects of play and production of Inside the

Ghost Sonata than Group A. That is,there is some indication

that Group A evaluated the production in terms of the
conventions of traditionél productions while Group B seemed
slightly mere inclined to evaluate the production on its
own terms, rather than according to a pre-established set

of expectations.

/
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One example is that Group A felt the production
primarily provided an emotional experience, while Group B

felt it made a meaningful statement about life. It is

possible that Group A did not really accept the main scenes
and the labyrinth as complementary aspects of the same
production. Group B, on the other hand, seemed to have no
difficulty making the transition from the main scenes to the
labyrinth and back again. Consequently, Group B accepted
the labyrinth and the main scenes as interdependent parts
of the whole performance. Since the production did have
coherence and unity for Group B they were more able to
extract and respond to some single theme or line of develop-
ment which they interpreted as a meaningful statement about
life. The experience was, then, for Group B, an intellectual
one. However, it‘}s possible that as an intellectual
experience, Group B did not find the production an entirely
satisfying one and thig may account for the slightly less
enthusiastic response and the high proportion who were
occasionally bored.

It will be recalled that Group A tended to be less
responsive to the film and slides in the main scenes than
to the acting, costumes and scenery, elements which would be
found in a traditional production. Group B, on the other
hand, divided their response mainly between the acting and.
the film and slides, which seems to indicate that they are
more inclined to accept a non-conventional approach to

production than the members of Group A.
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In contrast to Group A, who chose Hummel's and the
Mummy 's costumes, the response of Group B to which costumes
they liked best was very scattered. Hummel's costume got
the most concentrated response from the members of Group
B, but this wés still fewer than half the group. It would
appear that Group B doesn't evaluate costumes according to
the same standards as Group A. It seems quite clear, however,
that Group B does make more of a distinction between actor
and costume than Group A.

Although the members of Group A were constantly
trying to classify the production according to a pre-
established frame of reference they were unable to do so.
Consequently they did not try to extract an intellectual
statement from the play and allowed themselves to experience
it emotionally. As an apparent result of this they enjoyed
the production more and were less bored. Group B had less
difficulty accepting the physical framework of the play
and they tried to base their experience on the intellectual
content of the production. Since this was an aspect of
the production that was not emphasized, Group B did not
find the experience so satisfying as Group A and was more

often bored.
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The Reactions of Group C to Inside the Ghost Sonata

When examining the response of Group C to the Inside

the Ghost Sonata Post-Production Questionnaire, it is im-

portant to keep in mind that these participants had not been
to the previous two productions in the study and that this
is the first time they-had answered the Post-Production
Questionnaire.

There is some suggestion that since the members of
Group C had not had these immediately previous experiences
of one or two very traditional productions, they were

evaluating Inside the Ghost Sonata less according to the -

standards of conventional theatre. That is, Group C is
less inclined to think of the prodﬁction as a "play". For
one thing, the responses of Group C tend to be more scattered
than those of Groups A and B. This seems to indicate that
their responses are more a result of individual preference
than a result of an established frame of reference appiied
to theatre.

While the members of Groups A and B felt the pro-

duction was unrealistic, as many as half of Group C felt

that it was realistic. It is possible that Groups A and

B regarded this production as unrealistic in comparison

with As You Like It and Tango, or as unrealistic in

comparison with life. Those members of Group C who felt

it was realistic were possibly ndt making a clear distinction
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between the production and life. Since they had not seen
the two previous productions which established the conven-
tions of a play, they possibly did not think of this pro-
duction as a "play", but as an experience which was included
in, not separate from, their lives. In this way it was
realistic, not uhrealistic, to them.

This possible acceptance of the reality of the exper-

ience may have something to do with the high proportion (though

fewer than half)»of Group C who felt uncomfortable aboutv
moving about the labyrinth in comparison with very few in
Groups A and B. Since, possibly, the experience was more
"real" to some of Group C they might have felt that it made
more demands on them personally. That is, they did not
feel protected by the conventions of the theatre which give
the audience anonymity. Groups A and B, on the other hand,
regarded the production as a play and themselves as audience.
As individuals they felt protected by this identity with
the group and by what they saw (by selecting those aspects
which would be found in a conventional production and
responding accordingly) as the fairly predictable, and
therefore safe, framework of the play.

Very few Group C members responded to the Cook's
Kitchen labyrinth unit, in comparison with the large majority
of Groups A and B. Since Group C seemed to find the entire

experience more real than theatrical, the introduction in
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this unit of the real food perhaps had less impact for them
than for the members of the previous groups, who were
possibly responding to the contrast between the real props
of this unit and.the artificiality of the other units.

Group C described the scenery as austere and szmbolic

and the costumes as historical and sxmbolic. These are

more appropriate terms than those chosen by Groups A and B.35

There is some suggestion that the members of Groups A and B
take costumes and scenery very much for granted within the
framework of a play, but since sohe members of Group C did
not seem to regard this procduction as a "play" they did not
automatically ignore the costumes and scenery to the same
extent and so were able to describe them a little more
accurately.

With regard to the acting in the main scenes,.more
members of Group C than of Group A or B noticed physical
or vocal mannerisms on the part of the actors which irritated
them. This suggests that the members of Group C are not
making the automatic allowances for the acting made by
Groups A and B within the frame of reference of a "play"..

With regard to the main scenes, the same number in
Group C as in Group A and B said that acting was the aspect
in which they were most interested. This was still fewer
than half the Group. However, more members of Group C than

of either Groups A or B gave film and slides as the aspect
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they most enjoyed. An interesting point is that signifi-
cantly more students than non-students in Group C enjoyed
the film and slides and more non-students than students in
this group enjoyed the acting more than any other aspect.
Apparently the non-students in this group are more inclined
than the students to refer to the conventions of the theatre
when assimilating a performance. There is no significant
corresponding split between non-students and students in
either of the other two groups.

It has been mentioned in the discussion of Group A's

response to Inside the Ghost Sonata that as soon as these
participants were away from the main scene area (or conven-
tional stage area) their response became less uniform and
more individualistic. It was suggested that this was because
they were not evaluating the labyrinth according to an
established frame of reference which they use to deal with
the theatre. This apparent tendency to respond in a more
personal,'less standardized way seems to be more fully
developed in the responses of Group C, who do not seem to
be evaluating any part of the production according to the
standards of conventional theatre.f.v

There seems to be a difference in the response of -

those who went to Inside the Ghost Sonata without having

seen one or both of the previous productions, compared to
the response of those who had seénfone or both of the

previous productions. Groups -A- and B seemed
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to impose a frame of reference on Inside the Ghost Sonata

which possibly had been established or reinforced by their
immediately previous play experience. Group C, on the
other hand, had ﬁot perhaps had their frame of reference
regarding theatre recently reinforced and therefore did not
so constantly try to fit the production into this frame of

reference.

The Relationship Between the Expectations of the

Combined Group A, B and C and Their

Reactions to Inside the Ghost Sonata

The Group of thirty-six as a whole expected that Inside

the Ghost Sonata would be a serious psychological play about

the inner world of the mind which would provide an emotional

experience. They expected the standard to be good, the

style experimental and the production unrealistic rather

than realistic. Since over half of this Group had heard
something about this production it is perhaps not surprising
that their expectations were so appropriate.

With only one exception these expectations wefe
fulfilled. While the Group expected the production primarily

to provide an emotional experience they decided after having

seen it that it actually made a meaningful statement about

life. It is possible that the participants made a deliberate

effort to interpret the development of the action according
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to an intellectual scheme. This intellectual approach
perhaps justified the production for them and made the
experience worthwhile, while a similar type of production

which mainly provided an emotional experience might not get

a positive response from this Group.
As far as the actual staging of the play was concerned
the Group expected both scenery and costumes to be symbolic

and fanciful. The terms austere and functional were also

chosen by a number of the Group and the terms minimal to
describe the scenery and muted to describe costumes were
also chosen. The Groups' expectations about the acting
were scattered, although twelve of the thirty-six expected

it to be powerful and passionate.

These expectations about the staging can be explained
in several different ways. The first is that they are a
direct result of what the participants had heard about the

production. The second possibility, supported by the

uniformity of the response which suggests some pre-established

frame of reference, is that the participants have described
the staging of what is, to them, the ideal or normative
experimental production. The third possibility is that
their response is a result of the combination of having
heard about the production and their own ideas about
experimental plays.

The Groug% expectations about staging as far as

costumes and scenery were concerned were fulfilled to a
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considerable extent, although after having seen the costumes

historical and realistic were added to the description of

the costumes, and there are several other slight variations
which can be seen by examining the results themselves. It
should be pointed out that neither sxmbolic nor fanciful
were éppropriate terms for the scenery in the key scene
area, yet these are the terms chosen by most of the Group .
to describe it. This further supports the suggestion that
the participants are not really sensitive to all the visual
aspects of a production. The continual use of symbolic to
describe things that are not symbolic is possibly further
evidence of Ehé abparent inclination on the éart of the Group
members to find an intellectual explanatioh for as many
aspects of the theatre as possible.. On the other hand, it
may simply indicate that the participants have no idea how
costumes and scenery should be described, but they feel
they should make an attempt to describe these aspects anyway.
Possibly too, the participants simply cannot remember these
aspects of staging clearly enough to describe them.

The Groups' expectations aboﬁt the acting were
scattered, although twelve of the thirty-six expected that

it would be powerful and passionate. After having seen the

production the participants were divided between thinking

the acting was stilted and uhnétural and elegant and stylized,

though possibly these two factions were responding to the

same quality in the acting. The majority of the Group felt
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the acting was somewhat good and somewhat professional and

while this is a positivé rather than a negative response
it does not seem to be very énthusiastic and may or may not
be connected with the fact that individual expectations
about the acting were unfulfilled. |

The aspect of the production the Group expected to be
most interested in was the acting, followed by the scenery,
and the aspect of the play they were most anticipating was

the relationships between the characters. After having seen

the production they found that in the main scenes the film
and slides engaged their interest most, giving the acting
secondafy importance, and in the labyrinth the scenery was
the most interesting aspeét. This is a fairly natural
response,since these were the most arresting aspects of the
production. However, it is possible that if the participants
really had been following the development of a meaningful
statement about life they might have been more interested
in the acting in both main scenes and labyrinth. Only
further study could determine whether or not this is a
valid suggestion.

An interesting point about the labyrinth is that
although the response to the question asking which units
the participants most enjoyed was scatterea, those units
which included actors who had appeared in the main scenes

got more response than the purely static units or those
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which included actors who did not appear in the main scenes.
This suggests again that the element of recognition is an
important aspect of audience enjoyment. Apparently the
participants respond most to the elements of the production
which can be felated directly to the plot and characters
and which perhaps elucidate them to a certain extent. It
also suggests that the participants were trying to fit the
labyrinth info a coherent, meaningful, scheme. This is a
natural approach, but it is a more intellectual than
spontaneous response. The majority response to the Cook's
Kitchen has already been discussed.

Although the participants expeCted to enjoy the
relationships between the characters, they actually responded
more to the characters as interesting individuals. Since
the main aspect of the play is dependent on the relationships
between the characters the question arises as to whether the
participants really did get a meaningful statement from
the play.

During the production the Group expected to feel in-

volved and interested, and at least one quarter of the

Group expected to be amused and enlightened. Afterwards

they felt they would be puzzled and disturbed, while one

quarter expected to feel fatigued and enlightened. It is

interesting that there were so few who expected to be

enlightened and this supports their expectation that the
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production would provide an emotional experience. The
Group's expectations of the way they would feel during and
after the performance were realized.

On the whole, the participants enjoyed the production
very much, felt it was successful, and would like to see
more productions of this kind. The majority were not at all
bored and not at all uncomfortable when moving about the
labyrinth. They enjoyed the labyrinth and the main scenes
equally and felt the labyrinth added moderately to their
understanding of the play. They did not know, however,
whether or not the play had been interpreted properly.

Several points emerge. The first is that althouéh
the participants maintain that for them the play made a
meaningful statement, there is some question as to whether
they would be able to define what this statement was. In
an attempt to make the experience manageable, and in this
way perhaps less challenging, they'have tried to explain
the actioﬁ in terms of an intellectually coherent statement.
The main argument against the interpretation of the pro-
duction in terms of a meaningful stétement is that there
was no single simple statement inherent in the production.
On the other hand, the participants came prepared to accept
the production in terms of an emotional experience and
were unable to do so. Possibly the interruptions of the
action of the main scenes and the almost festive mood

created by the audience moving about the labyrinth destroyed



115
the continuity of the atmosphere in the production, which
would perhaps have contributed to an emotional experience.
Another possibility is that the participants were prevented
from thinking the production provided an emotional experience
by their underlying belief that this alone would not justify
the production.

A final poin£ is that the participants' main expec-
tations about the play itself, about some of their own
responses and about some aspects of the staging, were fully
realized. Furthermore, they seemed to enjoy the production.
This supports the suggestion that enjoyment and acceptance
of a production are directly related to the fulfillment of
Pre-Production expectations about the play’'s type and

intention.
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FOOTNOTES TO CHAPTER VI

33see p. 201.

345ee p. 197 question (1) and p. 198 guestion (p).

35See p. 197 gquestion (1) and p. 198 question (p).




CONCLUSION

This project was intended to discover and define any
questions about theatre audience response which were in-
dicated by general trends in the collected data. These
questions might be the basis of future work in audience
- research. While some definite trends have emerged, the
small size of the group involved prohibits definite con-
clusions. The two specific pilot questions (the relation—
ships between expectations and reactions and the cumulative
effect of continual attendance on response) were includea
to give the study some direction and form, not in the
expeétation that the results would indicate any final
conclusions.

A major purpose of the study was to see if the method
used was practical and if the results produced by this
method were useful. Using the system described above (see
pp. 3-13 to test a group of thié size and type seems very
practical. Suggestions have been m;de in the chapter on
method (p. 3) for adapting the system developed in the
study to a much larger group. This would involve dividing
an unlimited number of participants into groups of forty,
each group‘being the responsibiiity of a team of two workers.

The use of the series of questionnaires produces adequate
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results, though the possibility of adding personal inter-
views with the participants might be considered. As has
already been suggested, a moré detailed version of the
questionnaires might be useful.

The term "frame of reference" has been continually
used throughout £he study. It is important to define what
this means in this context, to outline the reasons for
believing it exists, and to describe the elements of this
frame of reference as revealed by the study.

When the study was set up, it was not realized how
deeply entrenched and influential this frame of reference
was. HoweVer, as the study progressed, a number of attitudes
or fixed ideas which seem to have a direct and consistent
influence on the participants' reactions to the various
aspects of the plays and productions began to emerge. That
is, these ideas seem to have coalesced into a system, or
frame of reférence, to which the participants refer when
evaluating a play or production. This frame of reference,
which does not always coincide with their personal prefer-
ences and spontaneous responses, comes between the production
and the audience. They seem to evaluate a production accord-
ing to the extent to which it conforms to the frame of
reference.

Among the points which support the idea of the exis-
tence of this widespread frame of reference are the

uniformity of response; the similarity between expectation
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and reaction questionnaires (which suggests a constant
common to the entire group); and the fact that the responses
remain uniform even when inaccurate or innappropriate,
which suggests that the facts of the production are inter-
preted to fit.the frame of reference. Further support
for this idea is the continual reappearance of certain
attitudes (outlined below) throughout the study which seemed
to indicate a:point of view common to all the participants.
Finally the comparison of the response of Groups A and B
with that of Group C seemed to highlight the frame of
reference, in that Group C's more scattered, individualistic
response probably indicated a direct reaction to the
production rather than a reaction according to the frame of
reference.

- The frame of reference itself seems to be based on a
knowledge of the conventions of a very traditional type of
production. The details have not emerged from this study,
but those attitudes which seem to be an inherent element of
the frame of reference are discussed below.

In the first place, according to the frame of refer-
ence, a play should present a clearly defined idea. Further-
more, the production must make these ideas, and any action
and motivation, clear, as the participants seem to prefer
a production which does not demand that they exert themselves
mehtally. A production must be a Worthwhile experience;

If it is not an amusing and entertaining comedy it should
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present (fairly clearly) a meaningful intellectual statement
about life. Related to this is the attitude that a play
needs some justification for its performance; it should
fulfill some function. The action is not complete in itself
(as it is to a great extent, in some forms of dance, for
example). The underlying belief that the production must
fulfill a worthwhile: function is related to the apparent
principle that time spent in a given activity must give a
positive broportionate return. This is so important to the
participénts that, rather than admit their time has been
wasted, they will rate a production good or excellent and
maintain they enjoyed it in spite of apparent personal
reservations.

While a play should be either entertaining and/or

make a meaningful statement about life, it should,at the

same time, provide the audience with an emotional experience.

However, there is some indication that they like to keep
the action at a mentally‘and emotionally comfortable dis-
tance.

According to the frame of reférence, a production
takes place in a clearly defined area with boundaries
recognized by the actors, and defined, usually by walls.
The trend is to regard the theatre as primarily a showcase
for actors. Intellectual cohteht ﬁay justify the production,
but it is really the actors who'make it enjoyable. Con-

versely, an activity of an actor is considered acting only
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when it takes place within the clearly defined boundaries
of the stage.'

The belief seems to be.that individual performances
are complete in themselves regardless of whether or not
the actor has contributed to the expression of the play's
central concept, the establishment of relationships, the
development of the plot, or the mood of the production when
these things are demanded by the play. 2an automatic allow-
ance is made by the participants for actors and the tendency
is to disregard irritating inappropriate vocal or physical
mannerisms when evaluating the standard of the acting. There
is a Fendency to make little or no distinction between
character and actor and a tendency (usually, but not always
justified) to believe that the best actors are the ones
with the biggest parts. The participants may be assuming
that if the character is more interesting or important,
tﬂe acting is better.

Within the contéxt of the frame of reference, the
participants are apparently able to focus only on one aspect
of the production at a time, and this aspect is usually
the acting. Costumes and scenery are taken very much for
~granted, and to a great extent ignored. This patterﬁ of
reaction can be broken by the introduction of an unconven-
tional technique such as the use of film and slides, but
there is some evidence that where the frame of reference

is firmly established, the unconventional technique will
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have less impact and the participants will be less distracted
from the acting than will the members of a group in which
the frame of reference is not so firmly established.

Throughout the study, when asked to name the most
effective cosﬁume, the participants consistently chose those
worn by the actors who they felt had given the best
performances, although these costumes were often not the
most effective or attractive by other criteria. One possible
reason for this is that they did not notice the costumes
to the extent that they could remémber them clearly enough
to make a decision. However, it should be kept in mind
that it is more difficult for a member of the audience to
separate actor from costume than it is to separate actor
or costume from scenery.

As soon as the participants moved away from the
conventional stage area and into one in which the actors
were not the focal point, they éeemed to become more
visﬁally aware of the staging. The suggestion is that the
use of conventional staging may in some way inhibit their
visual response.

In spite of this apparent lack of awareness of even
the basic outlines of the staging, shown throughout the
study by the recurrent inability to describe it appropriately,
there is an underlying demand for technical proficiency.
Since all these productions were technically proficient it

is impossible to imagine with any certainty how the partici-
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pants would respond to poorly executed staging. It would
be interesting to know if the tendency not to allow poor
acting to interfere with their enjoyment would show'up in
their attitude to staging. This demand that the staging
be technically proficient is a further reflection of the
attitude that time spent at the theatre is an investment
that should give a worthwhile return. The demand for
technical proficiency in combination with a tolerance of
poor acting may be related to the participants' experience
of television and movies which often involve poor acting
but have a high degree of technical proficiency.

The apparent disinterest in costumes and scenery
suggests that the participants are unaware how much these
elements contribute to the mood and atmosphere of the play.
It is possible that they believe mood and atmosphere are
dependent only on the actors. '

One important point is that there is some evidence
that the specifications of the frame of reference do not
always coincide with the personal preferences of the
participants. This suggests that tﬁey are registering
approval of productions that really have little impact on
them in terms of entertainment or enlightenment. A possible
implication is that they are'supporting the perpetuation
of a type of theatre that has ﬁo significance for them
other than the fact that they réCOgnize in it the

repitition of a familiar form.:-
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These, then, are some of the attitudes which seem to
constitute the frame of reference apparently used by the
participants to evaluate and assimilate a production. The
disturbing aspect of this frame of reference is the
suggestion that if a production fulfils the requirements
outlined above, the audience will approve the production,
whether or not as individuals they really enjoyed or
responded to it emotionally, intellectually or in any other
way. This suggests that they might support, approve and
recommend poor, as well as good productions, since they are
unable to make a distinction between what is good and what
is not. The frame of reference, then, seems to inhibit to-
some extent critical and objective response. Consequently,
the standards of the participants are not very high and it
is possible that they will accept only fair theatre as
excellent theatre. They are encouraged in this by the
tendency of local theatres (and perhaps theatres everywhere)
to present productions which try to conform to audiénce,
rather than artistic, standards.

There is some indication that the group which has
the most experience of theatre, and thch has the apparently
most committed and serious attitude to theatre (that is,
Group A), is the group which relies most heavily on the
frame of reference. This suggests that greater exposure

to theatre merely reinforces the pre-established frame of
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reference, rather than developing critical awareness.
However, as has been mentioned above, there is some
indication of increased critical awareness resulting from
cumulative exposure to a combination of the productions
and the guestionnaires.

There is éome suggestion that if the production does
not fulfil the established requirements of the frame of
reference, the participants will not accept it as a'"play".
This does not mean that they willvnot enjoy and approve
such a non-conventional presentation, but it is possible
that the experience would have little effect on their genéral
attitude to theatre. |

There are sevefal general trends in attitude which,
while they do not seem to fit into the frame of reference,
consistently recur and seem to have an influence on the
participants' response. First of all, there is a tendency
to accept the authority of the production. That is, if the
production is actually going on, they feel it must be good.
This is related to a tendency of the participants to igno;e
their own personal. reservations while maintaining the belief,
which justifies their presence at the theatre, that the
production is worthwhile.  There is a natural preference
for being comfortable, rather than uncomfortaeble, for which
the participants seem prepared to sacrifice meaning. On
the other hand, there is an automatic acceptance of some

boredom during a performance as an integral part of the
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theatre experience. This does not seem to affect their
overall enjoyment, nor do the participants seem annoyed when
they cannot hear all the actors, but again tend to accept
this.

Testing the participants' expectations was not so
difficult as had been anticipated. It is perhaps significant
that they had few reservations about defining the type of
production they were going to see and their own possible
responses to it. It seems probable that the presentation
of the Pre-Production Questionnaire was a factor in this.

It was stated in the Questionnaire .. As a regular theatre-
goer you probably have some idea of the way you are likeiy
to respond to (the play). . . . Whether or not you have
read or seen the play previously try to answer the gquestions
by imagining what your response is likely to be." The
statement acknowledges the validity of the participant's
opinion (since he is a regular theatre goer) and deals with
the problem of his probable unfamiliarity with the play in
question. The use of the terms "probably" "some idea"
"likely" were intended to free the pérticipant from the fear
that his answers would be wrong if his expectaﬁions proved
to bé unfulfilled. The phrase ". . . try to answer . . .

by imagining . . ..your response. . . ." gives the participant
even more freedom when dealihg with what is after all a
somewhat abstract problem.

1

With regard to the relationship between the participants

expectations about a production and their reactions to it,
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the main trends can be summarised briefly. In the case of
each production within the study, the expectations about
the play's type and intentioﬁ were fulfilled to a consider-
able extent and the participants maintained that they enjoyed
the prodﬁction. This suggests that there is a possible
connection between the fulfilment of these expectations
about type and intention of play andAthe enjoyment and
approval of the production itself. However, although the
expectations about the staging seem to be an index to the
overall expectations of the production (that is, they give
some indication of the general type of play the participants
are expecting), the enjoyment or approval of the performance
does not seem dependent on the fulfilment of these particular
expectations. Another factor in the participants' approval
of the production seems to be the fulfilment of their
expectations about their own personal response during the
performance (that is, whether they expect to feel amused,
bored, enlightened, etc., while the play is taking place).
However, the fact that their expectations about the way
they will feel after the performance is over are not ful-
filled does not seem to have a detrimental effect on their
enjoyment or approval.

There is some.suggestion that when the expectations
about a play's type and intention are clearly defined and
firmly established, the audience will subconsciously
interpret. the facts of the performance to fit these expec-

tations. The comparatively abstract nature of the description
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of the play's type and intention would make this adjustment
an easy one. Throughout the study the expectations which
were not fulfilled were invariably those about the staging,
the concrete facts of which it would be more difficult to
distort unconéciously in order to fit the expectations. It
must be pointed out that it would also be more difficult
for the participants to have precise expectations about
the staging. For this reason the questions which asked
about expectations of costumes and scenery were phrased in
generél rather than specific terms.

In cases in which a groups' expectations about a-
production were less uniform and more individualistic,
the reactions to the production were more critical and more
objective. This suggests that in these cases the partici-
pants were less influenced by the frame of.reference, which,
in combination with the pre—production information, possibly
created the expectations. More important, perhaps, 1is
the indication that the frame of reference may inhibit a
critical and objective response.

It is possible that in general the expectations abbut
a pérticular production are a result of the combination of
pre-play information and a knowledge of the conventions of
the theatre, the memory of which is triggered by this pre-
play information. There is some suggestion that in the case
of at least one production (Taqgo) the expectations about

the play's type and intention were created exclusively by
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those who produced the play (since they were the only source
of pre-play information) and so were, of course, more likely
to be fulfilled. This has disturbing implications, among
them the suggestion of the possibility of manipulating and
controlling audience response in the same way that commercial
film advertising attempts to control and direct the response
of the film audience.

The next major question which should be discussed
is the cumulative effect on expectations and reactions of
having seen one or more previous procuctions.

There is some evidence that seeing one or more pro-
ductions has an effect on the expectations about a subseéuent
production, in that there seems to be an increased antici-
pation about the enjoyment of the plot. A significant number
of Group A and B members anticipated enjoyment of the

development of the plot of Inside the Ghost Sonata, while

none of the members of Group C (whd had not seen an immediately
previous production) indicated much interest in this element.
Further, Group A's anticipated iﬁterest in plot incréaées
after each production; Group B's anticipated interest in
plot also increases, though to a lesser degree. Apart from
this, the participants' expectations do no£ seem to be
noticeably influenced by the experience of seeing an
immediately pfevious production;

The next question is whe#her the experience of seeing

one or more productions seemed to have a direct or indirect
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effect on the reactions of the participants to a subsequent |
production.

There is definitely a difference in the response of
Groups A and B to Tango. However, it is difficult to know
if this is because Group A had recently seen and enjoyed

As You Like It, while CGroup B had not, or if it is because

of differences inherent in each group. The members of Group
B were noticeably more critical and objective in their evalu-
ation of Tango than the members of Group A. The suggestion

is that Group A's enjoyment and approval of As You Like It

may in some way have predisposed them to be less critical in
their evaluation of Tango. Factors which must be taken
into consideration, however, are Group A's wider range of
theatre experience, and the fact that they are the group
which most closely adheres to a pre-established frame of
reference.

The experience of having seen one or both of the
'previous productions did seem to have a direct effect on

the responses of Groups A and B to Inside the Ghost Sonata.

While Group B's response is again more critical and objective
than that of Group A, both groups' responses are generally
similar and both seem to reflect a fairly conventional
attitude towards the theatre. 1In contrast to the responses

of Groups A and B, which were very uniform, the responses

of Group C to Inside the Ghost Sonata were considerably more
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scattered. The members of Group C seemed more inclined to
respond according to their own personal preferences,
rather than according to the standards of the pre-established
frame of reference, which is apparently the greatest influence
in the résponée of Groups A and B.

It is possible that because the two previous pro-
ductions adhered to the conventions of traditional theatre
and because the frame of reference of Groups A and B was
apparently reinforced by exposure to these productions, they

tried to evaluate Inside the Ghost Sonata according to the

terms of these conventions. Although there is some dis-
similarity in the make-up of the three groups, Group C had
sufficient knowledge and experience of the theatre to be
familiar with these conventions. That this is the case is
indicated by the similarity of Group C's expectations to
those of the other two groups, expectations which are partly
based on a knowledge of the con&entions of traditional
theatre.

The suggestion is, then, that sinée éroup C did not

see a production just previous to Inside the Ghost Sonata,

and since the production itself was a departure from the
conventional approach to theatre, Group C did not recognize
the production as being a play as defined by the terms of
the frame of reference and did not evaluate it accordingly.
Conversely; the suggestion is that if Group C had recently

seen a conventional production, their response might have
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been closer to that of Groups A and B.

Apart from the apparent reinforcement of the
established frame of reference, the only other evidence of
the cumulative effect of continuous exposure to both pro-
ductions and questionnaires is that by the time they had

seen Inside the Ghost Sonata, some members of Groups A and

B were beginning to make a distinction between character
and actor. Otherwise there were no apparent changes in the
basic outlook of either of these groups.

An incidental point is that by the end of the study,
Group A is beginning to use the term symbolic less frequently
than the members of Groups B and C. It may be that with
greater exposure to productions and to the questionnaire
this term is beginﬁing to seem inadequate.

When examining the responses to both the expectation
and the reaction questionnaires it muét be taken into
account that the experience of.answering the gquestions
probably encoﬁraged the participants to reexamine their use
of terminology. There is a further possibility that the
questionnaires made the participahts'more aware of a critic-
ally evaluative approach to View;ng plays and this is
probably a gradually increasing factor in their response.

Brieflf then, the effect of seeing one traditional
prodﬁction seems to have an influence on the reactions
.of the group to a subsequent tra@itional production, in

that the pre-established frame of reference is maintained
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and perhaps reinforced by each experience to the extent
that the attempt was made to apply the standards of the
frame of reference to a third; non-traditional production.

In considering all the points discussed in this
‘chapter, it must always be kept in mind that because the
group involved was a very small one the results of the study
cannot be considered in any sense as conclusions. Rather
they are indications of possible areas which it might be
worthwhile to examine in future work.

Before extensive work is done on the relationships
between expectations and reactions, or on the cumulative
effect on response of seeing a series of productions, the
frame of reference must be clearly defined. An attempt
should be made to establish whether or not this frame of
reference really exists. If it does, as is likely, the
details of the frame of reference must be isolated and
examined. Further, its origin and the depth and extent
of its influence should be examined.

One possible method of dealing with the problem of
- establishing the existence of the frame of reference might
be the comparison of the responses to a production of a
group of regular theatre—goers with the responses of a
group of people who never go to the theatre. The suggestion

is that the responses of those who don't go to the theatre

-are unlikely to conform so closely to a pre-established
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frame of reference. The contrast between the responses of
the two groups would throw the regular theatre-goers'
frame of reference into relief and emphasize some of its
details.

A quick pilot study should be done first to see if
this approach seems valid and to make sure it is practical.
A suggested outline for this pilot study would involve
two groups (one group of regular theatre-goers; one of non-
theatre-goers) who attend the same fairly conventional
production. They would answer the three questionnaires;

a profile questionnaire, an expectation gquestionnaire and

a reaction questionnai;e. Examination of the results of
their response should indicate whether or not further study
>in this particular direction would be warranted.

A separate problem for further study is the question
of the relationship between audience members' expectations
and their reactions to a production. Work in this area
might logically follow any study which reveals the exis-
tence or non-existence of the frame of reference, since, so
far, the expectations and reactions of the participants
seem dependent on the frame of reference. A possible study
would not necessarily have to take place over a long period
of time, nor need it involve many productions. Indeed, the
original pattern of three productions (one classic, one
modern, one experimental) might well be useful. In order
to obtain conclusive results a larger number of partici--

pants should be involved.

SremmTmeer v Lt o L
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Finally, there is the question of whethef or not the
experience of seeing a series of plays has a cumulative
effect on expectations and/or reactions. The results of
this particular study suggest that immediately previous
theatre experience might have some influence on subsequent
expectations and reactions, but only more extensive study
would show how true this is.

One approach to the problem would be to conduct a
study which involved testing a group's expectations of and
reactions to a much more extensive series of productions.
A suggested outline might involve nine prqductions over a
period of nine months (from September to April, which is
when established Vancouver theatre is active).

Two major problems come to mind when considering
any further study. The first is the composition of the
group or groups. Participants should.be pre-tested or
screened very carefully before each final group is decided
upon so that all the members of each group have an equal
experience and knowledge of the theatre and a fairly
similar attitude and degree of commitment. At the same
time participants should be chosgn so that they are fairly
representative of an average Vancouver audience.

The second problem is the method of testing. Even
in a short term study, such as this one, it is apparent
that the repeated use of the same'questions and the same

gquestionnaires had some influence on the participants'
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responses. After answering the same questions several
times it is possible that they begin to know what it is
they should be looking for in each produc;ion, as well as,
- perhaps, what the interviewer is looking for. 1In this
way the questionnaires themselves become an additional
variable. Over a more extended study this would probably
prove to be an even greater factor in their response.

The problem, then, is to discover some method of testing
which would make it possible for the interviewer to
standardize the responses, yet which could be presented in
a variety of different forms.

The main purpose of this project was to try to
discover and define some of the questions about theatre
audiences which deserve further study. The questions
which have occurred as a result of the examination of the
data are outlined below. These have been divided into
general categories, but there is a considerable amount of
overlapping.

First of all there are some gquestions about the

type of person who goes to the theatre:

1. The participants in the study are highly selective
in their television viewing, choosing mainly news
and educational programs and serious drama. Is
this generally true of all people- who go to the
theatre? If it is true, how does it influence their

responses to productions?



137
A majority of the participants had at some time
been actively involved in high school, amateur
or professional theatre. To what extent is this
true of audience members in general?
Each of the three groups in this study had a
different attitude and approach to the theatre.
Are these groups representativé of the main types
of people who make up Vancouver audiences? Does
each theatre have a distinctly different type of
audience? |
The group which had the most serious and committed
attitude to the theatre and which had as well the
widest range of theatre experience had the least
critical and objective response to the productions.
What is the significance of this apparent
correlation?
The group with the more limited experience of
theatre was more inclined to accept a non-conventional
approach to the theatre. Is this true of audiences
as a whole, and if so, what is its significance? |
The group with the widest experience of the theatre
had the most rigidly defined expectations. Con-
versely, the group which had the most objective
response was the group with fewer rigid expectations.

What are the implications of these points?

R
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Second, there are questions about audience

expectations:

1. Apparently it is not necessary for the participants'
expectations about staging to be fulfilled in order.
for them to enjoy the production. If the expectations
about the play's type and intention were fulfilled,
even if the e#pectations about staging were unful-
filled, the group has a positive response to the
production. Does this suggest an important difference
between the two types of expectation?

2. When expectations about a play are clearly defined
and firmly established there is considerable sugges-
tion that the participants will subconsciously in-
terpret the facts of the performance to fit these
expectations. Is this generally true of the average
audience? If it is true, what is the nature, degree
and significance of this subconscious adjustment?

3. When an audience member's expectations about inten-
tion and general nature of the play are fulfilled
does he tend to ignore his‘OWn personal reservations
about the performance? If.this is true of audienqes
in general, what is its.significance?

4. what is the relationship between a positive response
to a performance and the'participants' expectations
about their own personal fespoﬁse (whether they will

feel amused, saddened eﬁc;) during a performance?

ot et g - c e el e . . - " . . JU—
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5. The participants' positive response to each perform-
ance was apparently not affected by the fact that
their expectations about the way they would feel
after the performance was over (happy, annoyed, etc.)
were unfulfilled. What is the difference between
personal reactions during a performance and personal
reactions after the performance is over?

6. There is some evidence that the experience of seeing
one or more productions has an effect on the
participants' expectations about a subsequent pro-
duction in that there is increased anticipation
about enjoyment of the plot. If this is true, to

what can it be attributed? .

Next, there are a series of questions about attitudes

to some of the physical elements of a production:

1. To what extent are audiences aware of the visual
elements of a production (that is, costumes and
scenery)?

2. When a theatrical experience takes place in an area
that is not a traditional stage the participants
become more responsive to costumes and scenery.
Does the use of the traditional stage inhibit visual
response?

3. The majority of the group maintain they prefer
minimal scenery. Does it reflect general audience
vattitude? What does this actually mean? What.is

the sighificance of this?
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4. Are audiences really clearly aware only of the
costumes worn by the actors whose performances
impressed them?

5. The participants maintain that acting is the most
importént element of the production for them.

When they concentrate less on the acting do they
become more visually'aware of and responsive to

costumes and scenery? Are audiences only ap}e to
respond to one aSpect of a performance at a time?

6. The participants dovnét regard an actor's activity
as acting unless it takes place in some kind of
clearly definedistage area. What is general audience
attitude towards apparently unstructured acting?

7. Are audiences able to identify specifically what
they feel is wrong with the acting when they are
not entirely satisfied with it?

8. How much distinction do audiences make between actor
and character? |

9. To what extent are audiences influenced in their
evaluation of a production by its technical pro-
ficiency? How would they respond if the production

were technically poorly executed?

Questions about the participants' general responses
to productions, and gquestions about the frame of reference
are so inter-related that they will be included in the same

section:
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Is there a system of pre-established or pre-conceived
ideas which have created a frame of reference for
audience members when evaluating and anticipating a
production?
Although the group members' pre-play information
came from different sources their expectations about
each production were very uniform. Did the avail-
able information contribute to the application of
some pre-established system of response? Which
particular elements of the pre-play information are
important in this respect?
There is some indication that the frame of referehce
exists and is so firmly established that the facts
of the production are interpreted to fit it (although
this seems to apply‘only to a traditional style of
production). If this is true, what effect does it
have on general audience evaluation of performances?
On the other hand, if the production does not fulfil
the basic requirements of the frame of reference
the participants do not seem.to accept it or evaluate
it as a "play". If this is true, how does it affect

audience response to non-conventional productions?

Are they able to enjoy and approve of such productions?

What effect will this'type of production have on

audiences' general attitudé to the theatre?

PR S ——
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Do audiences have less uniform and more individual
responées when they attend a performance that is
not confined to a convéntional stage area? If so,
does this mean that in this situation they are re-
sponding according to their own personal preferences
rather than according to the frame of reference?
How true is the suggestion that although the
participants accept the general nature of an experi-
mental production they separate and respond mainly
to those elements which would be found in a conven-
tional production?
There is some suggestion that when the participants:
were not responding according to the frame of
reference their reactions to the productions were
more critical and objective. Does the frame of
reference inhibit a critical and objective response?
There is some evidence that the standards of the
frame of reference do not coincide with the personal
preferences of the participants. Are audiences in
fact registering approval of productions that have
no real impact on them?
The cumulative effect of continuous exposure does
not seem to have much influence on response other
than to reinforce the frame of réference. A loﬁg

term study might not support this suggestion.
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10. Do audiences respond only to the elements of a
production which can be related directly to plot
and characters?

11. Although the group members were aware of some of
the shortcomings of the productions, their enjoy-
ment and approval of each performance were apparently
not affected by this awareness. Is this true of
audiences in general?

12. How extensive is the audiences' apparent acceptance
of boredom as a normal paft of the theatre exper-
ience?

13. To what extent'will audiences ignore their own
personal reservations about a production while

maintaining the belief that the production was a

worthwhile experience? Why do they do this?

In the contemporary theatre there is an increasing
interest in audience participation. Attempts are made to
physicélly involve the audience in the production by
inviting them on to the stage, sending actors out into the
audience and asking for comments and suggestions from
audience members during the performance. Often, these
devices only emphasize the gap between audience and actors.
Many of these attempts seem to pay insignificant attention
to the fact that the audience is participating by being

present in the theatre. By responding to some aspects of
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the performance and ignoring others the members of the
audience create for themselves an experience which is re-
lated to, but is not identical with, the experience intended
by the director.

The nature and extent of this type. of audience
participation is largely unknown and is usually a matter of
guesswork. It is essential, therefore, that more systematic
aﬁtempts be made to define the nature and problems of this
audience participation, since it is one of the major
elements of the theatre experience and is one of the con-

trolling factors in the development of the theatre.

/
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APPENDTICES



NOTE ON THE APPENDICES

Both the questionnaires and a summary of the parti-
cipants' responses will be found in the éppendices. The
summary of responses has been superimposed on to the
questionnaires so that each response is with the appropriate
- question. The responses are presented here only in a brief
form. The detailed and complete form of the data is on
file in the Frederic Wood Theatre Library and it is recommended
that any one interested in studying the data should refer to
the complete rather than the abbreviated form. |

In the summary of responses presented here, the
letters A, B, and C always refer to Groups A, B, and C.

The numbers under the letters always refer to the number of

participants, unless otherwise indicated.

1
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APPENDIX A

GENERAL QUESTIONNAIRE
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a) "Thich of the following describes your age ?

L3¢
(eheck one) 18 to 25 years old 6 b b
25 to 30 years old
30 to 45 years old 2 5 1
45 to 50 years old 1 1
50 to 60 years old 2 1 3
over 60 years old 1
b) which of tne following describes your education ?
(check one)
A B C . . 3
- I - attended high school but did not graduate
2 2 high school graduate
1 1 1 vocational training
1 some university
1 2 university graduate
i 2 2 post-graduate degree
6 6 6 currently attending university
¢) What is your occupaticn ? professional -~ 7

housewives - 7
students - 18

If you.are a housewife, what iso§ggg'ﬁhgﬁand's occupation ?

d) If you are a student, what year are you in ?

scattered
what is your major ? scattered
e) Approximately how many hours do you watch television in %f average
weelk ? “(cheCK one) 25 to 30 hours - T T
15 to 25 hours 2
7 to 15 hours . 2 3 1
3 to 7 hours ___ 1
only occasionally _ 3 u 2
3

never watch television
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@ ‘ . .
f) If you watch television, what kinds of program do you most enjoy ?

(check. any that apply) A B C
grama 115 9
comedy 3 6 5
westerns 1 1
news 77 6
variety showss 1 3
movies 9 6 7
game Shows 11

/ daytime drama
talk shows __ 2 .3 2
Name three of your favorite television programs »
Three frequently mentioned : ¢.B.C, vweekend, H.E.T. Plavhouse,
The Avengers
g) spproximately how frequently do you go to the movies ?

(check one) A B C
4 to 8 timess a month 3
2 to 4 times a month _ 3 3 h_
once a month . Ll- 3
once every two months _ 1 2 1
once every four montihs 3
twice a year‘ - 2 1
once a year __ 1

less than once a year
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h) Of the following movies, which have you seen and which have you enjoyed 2

(rate each movie in the space provided) rating: '
attendance: A B ¢ A B ¢
Funny Girl 3 5 2 1.5 l. 1 = liked it
Paint Your WagonA‘___ é } 2 f i"lis b - X:gynzzc?ike .
Putney Swope o very much
Laughter in The Dark 2 2 5 = disliked it
True Grit ) 1
Butch Cassidy and 3 6 8 1 1 1
The Sundance Kjd ,
A Man For All Seasons 9 9 8 1 1 2.5
Goodbye Mr. Chips 2 1 2 1 1 2
The Prime of miss Jean Brodie L 5 3 1 1
Midnight Cowboy 6 5 ¢ 1 1 1
The Undefeated
Topaz ___ B 3 1 2 2
The Graduate 101210 1 1 1
Blow Up __ 9 7 | 1 1
Jenny '___. . 1 2
Bob and Carol and
Ted and Alice 5 5 2 2 11
The Reivers ___ .1 1
- Bonnie and Clyde 7 7 °1 1 1 1
The Sound of Music 8 8 7 3 1 2
L 7 10 1 1 1

Easy Rider

i) Do you participate in any of the following activities in your leisure

time ? (check any that apply)
A BT E

A B C
spectator sporis 5 j > participation sports 3 3 T
movies 8 9 11 entertaining 7 3
social clubs 2 1 nignt ¢clubs 2
symphony concerts 3 6 h- ) theatre
ymphony — _ — 11 11 11
opera 2 3 § art galleries 11 7 10

s 8 lanetarium

museum 5 5 § P ’ _— 6 5 5
church activities 2 1 other (specify)

Which of the above activities do you participate in most frequently ?
scattered response




j) iHow often do you go to the theatre ?

o -Hivain tne last y:ar ( Februsry 1929

to the TFredoric Vood Theatre

(check one)

not in the

to Tohruvary 1970 ) haw
L3
7 to 4 times 11
4 o 2 tiwes 1
onca 2

wWithin the last year have you bzan to the

(check conec) 7 to 4 times
4 to 2 tiaes

once

e

not in the last y2

never

T2

3

Eglighouse
g
3 1

2

1L
3

cr bul attemdea previously

<

Within tho last ycar have jyou been to EpeE?orethy Somersat Studio

(check one) 3 to 5 times

1l to 2 times

2
5

not in the last year but attendesd provicusly

never i 1 5
ey —_— 11
Witain the 1last year have you been to the frts Club Thertire
A B C
(¢ ieck one) 6 to & times 11
Ae to O vimes 3 1
2 to 4 times ____ 2 1 2
1 to 2 times 2 L
noit in tiz last yeer brt 3§t%?53d nreviously
naver

{check one) 8 to 9 times
4 to O times
2 to 4 times

1 to 2 times

not in the last year

never

1 b 6

Within the last year have you vecen to the Metro Theatre

A

5
o;% a
2

B

1

1

{er

wr‘?‘

.q

C
T

1
3

zd previously
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Within the lust year n~ve you ha2cn %o nlays. at the Yanccuver art

Gulliery

(check one®

A B C
11 to 1S times
S to 10 tiwmes 1
4 to 3 tipes 1
2 to 4 timés
1 to 2 tismes 1 1

not once in tae last year but attencod
prﬁyiously

ditia the lust yewr have you deéa to piays et bimen Fraser Ualversity
N , A B ¢
Theatra ? 7 to 12 times - -
(check one) )

4 to 6 times

2 tc 4 times 2

1 to 2 times 1

not once in the lrst y2ar hut attended previously _

2 2 1
naver 8 9 11

Jitain the last year have you seen any theatrical procucticns by

professional touring companics ?

A B C
yes 5 Is
If yes, how rany?

A B C
a0 5 To7

— .

total average: 2

k)

Have you in the past participatec in aay of the followingA? B C
' A B C = = -
university thentre cmateur theatre 3 2 5
1 1 5 —
professional taeatre g high school theatre 2 2 L
1) Arc you currently active in any of the followiﬁg ? A B C
A'B C A
university tacotire _ ) cuateur lheatre 1
1 1
professional theatre high school thaentre _ ] 1
1l 1
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m) If you have Jotied or are n ‘kirg in ci i T ti
LeG or are now working 11 ¢ine or wore of th: types of

et y . . .. i ~ “ . A o [N
theatre listed in i) and 1), in what copacities have yeu boeon

aow involved ? (chack oy that cpply)

or arc you

A B C A B C 4 B
actor 2 3 I - '
—_ strge monager costuniz constiructien
airzctor 1 stoge crew 2 5 slministiratisn
desiencer o At piet s P
esigne 1 2 sct Cu“btrdCLludl 3 board of dircctors 1
playwright 1 teacher 1 1 other (S“AC1fj)

——— e

n) Cf the foilowing gensral typces of play, waich do ycu itend to prefer ?

(number in order of preference)
ABC ABGC

r:odern comzdy modorn serious dramn

avant-garde plays pusicals oera Shankespcare
classics mixed-media productions

other (specify) _

Group A : LODIRN SERIOUS DRAMA

Group B : mOD“uJ COM:ZDY and AVANT GARDE

Grouv C : AVANT GARDE and 1 ODPWN SERIQOUS DRAMA

o] of the OIIQWLng types of pl&d, walc.y woull gou generally prefer to ses

(numher in order of praforence)

X

pleys in which the main conczrn is

romantic

Group A : SOCIAL solitical
Group B : EYHICAL P
Group C : S0CIAL and =THICAL cthical
social
p) iIn gencral do you prefer & play to be:
(checiz one) serious
Group & ¢ 5ZRIOUS g
Group B : EN{ERTAINING eaterteining
Gl”Ollp C HO PRIMZRENCE no ;reference
g) iaici do you Yiad more iateresting ?
(number in order of pref:rence)
plays that decal with: tae rcal worlde. -
Group A: IINIER WORLD en innzr world of the wiind
and  REAL WORLD £
, Nl : a fantasy vor
Group B @ IFI3® WORLD and entasy vorld

REAL TORLD
CGroup C ¢ INWIR VVORLD and

R L TORLD

)

c
2
1
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In genercl, ao you feel wmore sctisfied ~fter you aave seon o play
Group A ¢ : P
that : has heen ontertaining ZHIERTAINING and
- " SIGHIFPICANT
hes wade o significant statomont about life Group B : ERTERTAINID

L ) , ) e T
has provided an emctional experience EOTIONAL

Group C : BHOTIONAL

Cf tac foldowing list of =lays which have you cither sezin or read, and

which have ycu enjoyed ?

(put S for seenn or R for rzad in the first coluwn and rate the plays petwe

1 and 3 in tne sccoad column)

1 = liked it vzry much

2 = did not lixke it very rmuch
3 = cisliked it
ma jority ’
rating: seer; read:
A B C A B C A BC
Black Comedy T T 7 "3 5 T - - =
Sireat Car Maued Jesire: 1 1' 2 7 8 17 1 1
Homlet 1 1 1 9 9 9 2 2 2
Jeiting For Godot ‘2 1 1 7 7 8 1 2 2
Enter Leughing 3 1
The Seagull
1 1 1 6 % Iy 2 1
The Tascing of The Shrew 1 1 2 8 7 2 1
The Beard ‘ 2 3.51 3 2 1
Man and Superman : 1 1 1 2 L 3 2 2
Two For The See Saw 2 1 2 1 4 2 1 2
America Rurrah
““ 1 1 3 6
Hay Pever 3 1
A Moath in The Country ,
e 7 o— -1 2.5 3.5 1 2 2
The bdevils 1 1 l1 1
'fhe Crucible 11 1 106 ¢ - 1
Borefoot in Tae Park 12 3. 12 2
. 5 2 1L 2
seotn of A Salcesman l.L i 7T 3 ,
Che : ‘ '
— 2,513,535 222
Look 3ack in Anger —— 1 3.51 b2 7 1
Wio's ifrcid of Virginia Woolf 101 1 57 8 2 1 1

SIGHIFICANT and
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t) Which of the following asuects of » procuctien is nest imporicnti to you
@ . ‘
wiaen you go to & play. :
(number in order of piefercnce)
. . PLAYWRIGHE'S : :
Group A {éf?{; ind tae staadardé of acting
° poad) -
h .
ACTING tac costunmes
FrOX : ACTING and
Croup B %E.gﬁ NICHT'S the playwright's taem
IS -
THERE
! thz2 scenery
Group C : PLAYYRIGHT'S THENE
end LCTIHG the plot

u) When you See & piay, Lo important to you is the oacting ?

(chock one) viry imgortant.
Group A : VERY I#PORTANT Guite important
Group B :VERY IXPCORTANT not very importapt
Group C : VERY INMPORTANT not importent =2t 21l
uadecided

v) Wiea you see a vlay, hew impoirtant to ycu are the scensery and costumes ?

(ciieck onz) very important
Group A : KOT VARY IMPORTANT | )
quite imgortant

VERY IHPORTAWNT

nol very importaat

=

Group B : NC

Group C : QUITE I#PORTANT .
) nct important at all

uncdecided

w) In goneral, do you prefer plays wriitcn in
(number in order of preference)

Group A : COLIOGUIAL and verse

HO PREFZRENCE
Group B : NO rREFERENCE noctis nrose

and COLLOQUIAL
Group C : COLLOQUIAL and  colloguisl lznguage
NO Px4r¢n alCE
2legant, formal languape
dialect

———

no preference .
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X) nEVe you 2vor séln plﬁysvwhick have nc scencry but are cctsd on en empty
stage ?
” % A B C
ges 108 To o 2 6 2 .
— frovn A ¢ 1 saw by 2 saw 3
If yes, how many in the last  taree yenrs? 2 - ? S&w }; 1 saw 8
™
Grono S osawIr 1 saw 3- L;.
Group C : 2 saw l; 2 saw 2
If yes, did you 2njoy this type of nroducticn 2 2 saw 3; 1 saw L
1 saw 5; 1 saw 12
yes 10 undecided _
A BT A B C A B C
9 3 10 2 1
¥) Generally speaking do you prefer plays which hove
(number in order lavish, spectacular scenery
of preference)
realistic scenery
Group A : REALISTIC and MINIMAL
& minimal saot
Group B :sMINIMA
ne scenery at all
Group C: HINIMAL
Arc there any of the above that yocu dislike ? Group A ¢ 2 LAVISH
: 1 RAALISTIC
Group B : 2 LAVISH
1l HO SCIN2ZRY
Group C : |l LAVISH
z)}) Have jou been to any mixed-media prodGuciions ?
c A B

yes I‘l_g 9

if yes did you enjoy these

no

S
13 3

productions ?

(cneck. ong) ery wuch
Group A : MODERATELY moderately
Group B : VERY c

: ¢ VERY NUCH sligatly
3 .
JI"O\lD C . II;OD.A L--.L-—ILY Pot :t all
andecided
Tould you likz to s2- more mixcd-m:Gla procuctions?
! A B ¢ . A B
yCoos 9 7. no undzcioad SO

intzrested in

A B C
yes ¥ T

never seen any

mixed-media procucticns, do you taink you

sceing this type of production ?

c
2

3 A B G
no — - g_. unuzcicea E -



A

ca)  There is a tvend in tac tneatire towhrds cucivnce partiicipation; ioat is,
rieribers of une audienc2 are ancouraged to leave their scats and becowe
involved in the nctivities initiated by tuc actors.
Have you ever been to a procuction in waic. the sudience was asxed to
Porticipate 2
A B C 4 B &
yCSg g 7 ne 3 9 _5,
T~ L3 .
. < no, Go you think ycu would crjoy this ki £ pre i
Nz ) ‘ sind of production ?
A B G 5 B i} 2°B jC;
yes2 1T T no L 33 unceciaced 5
J:f . Qv . M .
yoeu have been at tnis type of production, ware yYcu oane of the audience
aembors who was perticipating ?
jos & B C £ 8 2
yes ¢ T 3 no g_7
If you have ever been to a proouctloa in which the cience was asked
to participate ( whether or ot you vecane actively involived yourself)
Gid you enjoy this ¢experience ?
(ﬂchocx one) ery much
Group & : VERY MUCH moderataly
Groun B : VERY KUCH
Group C : VHRY MUCH « slightly
LHODERATELY
not at all
undecided

Would you like te

b)) As a general rule do you fucl
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.

gc to more preducticns waicn involve aucience
4 B G A B C
no T T naecided F__ 7 3

tinat the theatre sihculd be subject to

censorship if it offends tha ususl sccial siendaras of behavior ?
A B G A B C ociaec &2 B S
yes = o~ 2 no uncéecidea =
: =1 2-T1 Il — 1
cc) Do you feel that language and behavior usually considzered indecent or
offcnsive in social relationships is acceptable on the stage ?
(chcck one) acceptable uador any clLrcumstiiicos
Group 4 @ ACCEPTABLE JHEN nceeptable waen appropricte to tac play
AP \‘~QI'“‘
Group B : ACCUPTABLE WELN aever acceptedle :
P : "\_PP*. URLX\:‘V" o
Jroup C : ACCEPTABLE MHEN — undecided

APPROPRIATE



dd) Do you usuelly road neo
@ :
Group & 3 AFTER pefors you
Group B : AFTER after
Group C : BEFORZ AND AFTER naveor rood
If you vead reviswvs, which onos do

(check any that zpply)

Group A : SUN and PROVINCE

Group B SUN end PROVINCE

o

Group C : SUN and PROVINCE

o ycu usually cgree with the
A B C A
jesZ 3 T -

Lo you usucliy agree with the cevalu
L B C A B
yo3 a0 I 2

fiand tact

play are noticeably differcnt from

(clheck one) 728,
. il T
Group B : SOMETINMES sorctires

Group C : SOUHETIMES

sclconm
never
. uaceciaed

ff) Zave you cver beca to aay

(]

wopaner raviews of the plays

you have

the reactiens of
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that you sce ?

sze the play

szen the play

Ireviciis

you usuanlly rcad ?

in The Proviice

iz The Sun

cf the critic in The

A B GC

undeciced 2‘_2 5
tions of the critic ir The Sun ?
A B &

undecidad ? [} 7

the rest of the sudiciuce at &

yours ?

olmcst always

cxperimental productions ?

- A A
yes é%g no %72
1f yes, whica ones in the last year have you seen, and “here did you
sce them ? mentioned: SAVAGE G0OD ssries at Art Gallery
TEE CRTIINALS Arts Club
if yes, do ydu fiad that as a rulc you eajo¥ oxXpoerimental nlays ?
(check ored very wuca
Groun A : MODSRATELY modorately .
Group B : 1little response slightly
not &t all

GROUP C

MODERATELY

unaeciced

Frcvince

?
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ge)

.

Generally speaking,

Q(cheqk one)

Group A :
Grouo B :

Group C :

IN
I

I TH=

- N T
&l i

THI

MIDDLE

MIDDLS

Do you prefer to

yes

A B
— 3 5

where do

$i1 on lne

¢
3

no

A
i

you like to sit

aisle ?

B
2

in

close to the stage

in the midcle

near

the back

no preference

Q no preference

hh) How often do you eanjoy the nlays vou go to

(check one)

Group A :
Group B :

Group C :

ii)

(check all that apply)

‘San

4 . 3
Minneapolis

USUALLY -

Francisco

OFTEH ENJ0Y

USTALLY

In which of the following

e

ORTEN

EHJoY

t

(g
lavia

Stratiord,

have seen at the following theatres:

[ A
fl

good

= fair

LSS Y]
f

(@1
n

poor

= excellent

= mediocre

Do you think the standard

(cheeck one)

Group 4 :
Group B :

Group C :

GOOD
GOOD

GO0D -~ Pair

FPlayhouse fneatre

Frederic

NDorothy Somerset Studio

arts Club Theatre

I

I
1
I

London, Zngland
Gntari

other (specify)

wood Tieatre

Vancouver Art Gallery

Simon
¥etro

otner

excellent

mediocre
poor

undeciced

Theatre

(specify)

?

the theatre ?

e

Wil
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la

usually enicy the play

often enjoy the nlay

sometiines enjoy the play

am often disuppointed by

centres have you seen

nlays ?
A B C . v ..
5' E 7 New York
A B (¢
07 el '3' bontreal
“"Toronto,

ihe

play

I

A
—1T

cettle etce.

Fraser ULniversity Theatre

NN

NS I =

i
W Wwlw

N

of theatre in Vancouver is generally

B

B

2
3
Z2

Give a rating between 1 and 5 for the general standard of the plays you

c
2

c

2
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good _____
fair __
mediocre
poor
b) What type of staging of & vlay do you expect to see at the Prederic
Wood Theatre ?
staging in which the avproach is : traditional ____
(checlk any thet apply) experimental __
extravagant ____
Groun A : ZAPERINENTAL austere
realistic __ __
fenciful __
c¢) Have wyou ever read As You Like It ?
A A
yes no L
d) If you have read it, did vou read 1t within: .the last 3 or lL weeks

the

last
last
last

last

year 1
two years
five years

ten years

4

b

more than ten years ago 2
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) 1If gou hove read the dlay did vyou enjoy it ?
(checi: one) very much
mocerately

not very much

f) Have you ever seen a nroduction of As ¥You Like It ?
A g

& A
ves 1 no 11
g: If wyou have seen a vroduction of As ¥You Like It, did you enjoy it ?
(check one) very much

rocer ately

Group A : VERY HMUCH {1 verson)
not very much

h) If you have seen a production of As You Like It, was it withi

= 5

(check one) within the last year
within the least two yeers

within the five years

=
b
T R

within the ten years

as
more than ten years ago 1

1) Have you sesn more tnan one production of As You Like It ?
A

yes no I

If yes, aporoximately how many ¢

j) ‘“here have you seen the previous productions of 4s You Lirxe It ?

A
ancouver < Stratford, Ontario London, England
San Francisco linneavolis - Stratford on Avon

other

CyETST em 4 s e

—————



lel

k)Y is & regular theatrco-gocr, . o probably have sone idea of how vou are
4 [ { 3 v by N, ¥

A Al

lizely to razsvond to As You Li-e It. Wnether or not you have read or

sesn the play previously, try to answer the guestions by imegining

In general, what sort of things do you tend to expect Trox

aAs You Like It ?

Do vou expect the mein concern of the play to be:

(checlz one) ‘ political
. social
group A :
ethical
romantic
vsychological
Do you expect this.vlay to be:
(checit one) serious
Group A : -ﬁ’TLV COMTIC YiTTH SOME mainly serious but with some comic
SZRIOUS ZLELIHTS clements
comedy

mainly comic but with some safious
elements
about equally sericus and comic

Do you expect this play primarily:

(checl any that apoly) to make a me

W)
&

ingful statement about life

to be entertainin
iroup A : EITERTAINING &

to provide zn emotionzl experience
Do you expect this play to be:

(check one) mainly about the inner world of the mind

Group A : FANTASY VORLD

o=

mainly ebout the real world

rnainly ebout a fantasy world . -



- e B l 6 2
Do you exvect the »lay to be:
(check onec) ‘realistic

Group A : UNRBEALISTIC unrealistic

During the performance of this play, which do you thinlk you are

likeliesk to be ? (cHeck any that apply)

= A A A
amused 11 addened 1 enlightened -~ 2 bored -

8 A A A
detached 2 delighted 5 involved 2 interested T

I

dcpressed

sy

4t the end of the performance of this play, which do you tnink you are
lizeliest to be ? (check any that apply) Do you thinlt that perhaps

you will be:

A A A A A
heppy _9_  anoyed fatigued 1 depressed T relaxed Tg§
& K A A
angry puzzled 2 disturbed 1 enlightened I __
i A A
rezgssured 1 soothed _1_ refreshed —6

1) In a2 play of this kind, what aspects of the production do you thinik
vou are most likely to enjoy ? (number in order of anticipated Interest

the costumes

Group A ACTTHNG

the acting
the scenery
the music

m)

Which aspects of the production do you anticipate enjoying most ?
(number in order of anticipated interest)

interesting individual characters

GPOUQ A 3 RELATIONSHEIPS
BETWEEN CHARACTERS and
development of thz story LNTEESTING IEDIVIDUAL

{"q r‘,"‘ N

Fx P RS

rclationships between the characters

poetic language
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Do you expect the acbing in As ¥ou Lize It to ve:

A
{check ane ) - natural anc 1ifeliice 2
clegant and stylized lt

energetic and flemboyant 5

powerful and passionate

o

stilted and unnatural

P

e et

Do you expect the scenery of As You Lixe It to be:

(check any that aoply) reelistic _2

fanciful T

nistorical _3
symbolic _3_
lavish _____
austere _____
minimal 5

—————

colorful 9
ruated 1

modern

r—————

stylish 1

functional 7

e

Do you expect ne costimes of AS vou Like It to be:

A
realistic _ﬁ; colorful zé_
fanciful 8 muted
aistorical _3 modern ____
symbolic ___2 stylish __ 3
lavish __ 2 functional __ 1
wustere A minimal
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n) Wnv are vou going to Lhis play 7 S e

(number 3 reasons in order of importance; 1f you arc a season

ticket holcer nunber 3 other rsacon
’
2

s)
Group A : scalttitersd resoonse
Becsuse: h

b

I a1 a season ticket holder

I've seen other productions of this play and enjoyed them

I've read the play, But have never seen it __
I've hesrad abbut this »nlay, and want to see what it is like
I enjoy Shakespezcre |

I've never seen any of Shakespeare's‘plays and would like to see

one

other reasons (specify)

o) ¥ny did you buy season tickets to the Frederic ilood Theatre ?
(number any that apply in order of importance)
Because . Group A : scattered response
I went to a number of procductions at this theetre last year, and
en joyed them
I like to supvoort university theatre
the selection of pleys appesled to me
a member of my femily, or a friend, likes to go to this theatre
and I bought the btickets in order to accompany them
buying the tickets in advance means thet I am more likely to
see the full season of plays at this theatre, rather than just

one or two of them
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a) Hew that the performance is over, aow Gid this producticn leave
vou feeling ?

(cheek any that apnly) .
Jay

fa Pal

hapoy 9_ annoyed 7 fatigued

A A A
depressed relaxed 8§ angry -

£ A A
puzzled disturbed enlightened T3

A A A
reassured soothed T refreshed g

b) How would you describe the general staandard of the production you

nave just seen ?

(chect one) excellent

good

Grzup A ¢ GOOD fair
mediocre

poor

c) ould you describe the general style of the production as:
(check one) traditional
Group A : TRZDITIONAL experimental
extravagant
austere

recalistic

fanciful

d) Do you think the main concern of As You Like It is:

(chack one) political
Group A : ROIANTIC social
cthical
romantic
psychological

Do You think As Tou Like It is:

{check one) serious .
~ \ e IATNTYV (e oy men _mainly serious put with some comic elements
77oun A ¢ MAINLY COMIC WIYn SOMI S-RIOUS ELZTITILTS
comedy

mainly comic but witn some serious elements

about cqually serious and comic
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Socs As Tecu Like It primarily:

(chceck one) make a mcaningful statemont about life
Group A : =NT.RTAIN entertain
srovide an emotional experience

Is As You Lize It:

(caeck one) mainly about the inner world of the rind
Group A : FANTASY JORLD mainly about tic real world
mainly asout a fantasy world
Is as You Likae It:
(caecsk one) rcalistic
Grouv A : RE:ALISTIC unrcalistic

3elow are ten pairs of contrasting adjectives with a scale between
ecach pair, fut a chacz on the scale between cach pair of adjectives
at tae point witich most closely describes your feelings about

a8 Tou Like 1t,

Is As 7ou Lixec It:

o

very somewhat in the middle somewnat very

A A A A A
senseless s . :-.1_ - 7 —_— : ’5__ * meaningful
shallcw P :ll- - :6 —_ 2 - : ___ ¢ profound
sad s - t2 2 : §___ ¢ happy
interesting J;___ : 2 : 1 2 : ____: boring
sentimeantal 5 6 : - P2 : ___ ¢ moving
important : :lL - : 5 - :3 _— ¢ ____ ¢ trivial
stupid s . : - 6 : 6+ clever
sptimistic 6 ___ :5 1 s : ___ : pessinistic
Jorth sccing :9 - :2 —_— : 1 _— : — : ___ :not worta sceeing
simple : 12 N [ : 6 : ____ ¢ complex

e) Is As You Like It:
(check one) satire

Grouo A : COIZ=DY

serious darama
tragedy

none of tuaese
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@ M . !
f) Jhich aspects of As You Like It ¢id you enjoy the most ?

(number in order of enjoyment) Group A : IITZ ;5“ I¥DIVIDUAL
the intcresting individual characters

tne development of the story

the relationships'betwe¢n the characters

the po2tic language

Which characters in As You Like It (regardless of how well acted)

did you enjoy thc most ? (name as many as three)

Group A : TOUCHESTONZ, JAQUES, ROSALIND

g) Did you think the devcloprent of the story was:
(put a check on the scale between cach pair of adjectives at the point

whicih most closely describes your opinion)

very somewhat in the middle somewhat very
L. A A A A A -
entertaining W s 3 5 T : teaious
logical 3 ;g 2 : 1 : illogical
i T - - - - .
unrecalistic : : : u } realistic
clear 9: : 2 1 : : unclear
— —_— _— : -_— —_—
unbclievable 3 . 3 2 {3 3 believable
not involving 3 :3 1 h- 1 : involving

h) Vhat aspects of the production did you enjoy the most ?
(number in order of enjoyment)
troup A : ACTING the costumes

the acting
the scenery
the music

i) Jid you tihinix the standard of acting, on the whole, was:

(put a chack on the scalc at the point which best describes your opinion)

very somewnat in the midale somewvhat very

4 A\ A A A
mrofessional ‘2£ :t : 7 ~ : T : amateur /
poor : 1 : . e : 7 : good
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i) aich do you tlinii wore thie besi actors or actresses in tae prouuction,

3

and which did you think gave noerformances swhich secomed lower taan

tne gencral standard ? (anwiibss tae three ves

cr

in oréar of :profersnce
in the first coluwn, &na three wno did not sceem very good in the
secoind column)

Group A : best : JAQUES, TOUCHSTONE, ROSALIND not as goocd ¢ scattered
best not as good

Elizavetn wurpay as Rosaziind

Sim leQueen as Crleado o -
Victor Young as Qliver . -
maurecn lickae as Celia o L
Feter 3rockington as Jaques e -
Derek Xalston 2s Dusge Frederick . o
5ili Louis as Touchstone . -
David Glyn-Jones as Juike Scnior —
Lavid wvicx as L& 3eau .
Tony Chick as Corin -
Allan Lysell as 5ilvius —
Susanna McKeown as Pheoe e
Hank Stinson as Adam .
Eliza Knott as Audrey o
Zon Ford as Sir Cliver iartext ‘ o
Russell Welsh as Jiliiam I .
Alan Cartwright as Jaques dz Soys —
ilick Crchard as Auiens o
Brian Bueckert as Cnarles o .

Ulere tihiere any physical or facial maanncrisms of sowe particular actor(s)
or actress{cs) that seemed to you to be inapnronriate ?

vas 1‘\_ Qo A
; - ‘ ) : . &) . O9 T THh b 'n?w N
if yes, .nich actor(s) or actress(es) ? _entioned : RJD“L’JD’Wg—hBD’~
TOLiVza, MaAzDiERICK

(id:ntify by naminsg caaracters)
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dere there any oeculiarities of sococh of some porticular actor{s)

12t seemecd to you to be inancropgiriate ?

I7 aanswer is yes, wihich actor(s) or actress(es) ?

“(iGentify by mading cuaracicrs)

k) Did ths actors snecak cleuarly enough for you to i(iecar cverytiing they

said ? {(cheeciz oic) 211l were clear

Group A : L0ST WEBRE CLEAR
£ ! e WA most ware cloar
some waerce cleer

none wore clear
1) In gencral, wsuld you dascribe the acting as:
’ J
(cizean one) natursl and lifelike
Group & : scattered elegant andé stylized

energetic aaa flaudoyant

nowerful and passionate

[ ——

m) Dic¢ you like tace sceaery ?
(chaecik one) very much

noceratly
Groupn A : VZIRY HUCH

sl.ghtly
not et lil
n) “Touiz you czscribe the scencry as ? A
(caccic zay that apnly) realistic
fanciful 6

= colorful

A
— nminimail —h
8 _
2

historical 31

symbolic _ji muted ___
lavish . modaorn 1
austerc —E; stvlish 1

7

functiocnal



o)

Group 4

D)

oia you tuin.: tae sconery

A
yes IO

WL

If t:

P

to be paricularly innappropriate to the nlay , «

mentioned: trees, stream

170

re was ainy particular f2ature of the scenery that scemca to you

i ?

vas

[5)

Did you like the costumcs

(chcck one)

moacere

VERY LIUCH

Very muca

tely

siightly _
not at all
Would yor describ2 the costumes as:
(check any taat apply) '
realistic EL_ ima A
minimal T
fenciful ) col colorful ;___
historical g_ muted
symbolic modern
stylish _2 functional _ ¢
iavish 2 austere
oigd you think th? costumoes were appropriate to tixz play ?

A
s 1L

<

ye
I{ tasre were any particular costumes tihat scoemes ineporojpriate to the
play, which were they ? f{idontify oy namini characters who wore tlhem; in
the case of caaracter havini more than one costume, gilv.e some iaeatifyiag
detail) . mentioned ; ROSALIIID!'S finalwdTSSS
CHARLIS!' costume
Wnica costuines, ifi aay, Gia you like the best 2
(identify by naming characters; neme three)




@/ Diw you Lthiak (he costumcs went wita

A
jes D

o/

q) Did you like the irusic ?
very niuch
nicderately
Group A : ViRV LUCH
sligatly
not at all

r) On

much

ver

Group 4 : VZZY #UCH

s)

w

d

[aR

Vlere you ever bor

the time

often

l.
occasionally

at all g

not

the whole, did¢ you enjoy this procduction ?

uring the pexformance ?
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In gecneral, how Gid you fTecl during the performence of this »nlay ?

(check three of the following acverbs wiicha most closely describe

t) g
your respcnse)
A A
amused.8 saddeoncd
4 :
detachud delighted
5 Yo
deprossed i.r'ritat:e:lm2
u) Was this production:
(zut a check on the scalez
point which mcst cicsely

very somewhat in the middle
) A A A
conventional :T : E : T
verthwhile 7 : . 1
dull : : 1 : h
crtistic :5 : 5 T 2
confuscd - : 1 :

]

amateur :

2—

A

involved

somewnat
A
- 2 —_—

enligatenecd

2

describes your oginion)

4
T

.

..

borcd -3'
A
intcrested §;_

betwevn each pair of adjectives at the

original

worthless
excitiag

esteless
coherent

profescional

!
{

{

i
/
|
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HESPORFIN

Do. you thinag the dérector of this preduction has interpreted the

Va) .
cothor's intention properly ?
A % A
ves G no 1
—_— don'tt know
w) Would you describe tine production on the whole as. - o
Group A : SUCCESSIUL successful
unsuccess ful
Yould you lilkz to sec mere producticns of tais sort ?
Group A : YES
yes no
x) Wlere you comfortable in your scat ?
Group & : YBS yes no

Tould you hnve pra:ferred sitting A

(cheex any taat apply) closcr to tae stage T

closer to tae middle 2
farther away from the stage

on the cisle

cet, or Going anything
l)

7) Yas anyone near you ccughing, shuffling their f
else tnat disturbed you during tine nerformance
B

A
yes T nc "5
z) Have you road any reviews of this proauction , or neard any on tite
A A
radio ? yos no T
if yes, which reviews 7 " e e e ————— s emm o

CE it s e st O ——— ey

2

you agree with the cevaluatisns of these critics

i
ideatify any you comment upon)
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PRE~-PRODUCTION QUESTIONNAIRE TANGO
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g8). In general, wvhat standard of production do you expect when you go to a.

play at the Playhouse Theatre ?

(check™one) excellent “
good
Group 4 : GOOD - feir
Group B : GOOD mediocre
poor

b) What type of staging of a play do wou expect to see at the Playhouse Theatre ?
staging in which the approach is:
(check any that apply) traditional

experimental
Group A : TRADITIONAL and REALISTIC extravagent

Group B : TRADITIONAL, BXPERIMENTAL austere
‘and REALISTIC . ' realistic
fanciful
c) Have you ever read Tengo ?
A B A B
yes = = no 3= Io

d) If you have readdit, did you read it within:
the last 3 or 4 weeks
the last year
the last 2 years
the last 5 years
the last 10 years
more.than 10 years ago

If you have read the play, did you enjoy it ?
l(check one) very much
moderately
not at all

e) Have you eEFr igep a producpgon q§ Tangp 2

yes no 12 12
If you have seen a production of Tango, did you enjoy it ?
(check one) : very much
moderately
not at all.

f) If you have seen a production of EEEEE; was it within:
(check one) within the lest year
within thé last 2 years
within the last 5 years
“within the last 10 years
more than 10 ycars ago __ /

.g) Have you seen more than onc production of Tango ?

yes no
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How many producticns of Tango have you seen, and where did you see them ?

h) If you have not seen Tangs, have you read about it, or heard anything

about it ?
A A B
ves Tn_ B no 2_ 3

If you have read, or heard anything abou} Tango A

{os!

was it: in & newspaper 3

=

at a lecture
on the radio 2 1
Playhouse publicity material 3 3

in a book
other source (specify) <Lriends vino had seen i%

i) As a regular theatre-goer, you probably have some idec of how you are likely
to respond to Tango. Whether or not you have read or seen the play previously

try to answer the questions by imagining what your response is likely
to be.

In general, what sort of things do you expect from Tango ?

Do you expect the main concern of the play to be:

{check one) political
) social
Gz_"?up A : SOCTAL ethical ' Y
Group B : SOCIAL romantic
psychological

Dec you expect this play to be:

(check one) serious
Group A : zﬁﬁTﬁTY'S*';IQUS mainly serious but with some comic elements
ITE COMIC ELENZNTS comedy
@ROUr B : I IJLY SERIOUS +ITH
COHMIC TLEWMENTS mainly comic but with some serious elements

about equally serious and comic

Do you expect this play primerily:

(chqck any that apply) to make a meaningful statement abcut life
—~ YT t a' i
Group A : MEAWINGFUL o be entertaining
STATEVSYT and to provide an emotiocnal experience

AMPERTATINING
Jrour B LANINGERUL STATOMENT and BHTZATA HILG
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" Do you expect this play to be:
(check one) mainly about the inner world of the mind
Group & : RBAL .JORLD mainly about the real world

sy

o - 22AL 0RLD é mainly about a fantasy world
oup ¢ sl v UnbLe an )
I'HWER WoRLD

Do you expect Tengo to be:

A A
(check one) 2 modern comedy 3 E an a.va.n’c—ji;rardei.:3 play-z
‘ A B
a modern serious‘drgmag' T theatre of the absurd — 3
a political play A B - black comedy A B
5T -

i) Do you expect the acting in Tongo to be:
(check one) natural and lifelike
Group A : NATURAL AND LIPELIKE elegent and stylized
Group B : scattered energetic and flamboyant

powerful and passionate

stilted and unnatural

Do you expect the scenery of Tango to be: A B
(check any that apply) realistic 7 5
fanciful 2

historical ___ 3
symbolic __ 7
lavish
austere
minimal
colorful
muted
modern

stylish

Ul
w HEHE W +Hon

functional

~N - PO

Do you expect the costumes of Tango to be:

(check any that apply) realistic 7

=t

fanciful
historical ___ 2
symholic 3
lavish

austere __ 1
colorful __ 7
muted

modern

st¥lish

= R N WU

functional

minimal

|l S
=

Do you expect the play to be:
(check one) realistic

unrcalistic
_.————‘—'—/

IFﬂG
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Q0

During the performzmcé of this play, which do you think you are likeliest to be ?

A B A B
(check any that apply) emused 7__ Tg saddened—>3 =3
- A B A - A B ig A B
enlightened _3 . bored £ _% detached = 3 delighted 3 T
involved 3 - B I interested A B depressed A B
B 6~ 8 g 2 2

At the end of the performance of this pley, which do you think you are likeliest t

(checBAany éhat apply) A DoByou think thax peghaps you will be: , g
T 1

2 2 . T T Z
- happy E'A— 3'3 annoyed i B fatigued *% 3 depresse% B
relaxedT 7 angry puzzled _O T QisturBed G 2

B A B
enlightened EA -B-)_I_reassured A B socthed A = refreshed E ‘3"

k) In a play of this kind, what aspccts of the production do you think you are
most likely to enjoy ?
(number in order of anticipated interest) the costumes
Group A& : ACTING the acting
' - the scenery
Group B : ACTIHNG '

the music

1) VWhich aspects of the play do you anticipate énjoying most ?
(number in order of anticipated interest)
interesting individuel characters

_G’I’OUP-A ¢ scattered : development of the story

Group B : RELATIOHSHIPS BETVEEN relationships between the characters

CHARACTERS poetic language

m) Of the following list of plays which have you either seen or read, and which

have you enjcyed ? (put S for seen ar R for read in the first column, and rate

the plays between i and 4 in the second column)
1 = liked it very much
2 = liked it moderately
3 = did not like it very much

‘'seeny A B ‘read:=pdisigked it paging: A B
The Chodirs ' T = 1 1 I-h T-2
Tiny Alice 6 _2 ___ ) 1 1 1
}-:;r:ndo an'é L:g 1 — — 1
Heory Days. . 1 _1 _ 2 2
‘The Baid Sopranp 1 o — 3 > 2 1-2
The Dumb Waiter 3 2 2 2 2
Red Magic E
The Zoo Stoty 1 2 1 1 1 2
The Automobile Graveyard . __ 1 3
Krapp's Last Tape ¢ 2 _ . 2 2 1-lp 2
The Rhino ceros ' 2 —a . 2 1 1.2 1
The Dwarfs —
The Sandbox ’ 3 b 1 / 2 2
Orison - - ’1 '
Act Without Words e

© 7" "The Lesscn , 1 _1
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Why are ycu going tc this play ?

[~ I i :
(number 3 reesons in order cf importance; if you are aseason ticket holder,
number 3 cther recrsons)

Because: I am a season ticket holder

I've read the pley, but have never seen it

0N TICKETS
ABOUT THIS PLAY I've heard about the play and am interested in

seeing what it is like

Q
=
o
e
o
oy
0
il
T
%
o
=
-3
=
Q@
&
H
(%)

I enjoy this type of play

Som e of the cast members are actors whose
performances I usually enjoy

I have no idea what this play is about, but the

title intrigues me

‘Why did you buy season tickets to the Playhouse?
(number any that arply in order of importance)
Because: I went to a number of productions at this theatre last year,

and enjcyed them

YiAR D ENJOYED I like to support Vancouver's major professional theatre co.

THEM
the selection of plays appealed to me
Group B : WENT TO plays epp _—
FRODUCTIOHS LAST a_member of my family or a friend likes to go to this theat
YEAR AND EWJOYED THEM Y y e g s re

and I bought the tickets in order to accompany them
Buying the tickets in advance means that I am more likely

to see the full season of pleys at this theatre, rather than

Just one or twoof them
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a ilow that ~erforran . e 5 e . .
R )<o .‘ ] tx‘an tae ex fo-r..a“ce‘ 1S over, 1077 all this rroauction leave Jou

{feeling 2

(checx any that apzly)

A B LA B A _B
happy’E 1 annoyedl 1 fatigued 2 2
A B . A B A B
acpressed T 3‘ relaxed 75 - angry 72 -
. A
puzzledd ____g disturbed% S.B enligantened A %
reassured A B soothed 4 B  refreshed A B
I - -7 2 T

b) How would you cescribe the general standard of tihe =roduction you

nave just secn ?

(checiz one) excollent
Group A : GOOD good
Group B : GOOD fair
mediocre
poor

c¢) Vould you describe the gencral style of the production as;:

(check one) traditional
experimental
Group A : scattered
Cxtravagant
Group B : scattered
austere

rcalistic

fanciful

d) Do you tnink the main concern of Tangois:

(cireck one)

political
rounp A : SOCIAL social
b ethical
roup B : SOCIATL erad
romantic

psychological

Do ycu tiint Tango is:
(check one) scrious

mainly sirious but with some comic elemeants

Group A : SERIOUS and
EATHLY SERI

0uUsS coniedy
UITH COMIC ELIKEMTS - S )
mainly comic but with some serious clements
Group B : MAINLY SERIOUS vWITH ) .

00MNIC ELZIEONTS about cqually serious and conic
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Does Tango primarily:
(eiiecik one) ‘meke a mueaningiul statement about life

rtain

[¢)

Group A : MEBANINGFUL STATHHINT ent
—r-mym Provide an emotional experience
TENT

Group B : HIANINGFUL STATZIA?

Is Tango:

(chzcik ony) mainly about the inner worlcd of the mind
Group A : RTAL WORLD nainly about the roal werld
Group B : REAL JORLD mainly cbout a faniasy world

Is T:ngo:

(chock one) realistic

—

unreclistic

Below are ten pairs of contrasting adjectives with & scale between
each pair. Put a check on the scale betwe>n each pair of adjcctives

at the point which most closcly describes your feelings about Tango.:

Is Tango:
very semewvhat in tac middle somewinat very
A A B A B B A B _
B 2 = — =2
senseless — : 2l T 7 : 9 5 meaningful
shallow : : : 3 :6 o) : g X profound
sad 5:3 . by __5 3 L s : :  hapny
interesting 10° 6 : 3 : ] 12 : X Dboring
sentimental : 1 : 1 J; 5 :lF 3 . 3 3 moving
important O ; 5 ;376 2 1 : : :  trivial
stupid : : ‘ :1 h- : T h— . 3 3- clever
optimistic K : '3 1 ‘1 !¥ : 8 7 pessimistic
vorth seaingl®: 5 : 1 7 :1 : : inct worth. ceeingy
simple 1° : > io 2 :l; 2 . g _§t complex
e) Is Tango:'
(check one) satirse
comedy
Group & : scattered serious drama
Group B : SERICUS DRAMA tragedy

none of these
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f) Vhich aspects oif Tango did you onjoy the nost ?
. 3 . A\‘ . N
(number in order of cnjoyment)
tae interesting incivicual characters

Grouv A : DEVELOPHENT Of L.
STORY and the development of tne story
RELATIONSHIPS BaT.L.the rclationships between the characters

PRV BTSN

and DEVELOPIENT OF STORY

CHARACTERS , .
the poetic language

PR oL

RELATIONSHIPS BETWEXN CHARACTERS

Group B
T .. . s o . .
Jnicn charactors in Tango (regardlcess of now well acted) did ycu enjoy
tae most ? (name as many as threc)

Group A : EUGENE and STOHIL

Group B : STOHIL and ARTHUR

g) Did you think tho development of the story was:
(put a cheecik on tae scale between cach pair of adjectives at the point

whicih most closely deseribes your opinion)

very somnawvaat in the middle semewhat very
entertaing 2.8 A B A B A ) B A ‘[B
5 E : E 5 3 T ? = __ = tecdious
lofical % : 7 :3 2 f(. 3 : 1 : 1 : illogical
unrcal istic : - : 3 s+ 5 bl : 31_ : reclistic
clear 6 . b : 3 2 3 3 : 3 : __ : unclear
unbelievablgL : i P 1 1 ﬁ, 5 ':h- ! : 5— é believable
nct involving : 2 P o 3 : 2 :5 : 3 : g li invodving
h) What aspecis of the production did you enjoy the most 2
(number in ordar of enjoyment)
Group A : ACTING the costumes
the acting
Group B : ACTING
the scenery

ine music

i) Did you thiak tho standard of actiug, on tac wuole, was:
b 1 .
i c at tho point which best describes your oninion)

{(put = chocx on thz s

very somewhat in the middle somaiat very
A B A B 4 B A B
professional I 2 :68 3 I D T = £ B. zmateur
poor : : 2 1 : 1 tig ¢ : 5 3: good
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v

st cctors 'or actrcssaes in the production

[

3) “Iich do you thin'c wers: the b

¢

2nG Walcilt ao you itning gave performances which sezemed lower than the

general standard ? (nusber tihe taree best in order of preforence in

1

thz first column, and taree wao aia not seen very geod in the sccond

column)
best not as gocd

Ken 3Buha as Aiddie - .
Robert Clothier as Eugenc _— -
Pat Gage as Eleanor |

Logon Houston as Stomil e L
Frang lkaraden as Arthur _— -
licki Maunszll as Zugenia | o —_—
Pio Shandel as ala I S

a

Group A best - BUGENE, STOMIL not as good - EDDIE

Group B : best - EUGENE, STOHIL not as good - EDDIE, AIA

Vlere there any physical or facial manzerisms of some particular actor(s)

or acgfessées) that scemed to ycu to be inagprogfiate ?

yes5_3 0B 3

If yes, which actor(s) or actresc(es) ?

(iGentefy oty naiing characters) _
Group A mentioned : ARTHUR, EDDIE, ELEANOR

Group B mentioned : ARTHUR,ELEANOR, ALA
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are there any veculiarities of sneeceh of some porticular actor{s)

or actross(os) that seemed to you to be inappropriate ?
A B A B
yesS 70 no 672

If answer is yes, which actor(s) or actvess(es) 2

(identify by numing characters)

Grour A rientioned LELEANOR

Group B mentioned : ELEANOR, ARTIIIR, EDDIR

k) Lid the actors specak clearly cnough for you to hear cverytaing they
said 2. (checik oue all were clear
_ ' most ere clea
Group A ¢ ALL WERE CLEAR
some warg clzer
Group B ¢ ALL WERE CLEAR
a feuw werce clzar
aone woere clear
1) In gencral, weuld yeou describe the acting as:
(check one) . n~tural anc¢ lifelike
elegent cnd stylizcd
Group A : scattered
' energetic and {lamboyant
Group B : scattered
: nowerful and passionate
stilted and unnatural
) Dicé you lixke the scenery ?
(eh2ck one) very much
. —- i - T A . noceratls;
Group A : VERY HUCH - MODERATELY 7
. (-1' h4-1‘
Group B : VERY MUCH SRR,
not at all
n) Wculd you doscribe tihe scensry as ? A B A
R e W Aot oo zelistil ) L. o 2
(check any that aponly) re&iisuic 2———8 minimal 3
e 1 T
faaciful | — colorful
historicald
, muted 3
symbolic 7 9 -_—
lavish 3 mo@orn

austerc 2 stvlish
———— ~a

functicna17

oo |

iV {ve
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Lid you tain.z tac sconery 7as approsriate to tine »nlay ?
A n A B
— =
AL Il 12 no T
If there was aay particular feature of thc scin.~:r thot seemcda to you
to be paricularly innappropriate to the play , what was it ?
Group A gOT ENOUZH CLUTTER AND LIGHD IMN FPIRST ACT
LUm¢d1VbU
Group B :
RMCOKJ PLAYE
0) Lid you like the costumes 2
{chicck one) Vary muci
. T e - moacretel
Group 4 : VERY NUCH - MODERATELY  "oecretery
[ - siichtls
Group B : NODE2ATELY gnly
not at all
p) Would yov describe che cosivmes as:
(checiz any taat apniy)
s A B
realistic % g minimal T 7
fanciful !! 1 col cohw"_l‘ull___:f
historicel 2 1 muted o 1
symbolic 7 10 modern
stylish 1 1 functiogal o
lavish 1 2 austerey
Dig you thin- tho costumas were approzriate Lo iz play ?
A B A B
yes T T2 no T
If thers wore any particular costumes that scames inapoyrozriate to the
slay, which were they ? (id:ntify 5y naming charecters wao wore then; in
the cage of cihraravtess having morz (han one costume, give some ideatifyiag

nhich costune
f3dentifw by

roup A :  STOMIL, RUGE

Groun B STOMIL

My
nam

Group A : EUGENIA, ARTHUR
Group B : ATA
if any, Gia you like the best ?
three)

ing caarncters; neams

0E
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Sid you think the cosiumes weinl with

LB
yes To_T1

Did you like the music ?

184

the scenery ;
A" B
no 2
s
very' much
nclerately
slightly

net «¢ «ll

Cn the whole, did you enjoy this producticn ?

Group A : scattered
Group B : HODERATELY
r)
Group A : V&RY LUCH
Group B : MODERATELY
s) Verc you
t) 1In general,

{check +thres

now

of

your response)

amused
A
getacnod T

ver%
A

cecaventional YT T ¢
werthviaile :6 6 :
dull :

ariistic
confuvsed

amateur

very much

moderdtely
slightly
not a2t all

cver bored during the perﬁorm%fce ?
=

all the time

clften 1 2

occasicnally 6 7

a0t at all 5 3
Gicd you fcel during the nerfermence of this nlay ?
the Following 3dverds which mosi closely describe

A
2|

enlightened

A

involvead 8

oduciion:
% on the scale botween cach pair of adjectives at the
i most closely describes your opinion)
somevhat in th:¢c oiddle somaant very ’
4 B A .A B . A B original
3 I n T ,
: worihless

. ;8 . +  oxciting
. . : 1 : esteless
3 2 —%"N . 6 5 : 2, cohercnt

prof3551on9F
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v) Do you thinz the dirccior of tuis producilon has interpreted tinc

author's intention properly ?

ves A B a6 A B A B
5—% 2= 1 don'tt know L} 5
V) Would yeu cesceribe tihe precuction on the wiole as, - ... 7.7 _
Group A : SUCCESSFUL succossful
Group B : SUCGCZSSFUL unsuccessful
lould you lilze to seo mere prcoducticns of this zort ?
A B ' A B
vyesT  Ti no3__ T
x) Vere you comfortaoble in yvour scat ?
A B A B
YeS Tr—To | " E-1
Tould you have prxferred sitting A B
(cheexk any that apply) closcor to ithe stage 1
closer to the middle 2 >
farther zway from the stage 1

on thec aislc

v) VYas anyone near you ccughing, sauffling their fcot, or doing anything
elsce that disturved you during itne nerformance ? o

A B A B
yes nc
s g T To— 10
z) Have you road any reviews of this proauction , or heard any on e
radio ? Yo A 3 no A B
—I T8
Group A ,
. . IO R . ~rey o ' \ ..
If yes, waica reviews ? menb;QQQ@;; Ubyssey,.  Vancouver.. .
Express
Groud B mentioned: - Ubyssey, Vancouver
Did you agrzc with the evaluatisas of these critieybill, LXPress

(identify any you comment upen)

arouo i° dlsegreed

Group B: disagreed
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a) 1In geaeral, wvaat stancard of mroduction ¢o ycu 2Eizect wien you (0 te a

play at tire Dorotiyy Somers=t OStudio 7.

(check one) excellent
Group A : GOOD good
- fair
Group B : GOOD R
mediocre
Grou :
roun C GOOD poor
b) ‘That type of staging of a play do ycu exgect tc se2 at the Dorothy

somerset Studio ?

(o]

staging in whaica the egpproach is :
(check any that apply) traditional

exserinental

Group A : EXPzR

I

extravagant

Group B : EXPERINENTAL austere

Group C :EXPIRIMENTAL realistic __
fanciful
c) Have you ever read Ghost Sorata ?

L B C A B ¢
yes 1 2 3 no 11 10 9

d) If you have rezad it, €ié you read i?Awiﬁhi%f

the last 3 or 4 we:zks 1 ..

the last year - 1
the last 2 years 1

the 1ast & years 1
the last 10 years 1

If you heave recd the nlay, did you enjoy %f B G

(chzcic one) very mich

_ 3

modevately

not at ali

e) Lave you ever seen a procuction of CGhost Sonata ?

yes ' no
None of the participants had ever seen a production of this vlay.:
i you have s22n & preducttiocny oF ¢kost_sScnata, 4ié you e2njoy it ?
(caeex one) very wuch

mocerately

nct at all



)

f) If you

(checiz one)

g)

dow many prouuction & of

tihem ?

1)

)]

If you nave nci seeon

have seen a production of Ghost Gonata, was

host

it

Witain tne last year

wititin the last 2 years

withhin the last S years
within the last 10 years

more tnan 10 ycars ago

Scnata aave

{i
o]
e

you seen,

t

[ N

Qeard aanyihing about
A B g
yes 3§

If you nave read, or he

the production) was it:

Have ygu heﬁrd %nything,

arc aﬂjtulﬁg adbout

?

|

C
i

ana

fiave you seen more than one procuction of Gaost Sonata ?

Sonata, have you read about tae

[T
\

witin:

ere Gi

pnlay,
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a you

see

or

Chost Sonata (the play not

A B c
in a newspaper ;E_ - T
at. a leciure __ 1 1 1
on the radio 1
in a bookk ____ 1 2 1
other scurce Spnc1zyé 5

yes 7__2 10 110 —5’_._,10 2
If you have nesrd ;xytkug wheont tikis pra,dc 3t %gs i&:
in a newgpaper ___ 2 I
on the radio 1 1 2
frem scmecn2 whe has sP:n it 2
pvklicity natarial 3 1
cther source (specify) 3
'i) As a regular theairce-goer,,you prcbably have some idea cf how you are llK“lV
© to respond {p Ghost Sonata. “Jhesher or nct you have read or scon tie
play previously try to answver the questicns by imagining what your respon<-
is lilxeliy to be.
In genecral, what sort of Itaings co yocu expeet Irc: Ghost Sonata ?
Do you empect the main coxncern of thc nlay to be:
(checik one) political
. o= \ social
Group A : PSYCHOLOGICAL
cthical
Group B : PSYCHOLOGICAL et A
romantic
Group C : PSYCHOLOGICAL psycaclogical
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Do you expoct this =lay to be:
(check one) sericus
- meinly sericus but it seme comic elemeats
Group A : SERICUS
conaay
Groun B : SERIOUS . . o . :
mainly comic but with scme s2risus clements
Groun C : SERIOUS ebcut egqually sorious ané cenice

Do you

(cihiceiz

Group & : BIOTIONAL ZXPRERIRNCE N
o provice an 2umeciional exgerience
Group B : ELQOTIONAL EXPERIZNCE Grouv C : EMOTIONAL ZXPERIRINCE
Do you 2xp2et this wnlezy to be:
(check one) ﬁainly abeut the innzr world of the mind
Group A : IIFHER YORLD mainly about the real world
Group B : INNER WORLD mainly atcut a fantasy world
Group C : IHNNVFE2? ¥O2
i) Do ypg;cxpéct the acting in Ghowot Sonnta to be:
(check onc) natural and lifelike
Group A : scattered elegant and stylized
Group B : scattered energetic and flamboyant
’ powerful and passionate
Group C : scattere stilted an¢ unaatural
Do you expcct the scenery of Ghost Sonata to be:
(chieck any that apply) A B €
realistic 2
fanciful H 5 5
historical 2
symbolie 6 11 190
lavish 1 1
austere M 1
minimal _ 5 5 >
coloriul ____ 2 2
muted 2 5 P
rnocern 2 4 2
stylish >
functional Iy % 2
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QY
De you expect the costunes of Gaost 3Sonata to be:

[
oo
1)

(check any thei an:ly) realistic 6 1
fanciful % 2 5
histerical 3
symbolic T 10
lavisn 1
austere 1

Howw Wi Oy
W

[

functional

minimal

W O W

Do ycu expoet this play tc 2o

(check ang) realistic
Group & : UHRBALISTIC

unrsalistic

Group B : UNREZALISTIC Group C ¢ UHRBEALISTIC
During the performance ¢f this zley, which do you think you arce lilzziizst to
be ? B c A B .G
_ ) : 5 3 Z i 2 1 1
(cheek zny that ansly) anusaea sadaencd
A B ¢ A B G A B C A B C
i 5 E Z2 I i 1 ) 1 1
enligirtened borad detacihicd gdeligated
A B G A B ¢ A B ¢
invelved T _J B interestced T3 g ~7 <zyresscd 21 1
Al the end ef the pericrmance of this play, which G¢ you thiak ycu are likeliest
{c be? chic < at an=l; B this perheps y ; c:
c \'A B( 1é_ck any uhﬁ gp._}q{) éj%u _11.r perhans icx.;i): 1]% be % 3 %
ha E I I anaoyced ftiguca e 3 depressed 3 2 radaiza 4
PRV - ¢ T a—3 gues” 4 "p g — 2 “_éi E“ —
angry 1,uzzled7 > H disturbcc? E‘ enliighte nedE
A B ¢ A B ¢ | A4 B ¢
reassured ~ _ T scothod raf{reshed 1 1

) In a play of this kind, what aspects of the production do yeu think you ere
nest lilkeiy to cenjoy ?

(number in order of anticipated interest)

o]

y . AT -
Group & : ACTIN tiae cosiumes

Group B : ACTIN

o)
(-L
~
(]
™
[¢]
o+
o)
5]

]

Group C : ACTING )
the musi
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Jhich aspects of the play ¢o you anticipate znjcying mest 2

1)
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(number in corder of anticipatced interest)

Group A

Group B

)

° hoy § 4 A 3o . - . . - '
. SVELOPHENT OF “Mw;'u;_;esltln" 1nolx10ua1_],g_h§racters

QZ‘OPY and INTERESITIHG I&DIVIS CHARACTERS R

¢eveleonment of tae story

: RELATIONSHIP EN . -
: ?’I;’“TIO'I_DHI‘S THE 2lationshins bztween the characters

CH! ?ACT RS and -—

DE LODE’“\!"‘ oF scetic language

STORY Group C ¢ RELATIONSHIPS BETW/ELN CHARACLAAS
Cf the fol.owin, list of plays wiaich have you either scun cor read, &au
which have you eajoyeé ? (put S5 for scon and R fer reac ia tae first

column, and rate the plays betwe-n 1 and 4 in th: scceond column)

1 = liixed it very suen
2 = lixec it mocderately
3 = di¢ nect lixe it vory much
rating: 4 = c¢islikec it
seen: read:
A B G A B C A B &
" Spring's Awaiiening 2 =
Ubu Roi | 2 2 1 1 2
Feer Gyt 1 1 1 7 )'I’ 6 2 a
Ghests 112 1 1 1 3 1 2
1
Beiore Dbawun 3
1 2
The Dreum Play 1 2
' 1 1
The. Three Sistors 2 2 1 1 1 5
1 1
Miss Julie 12 1 1 1 3
Tne £lue Bird 1-2 2 1 2
The Cherxry Crchard 1 1 1-2 3 1 3 2 2
The Wiid Duciz - 1 1 2 . 3 2 2 1
The Father 1 1-3 1-3 1 1 1 1
To Uamascus
deartbresk HHouse 1 1 3 : 1 2 4 2
From Mora %o midnight - 2‘ 1

7"!



it

Jdhy are you going ic

(nuniber 3 r-

Groun A :

LUDIY RESE!

Group B : ich

Group C : scattered

tiiio ole;

AUDIENCE RESEARCH PR

RO
RCH PROJECT

:2S0n6 in order c¢i iasoricnce)

)

I 've recag the olay , but have noever
I've heard about thz nlay and anm
s¢eing what it is like

I enjoy tais type of play __ _

I've
interesta2d in sceing what it is like

ey oo
OOHIC CX Al

the title iptrigues o
T went to &
theatre last year,

Ticiwatiag in

Audiencce Rescarch projiect

JECT

191

interested

heard about this procuction aud am

actors wacse

o

in



APPENDIX G

POST-PRODUCTION QUESTIONNAIRE INSIDE THE GHOST SONATA
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y

[1= . . ~ T - . s - - :
a) How that tae Ferrormance 1s over; 10wW did this procduction leave you

A B¢ ABg 232 523
hapry2_§ I anaoyed + 1 2 fatiguedg_g i depressedA B G
LB & ¢ 2 15 7 2 5 0 2
relaxed 2 2 angr zled disturbed .
_A g g sry __ZE_ E -C- puz ¢ -{'&' _B-‘ g 1 u e ‘é' _B_ g
enlightenedl 3 2reassured soothed 11 refreshed

b) How would you desciipe the gencral staandard of tiie production you have

just se,n ?
(check one) excezllent
Group A : GOOD-EXCELLENT ' goed  ___
Group B : GOCD=-EXCELLENT fair
Group C : GOOD meciccre
‘ - moor
¢) Would you describe the general style of tihe producticn as:
(checit one) traditional
Group A : EXPERIMENTA experimental _
Group B : EXPERIKENTAL extravagant
Group C : EXPERIMENTAL austere
realistic
fanciful

@) Do you waing iine nain concern of the play CGhost Sonata is:

(check one) political
Group A : PSYCHOLOGICAL social.
Group B : PSYCHO#OGICAL ethicai -
Group C : PSYCHOLOGICAL romantic
psychological

Do you trink tie nlay Giiost Scnsta is:

(check one) serious’
: - mainiy serious but with some comic elements
Group A : SERIOUS B —
conledy

Group B : SZERIOUS

- meinly comic but with some serious elements
Group C : SERIQUS /

/

about equelly scrious and comic
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Does® Ghost Sonata primarily

(check one)
Group 4 @ TLIOTIONAL

make a meaningful statement avout life

‘ eatertain
Group B : KEANIUGFUL STATEIMGEHT
' provide an emotional experience

Group C : scattered

Is Ghost Sonata:

(check one) mainly about the inner world of the mind

Group 4 : IN¥ER ¥ORLD mainly about the real world

Group B : INWER ORLD

mainly about a fantasy world
Group C : INNER YORLD

is Ghozt Sonuta:

{(check one) realistic

Group A : UNREALISTIC unrealistic
Group B : UHREALISTIC Group C : scattered-half felt it was REALISTIQ

Below are ten peirs of contrasting adjectives with a scale between each

pair. Put a check on the scale betwesn cach pair of adjectives at the

pcing which most closely describes your fe:.liangs about Ghost Sonata.

Is Ghost Sonata:

Bvera( :A s%newaat Ain Bthecmiddle Asogew%gtgveﬁy c
senseless —: T_-_ :I E_: T E_E E E___B: 6 ];_ II‘: ricaningful
shallow s 2 — — to Hl- 7 8—b6 3 2 1 profound
3aa X 7__& S 3_4& : 2.1 3 -1 ___ ¢ hapzy
interesting 31p 6__5 1 6_3 : -3 : 1 9 __ : boring
sentimental : 2 2 3 5 3 5 L 2 3 6: moving
impottant 6: 1;__3 :u 2_3 : 3 3 : 2_.2 = 1. : trivial
stupid. : 1_ : 2 5 6 5 1 H i 3: clever
optimistic : 1 _a 12 __1 2 __lp 7012 6: pessimistic
worta seeing 11 6_5 :1 3_MNL : 2_1 : 1 : %;p31 worth se:ing
simple s 1 .1 g; 1 :3 2 b .8 §_ 6. complex
e) Is Ghost Sonata:
(caecik one) satire

Group A : scattered comedy

Group B : scattered serious drama /

Group C. : scattered i

tragedy

none of thaese



aspects of Ghost Scnata did you enjcy tie most ?2
(number in order of enjoyment)
T A e |'§LAT . .
CGrouv & ! gg?%fgz ?gme interesting incividual chizoracters
BN ‘—JA ——
Group B : scatteredthe déevzalenment of the ory
~ 1 . ——
. sthe reiatiocnsnins ovetween the characters
Group C : scattered Rt T ——
the poetic language
Whicn characters in Chost Sconaia ( regardless of how w21l acted) did 7y
enjoy the most ? (nhame &3 many as taree)
Group A MU, §}U321
Group B FURRIY, STUZLHT
Group C
g) Did you think the devzlopment of the story was:
(zut a chaecs on the scale between each pair of adjeétives at the point
which most clesely describaes your opinion)
ver sonewaat in tiz midcle scriewhat very
A"B ¢CATE e AEE A B C A B G
entertainin . : : : : tecious
31 33 6 3—= 3 1 3—2 ' —
ogical 5 ___:l a3 3 2 3 > o5 3 f : illogical
nrealisgic 3 3¢ 3 5 g l# 2 2 : 1 2—3 : 1: realistic
lear b___ ¢ 1—2 1 2—3 u ‘3 n 7 2 : unciear
abelievable p 3 22 3 3.5 2 "1 2—h B3 — 2% believabdle
nct invelving : : : : : : inveolving

1L

(aumber in ordzr of enicyment)
the
Groun 4 : ACTING
tine
Group B : ACTIHG and
FILK and SLIDE tae
Group C : ACTING and FILM tae
ana SLIDES
thea

n

costume

-~

acting

=

S

7

main scances ¢id you enjoy the most

5

194
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fL< R . b

ilkichaspects of the labyrlntu aid you enjoy the mcst ?

(number in order of enjoyment)

shae acting

. . BHERY : -
Group A : SCEHE thz costumes

Group B : SCENERY the scenery
Group C : SCEHER tae €ilas aaa slices

te sound

i) IDid you thinit tae standard of acting in the threc main scenes, oa the
whole, was:

(put a chee on the scnie at tie peint waich

very seoinewhat in the middie somovhat virs

L A B g g L B¢ ABG
rofessicnal : 7 T ¥ _;:"_ T 5 7? 23 1_2 : __ : emateur

peor

5 _2 :l gooca

|

'..n
0
N
i
N
-
o
b

Jhich did you prefer:

(checik one) the three main scenes
Croup A : BOTH the labyrinth
Group B : scattered eajoyed both equally
Group C : scattered ¢islikked Dot egual.y

3) Vaica do you think were the best actors or atiresses in thz three main
scanes, ana which do ycu think gaﬁe serforizaaces which sgemed lower than
the geacreal staundara ? (number the three best in crder of prefereace ia
the first column, and tares wio ¢id rot seam véry gocd in the sedeond col

Group A best - HUMEL, FUH#Y not as good - STUDERT

Group B best &~ HUMIE HUHMEY. not as good - COLONZL

Group C best - HUEL not as good -
- scattered

layne Rcbson as Fummel

i:arixo Van Cammen ~s the Young Laay
Art Koss as Ot nt
Ann ‘lest as tho Humm
Uavia Dick as Colonel
Licik Day as Bengstcn
CGilynis Leyshon as tae fiancea j
' i
Repert Graham as the Aristocrat
geff Geldhorg as the Consul
an Waruk as the Cook

uarin)
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did you think gave tae

(Ic¢:ntify by giving a few details)
Groun A : scattered o
Group B : scattered

Group C : scattered

3 0
(o]
0
0

1z

yes, which acter(s) cr actress(es) ?

(ic¢entify by nai:ing characters)

Groun & o+ GO0 SENINHT
Graup B STMEIT, COOK, VOUHG LADY

Gronn G ¢

“GEERAL

Iin the thre: main scenes were there any peculiaritiezs of speech of some
particular actor{s) cor actirzss(cs) that seened to you tc bLe inappronriate ?
A B C 4 B ¢
ves 53 3 o TG 3
JIf answere is yes, waich acter(s) or actiresc(es) Group A
{dientily ©y naminhg characiers)
Group B : COCK, STUDLNT
f—-_'"_——'
Group C : CULUHZL, COHSUL
k) In the-thre: main sceres, did the asciors spceali clearly caocugh for vou tc
to hear ¢verything they saic ? (checlz one)
L ail wvere clear
Group 4 : ALL WERE CLEAR ail were clear
Group B : ALL ¥WERE CLEAR most were ciear
Group C : ALL WERE CLEAR some were clear
a few wers clear
nene ware cilsar |
» tbe the acting i e three ri <
1) in gencral, a1 you desers v g LR Lhree rniim geenes as:
(ciaeck cne) . .
natural ana 11 eiike
Groun A : scattered - . —

half felt it was STILTED A¥D UMIATURAL

A
elehant aind uLj;;ZvQ
ANT AND STYLIZE
ND UHRNATURAL

ar—

Group B Rn ergetic.énd flamboyant

ELE
and STILTED

: G:
LT A}
passicnate
Group C : scattered

anc¢ unnatural
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Cid Jau like in

(Cx.= X one)

Group A : IMODERATZLY

Group B : HODERATELY

ve

HODZERATELY e
VERY HUCH

Did you like the

Group C

0

(cheek cnej
Group A : VZERY MUCH
Group B : VERY KUCH

Group C : VERY KUCH

would you describe

(check any that

ol
H
<
Nowt”
l"

Ly

moderatly
sligatl
noy at all

conery in the labyxrinth?

very much
moderatly
slightly

act at all

scenery in lhe key scencs

ealistic T

fanciful 6 h 1
2

kRistorical

symbclic

2
2
(ax
o
G
~\l =\

H ofE N O
==

£
o+
o]
jak
=

N
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7ov enicy the nost ?

e play ?

seeincd o you yb be

m) Jhich particular units in the lazbyrinth daid
Group &£ : COIK'S hTTCE"N
Group B : COOK'S KITCHEH
Group C : scabtered
n) Gid you trink the generzl moaner of stag
A B C A B &
yes 12 11 12 ac 1
o) if theres was any particular featuro cf the staging that
Dariicualarly innapprotriate te the »lay, what was it
Group A -:—5TROBZ ROOH —
Group B 2 CGROUTIG PLACS BRSSP AG NG
Groupy € : SHILi, STAIRS




n)  Sid you li%e iho ccetun

(cazek cae)
Group A : VERY MUCH
Group B : VZRY KUCH
Group C : VERY xUCH

vould you

(cheek any that apply)

5id you think the coustumes werce apprepriate to ¢

A B C

— — —

112

4]

¢

stylish

lowish

A

nce

Group C :

Waiclhh costumes, if any, did ycu lilke the best

(ic¢zntify by noming

aracters;

STUDZHT'S JACKET

nome three)

Group 4 : HUIEL, HUMKY
Group B : gscattered
Group C : scattered

2
[
334
F-
.
L%
T

Group A : VIRY NUCH

Grouv B HODIRE

(X3

Group C :

VERY MUCH

NODERATELY

LA B g

ne —

* . * . ] 4 J4 9 -3
¢ 1ike the pusic waed 29G4

Very nmuch ~

mocderately
slightly
not at ali ___

)

Sic you think the costues weni with the stagiang ?

@

KAV . . YV e N . 5 . ) .
1 ihore were zny jparticular costunes whicah seemed inappropriate to the p

198

S

B
.. 1
minimal

colorful 2 3

muted

—3 2

{icentify by namiag characters whc wore itoenl)

@]
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r) ¢Cn the whole, c¢id yeu enjcy this »roducticn ?

Group A : VERY KUCH very muelk

VERY MUCH - wodaraitely

Group B :
MODERATELY : :
Slightly
Group C : VERY MUCH =-

HODERATELY not at =all

s) ‘iere you ever hored during this performance ?
all tue tiue Group A : NOT AT ALL
often ' Group B : half - OCCASIONALLY

cccasionally Group C : OCCASIONALLY

t) In general, how did you deel during the performance of this »lay?

(checl: three of the following adverbs which mest c¢loscly describe your

N
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[a)

Uik
%w
o

[#]

py

o

o7

[#]

o

W

u
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WV [@

[#]

£

[

ot

o

[}

(-\

[0}

R

[0]

(a7
(=
|oo

Hia

o

o]

g

[0}

o,

=
W o

o
[
e
o]
[¢]
&
ol
l)l .
Nl
.
[
F-J
$e
ey
-
< AY
©
md
i o
iV (SRS (!
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o

[

o

O
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$w>
i
o) o

..J

5]

(-L

9]

i

O

0]
d

)
Q.
*i;lb
o (@)

o

Jﬂwiﬂw

depressedu- oy -:TC_:- irritatesn

u) was tiiis production:
(put a check on the scale betwean each nair ¢f adjcctives at the point

which most closely deseribeg yocur opiniocn)

very soimewiaat i tixe aid:ole somewnat very
A B'C A B C A B C A A ,

conventional :

—— a————

[

3

Lo
4

3—
wortawrile 4 b—p :h-‘4t- 9 : .

Guls Po— a2 3 s I s 3
ertistic T 2—5 5 2 & 31 : ¢+ __ : tasteless
confused . — 2 36 2 b—> fo 3"& :3 __ ¢ conerent
anaceur P12 1. 0+ 1 2.3 t 7 b7 2 _2 :oprofessional

v) Do you think the people wic stag:zd this production have interpreted the play

Ada

4

B - o A B
yeo 6__.T E 20 don't imnow { 7
v1) Jould ycu deseribe the procducticn on tho wholce as:.

SUCCESSKFUL gucces:ful
SUCCESSFUL unsuccesstul
SUCCESSFUL :

"Group A
Group B
Group C

e a4 ee



A B G A
11.8 11 ao 1

Would you like to sce more rrcdust%fn

yoo 1

x) How did you fe=i
heck @nry, that
(ckec AR that

apyiy)

oy e ot
P21 ISt IO RN

o
S0 0
G

zbout meetiny acicrs

2

£ (his sort ?

as you mcvad about thoe labyrinth
A B A
shocked'7 g SRCY 2G
B ]

C

z

A B
irndiffercnt 3 5

00

7) Did ycu feel that the labyrinth added to you r understaading of th: pilay?
very fiuch Group A : [CDERATELY
moduorately Group B : scattered
slightly ,

i Group C : RMNODERATELY
not at ali
z) were yoo - uatonfaertable becauss the nudience was expected

£c nove arcund rather thawmw remain ian one Szat ?

vary mMuch
noderately
slightly

not at all

Group A : INOT AT ALL

Group B : HNOT AT ALL

Group C : NOT AT ALL

aa) fave zgu gead eny reviaws of t&isEfr%?vction, or heard any os the radio?
velZ T IT nc 9 TO 7
if yes, whick reviews ? eoup A : UBYSSEY
—Groun B._:
Group C : UBYSSE

¢id yevu egree wibn the evaluations of
(

]
icentify amny you ccmmest wpon)

these critics 7

1

s ED=ECIDED

—Group A

Group’

Group C

Comments on the procduciion

MO
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APPENDIX H

LIST OF LABYRINTH UNITS
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labyrinth Units

Entrance to maze with strobe light

Trials and Tribulations (room with blue wall-
paper

One minute film
Reading room

Table with food
Valkyrie room (opera)

Student - Millkmaid room (film of Milzmaid
and Student)

Flower place

Mummy closet

Growing place (film and slides)

Research project room (with t.v. monitor)

Dark Lady and Aristocrat - inaudible conversation)
Colonel stripping

Funeral room

Film projected on bodies ( film and dancers
wearing screens)

Insane room

Cook's kitchen

Ice drowning (film and dancers)
Janitress' niche

Telephone booth

Fiancee and her window

Sound room



