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element/spirit of anarchy, an element of chance, an emphasis on the fusion of art with 

everyday life, and the existence of both a purpose and a meaning) and seek to determine 

which characteristics contribute to the Happening’s current usage as a rhetorical tool.  I 

created a traditional Happening containing a message of environmental consumption and 

destruction, and surveyed audience members regarding their interpretation and 

experience.  The survey responses were coded using a top-down narrative analysis.  I 

discovered that intertextuality, place/space, and the fusion of art with everyday life are 

particularly effective communicators of a message in a socially or politically conscious 
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CHAPTER 1 
 

INTRODUCTION 
 

In the late 1950s a new movement began in the art world.  Certain scholars, such as John 

Berger, believe that the invention of the camera, with its ability to reproduce famous paintings on 

a large scale for mass consumption, led to the creation of a bourgeois art market in which pieces 

were valued not for their subject matter but for their originality  (Berger, 1972, p. 23).  Berger 

(1972) also posits that the popularity of the camera as well as its ability to rapidly reproduce 

images furthered the debate over what constituted art and who could be an artist (p. 10).  

Speculation over the nature of art allowed many young visual artists to experiment with 

techniques that would bring the creations on their canvases physically closer to the people who 

observed them.  This sort of experimentation began in the early 1920s with collage painting, 

which brought visual art from a one-dimensional to a two-dimensional format.  Within a few 

years, some artists became unsatisfied with collage and began to seek a three-dimensional art 

form.  Kurt Schwitters, a master of collage painting, achieved this goal in 1924 when he 

transformed his house into what he called an Environment.  Schwitter’s Environment surrounded 

viewers on all sides with triangular cones that protruded from the wall in an effort to include the 

viewer in the work of art (Kirby, 1965, p.22).  Environments were not enough for some artists, 

however, and in the 1940s and early 1950s, artists such as Jackson Pollock continued to 

experiment with techniques that would erase or break the fourth wall that existed between the 

artist and the observer.  Finally, in the late 1950s, an artistic breakthrough occurred.  Visionaries 

such as Allan Kaprow, Wolf Vostell and the Gutai group in Japan produced events that 

combined art with live action (Goldberg, 1979, p. 128).  To these particular artists, the goal had 
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evolved from achieving a certain level of closeness with the observer, to the fusion of art with 

the everyday world.   

 The public, not the artists, chose a name for these exciting yet confusing new events – 

“Happenings.”   As a type of non-matrixed performance, Happenings consist of a series of 

performed actions taking place within a specified place and time period, as opposed to the 

performance of a plot or storyline.  Throughout the next six years, this name and others such as 

“The Art of Mixed Means” (Kostelenatz, 1968, p. xi) or “Live Art” (Goldberg, 1979, p. 128) 

were adopted by the artists who experimented in the production of this new type of performance.  

Happenings flourished in the early 1960s, but by 1965 the relatively new art form had seemingly 

vanished.  Kaprow and other artists who had once seen Happenings as the salvation of the artistic 

world quickly became dissatisfied with their creations and began exploring new mediums for 

their art.  Traces of Happenings can be found all over the world today. Augusto Boal’s Theatre 

of the Oppressed uses the Happening’s anarchical spirit and audience involvement in his 

Invisible Theater. Mona Hatoum’s installation art consists of highly visual pieces that emphasize 

specific sites in the same manner that Happenings emphasized notions of place and space.  Like 

Boal and Hatoum, almost every artist who created a Happening stated a desire to use the 

technique as an agent for social change and political discourse. 

 My desire to enact change and create discourse through performance initially drew me to 

Happenings.  As I began to study Happenings, I realized that this rather short-lived performance 

genre had a tremendous impact on today’s performance art world.  Further study demonstrated 

that Happenings seemed to serve as a conduit of historical performative ideologies and 

movements.  Happenings combine elements of Dadaism, Surrealism, modern dance and Bauhaus 

theatre (Kirby, 1965, p. 22-41).  The synthesis of these elements into one type of performance 
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allows modern performance artists to use Happenings as a model for how historical performative 

ideologies can be fused with modern performance techniques to discuss pertinent social issues.   

 I began to view Happenings as a type of teaching tool for novice performance artists.  I 

theorized that somewhere within the production and performance of a traditional Happening, 

effective strategies for communicating ideology existed.  My goal became the creation of a 

Happening as similar in style as possible to those of the early 1960s, yet with a message that 

would create discourse about a modern societal issue. 

Statement of the Problem 

In the midst of my research into the nature of Happenings, I began to see that most of the 

Happenings that took place between 1959 and 1968 shared seven similar characteristics.  I also 

found that many of the artists and scholars who wrote about Happenings in the 1960s felt these 

seven particular characteristics, or elements, were integral to the nature of Happenings as a 

specific genre in performance art. The seven elements of a traditional Happening that I outlined 

are the use of games and play, an inherent intertextual element, an emphasis on place and space, 

a spirit of anarchy, an element of chance, an emphasis on the fusion of art with everyday life, and 

the existence of both a purpose and meaning. 

Using these seven elements of a traditional Happening as my foundation, I created a 

performance I considered to be in keeping with the characteristics of a traditional Happening and 

then analyzed that performance to study how it served as a rhetorical tool in modern society.  I 

sought answers to the following question: 

1) Which elements of a traditional Happening contribute to its current usage as a 

rhetorical tool? 
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Significance of the Study 
 

When explaining the impetus for writing her first book on performance art, Rose  

Lee Goldberg (1998) states: 

The history of performance throughout the twentieth century showed performance to be  

an experimental laboratory for some of the most original and radical art forms; it was a  

freewheeling, permissive activity for intellectual and formalist excursions of all kinds that  

could, if studied carefully, reveal layers of meaning about art and artmaking that simply  

were not clear before.  As such, it was a missing piece in the big picture of art history  

studies. (p. 9)   

Goldberg’s book, published in the 1970s, was one of the first to explore performance art.  

Performance art was, and still remains, a relatively new genre, having existed for approximately 

one hundred years.  The genre is confusing, in no small measure because it typically rejects 

labels and definitions.  These performances are usually one-time events that until recently were 

rarely photographed or documented.  Other records of performances, such as scripts or playbills, 

typically do not exist.   Therefore the primary significance of this study is in its ability to 

document the process of creating, producing, and studying the performance of a traditional 

Happening. 

 Most of the literature on Happenings was written during the peak of their popularity in 

the 1960s. Magazines such as Art in America and Studio were influential in both the publicizing 

of Happenings to the art world as well as the origination of critical discussion regarding the new 

art form.  Throughout the Sixties scholars and artists wrote essays and books in attempts to 

explain and define this new type of theater (Baxandall, 1966; Hansen, 1965; Kaprow, 1967; 

Kirby, 1965; Kostelenatz, 1968; Robbins, 1966; Seckler, 1963).  However, critical discussions of 
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Happenings declined as rapidly as they had appeared.  As the Sixties drew to a close, many 

artists abandoned Happenings in favor of new, more experimental art forms. Kaprow, for 

example, shifted toward Activities and participation performance.  As the artists began to 

abandon the art form, so did the authors and critics.  Scholars did not mention Happenings again 

until the 1980s.  Authors, such as Rose Lee Goldberg and Richard Schechner, merely discussed 

them as part of a historical framework in the genesis of modern performance art.  Recently, John 

Anderson (1995) discussed Happenings in conjunction with the work of Boston performance 

artist Marilyn Arsem.  Anderson’s discussion centered around the characteristic similarities 

between traditional Happenings and Arsem’s Spinning Tales series. He stated that, “Consistent 

with Kaprow’s ideas, in Arsem’s work ‘the possible boundaries between lifelike art and the rest 

of life are kept intentionally blurred….The purpose of lifelike art is therapeutic: to reintegrate the 

piecemeal reality we take for granted’” (Anderson & Arsem, 1995, p. 245).  While performance 

artists like Marilyn Arsem have created pieces similar to traditional Happenings, they have not 

created a traditional Happening, as this study proposes to do.  Furthermore, the proposed study is 

significant because it seeks to examine the rhetorical power inherent in Happenings.   

 The final area of significance for the proposed study lies in its contribution to the field of 

rhetoric.  In order for my performance to conform with the characteristics of a traditional 

Happening, it must have a purpose and a meaning.  Al Hansen (1965), artist and author of a book 

on Happenings, stated that one of his performance goals while doing Happenings was: 

To perform a piece…in such a way that the lives of the people would be  

enhanced, in such a way that they would be aware that there is something strange  

in the world today, but not in such a way that they would be imposed upon. (p. 112)   
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In creating my own Happening, my goals were simple:  to perform a piece that makes people 

think about environmental issues, and to do so in a way that is unimposing.    

 Environmental rhetoric is one of the most popular topics in the Communication Studies 

field today.  Scholars have explored everything from environmental rhetoric on The Simpsons 

(Todd, 2002) to the iconography of the environment for consumption (Hope, 2002).  One 

interesting discussion is that of Eleanor Heartney (1995) in the book But is it Art:  The Spirit of 

Art as Activism.  In discussing the environmental work of artists Helen and Newton Harrison, 

Heartney (1995) stated, “They argue that the artist’s habits of metaphor, cross-reference, 

inclusiveness, and holistic thinking may help unclog a discourse that often finds itself mired in 

the narrow channels of technological and bureaucratic thinking” (p. 143).  Similarly, the inherent 

intertextuality, playfulness, and indeterminancy of a Happening make it the perfect vehicle for a 

polarized issue such as the environment. General attributes of Happenings, (e.g., a largely visual 

presentation, the lack of a narrative structure, and the opportunity for audience interaction) allow 

observers to create their own meanings and not feel as though they are being told what to think 

about an issue. Specifically, my study created a situation (the performance) in which audience 

members were confronted with a highly visual rhetorical message regarding the environment; yet 

because of the use of metaphor, audience involvement, and intertextuality, the audience did not 

feel overt pressure to choose one argument over another.  Furthermore, this project seeks to 

study the rhetorical effects of such an exposure to performance art upon today’s college student.  

All of these factors contribute to the proposed study’s significance for the fields of rhetoric and 

performance studies. 
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Scope of the Study 
 
Several restrictions were applied to the study in an effort to limit its focus.  The first 

research restriction was to study only Happenings which occurred in North America between 

1959 to 1968.   Although debatable, performance art scholars generally agreed that the first 

widely recognized performance event labeled a Happening was Allan Kaprow’s first work of 

live art, 18 Happenings in 6 Parts, which occurred in the fall of 1959 (Goldberg, 1979, p. 128; 

Kirby, 1965, p. 10).  Although Kaprow declared Happenings a dead art form in 1966 (Kaprow, 

1966, p. 36), I chose 1968 as the end date for study.  From 1966 to 1968 performances were still 

occurring in North America that performance scholars (Goldberg, 1979; Henri, 1974) commonly 

refer to as Happenings.  During the nine-year period of 1959 through 1968, Happenings took 

place all over the world, from the work of the Gutai group in Japan to the work of individual 

artists such as Marta Minujin in Argentina, however, I limited my research to Happenings that 

took place in North America because the study and the associated performance took place in 

North America. 

 Another research restriction was the study of only seven characteristics of Happenings.  

While many more characteristics of the art form could be studied and discussed if a broader 

range of years was used, analysis was limited to seven specific characteristics generally present 

among Happenings between 1959 to 1968.  This study foregrounded these seven distinct 

characteristics in an attempt to determine their efficacy in the creation and reception of a piece of 

performance art. 

A final limitation for this study involves the recency of research about Happenings.  

Although a body of research exists about Happenings, it is neither ongoing nor current.  

Happenings are an historical performance art form.  Consequently, performance scholars are 
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neither revising the definition or characterization of Happenings in contemporary research.  The 

bulk of Happenings research is thirty to forty years old.  Therefore, the Happenings research for 

this study reflects the current state of research in the field. 

Methodology 
 

 I used a historical critical approach to conduct the research in this study.  Historical 

critical research is based on the assessment of symbolic acts and artifacts created by humans.  In 

this method, researchers develop a framework of their own that they use to analyze an artifact.  

Historical critical research has two major assumptions.  First, the method assumes that humans 

create symbols to stimulate meaning.  My Happening was a collection of symbolic words, 

actions, and images that sought to express an environmental message to the audience.  The 

second major assumption of historical critical research is that by investigating human 

communicative behavior one can better understand her culture.  I sought a better understanding 

of the relationship between performance and persuasion by investigating the communicative 

relationship of a performance to its audience. 

As the study called for the creation of a traditional Happening, the first step in this 

process was to determine what constituted a traditional Happening.  For the purposes of this 

study, a traditional Happening was defined as a performance in keeping with the traditions 

(beliefs, values, and practices) of the Happenings that occurred in North America between 1959 

and 1968.  After studying descriptions of these particular Happenings, as well as 

contemporaneous criticisms, writings by Happenings creators, and scholars in the field of 

performance art, I constructed a set of criteria by which to critique a traditional Happening.  

Seven characteristics emerged that were consistent among all the Happenings performances and 

texts.  Chapter 2 provides a detailed explanation of the research process in which these seven 
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characteristics emerged as well as an explanation for their wording.  A traditional Happening, 

according to my research, would be one that contained evidence of each of the following 

characteristics: 

1. The use of games and play 

2. An inherent intertextual element 

3. An emphasis on place/space 

4. An element/spirit of anarchy 

5. An element of chance 

6. An emphasis on the fusion of art with everyday life 

7. The existence of both a purpose and a meaning 

The next step entailed creating a performance that embodied each of these seven 

characteristics.  A script (Appendix C) consisting of non-matrixed actions was created with the 

inclusion of each characteristic.  Furthermore, to assure as much authenticity as possible, every 

action performed in the Happening would be based on or similar to an action performed during 

one of the North American Happenings of 1959 to 1968. 

The third step involved the creation of a qualitative survey that would be given to each 

performance attendee.  Using the seven characteristics as a guide, questions were created that 

corresponded to each characteristic (Appendix C).  The goal of each question was to elicit short 

narratives about the performance experience that corresponded to that characteristic. 

The fourth step involved the performance of the Happening.  I chose actors based on 

knowledge of their performance capabilities, familiarity with Happenings, and ability to work 

well as a group.  Performers consisted of graduate and undergraduate students in the 

Communication Studies department at the University of North Texas.  The audience consisted of 
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graduate and undergraduate students enrolled in Communication Studies courses at the 

University of North Texas.  A total of 120 people witnessed the performance.  The majority of 

attendees were undergraduate students who were currently enrolled in general introductory, 

rhetoric or performance courses in the Communication Studies department. Students currently 

enrolled in course in the Communication Studies department received extra credit for attending 

the performance and completing a questionnaire.  The survey contained a cover sheet on which 

respondents’ provided their consent for participation in the study by providing their signature.  

To ensure anonymity for respondents, this sheet was removed by the professor or course 

instructor before surveys were returned.  Of the 120 surveys distributed, 78 were returned, 

yielding a response rate of 65%.  

The final step was to analyze the survey responses.  I conducted a top-down narrative 

analysis on the surveys and reported results for each question in correspondence to the 

characteristic they discussed.  External factors such as the order in which respondents viewed the 

Happening and age were also discussed.  A detailed description of top-down narrative analysis as 

a method and the specific steps undertaken during the analysis process of this study is included 

in Chapter 3. 

Review of Literature 

 An examination of existing research in four broad areas is essential in creating a 

foundation for this study.  First, a review of historical documents discussing Happenings 

provides a background for the study.  Following this discussion is an examination of the 

relationship between modern performance art and Happenings, in an effort to explain the validity 

of further research into a so-called “dead” (Kaprow, 1966, p. 36) art form.  Third, an 

investigation of the role of the audience provides insight from studies similar to the one 
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proposed, where the persuasive power of performance is addressed.  Finally, a theoretical 

foundation for this study’s interest in the rhetorical power of images is drawn from the work of 

rhetorical theorist Kevin Michael DeLuca. 

Historical Texts on Happenings 

 The majority of historical texts on Happenings are of three types:  art magazine articles 

that discuss and analyze Happenings as a new form of live art, essays and books written by 

Happenings creators that seek to explain and define the art form, and books written by scholars 

in the disciplines of theatre and art that seek to examine Happenings critically as a new type of 

performance and to introduce their existence to the masses.  As the first to discuss Happenings, 

art magazines such as Studio, Art in America, and Artforum provide a wealth of historical 

documentation on the North American Happenings.  Generally, these magazines contain the first 

records of performance descriptions, photographs, and interviews with the artists who were 

creating the Happenings.  The most important information contained in these magazines, 

however, are the critical discussions about the importance of Happenings in the art community 

by art professors and critics.  These discussions serve as the first academic deliberations on the 

new art form.   

 Dorothy Gees Seckler’s (1963) article “The Audience is His Medium” was the first of 

many art magazine texts to discuss the new role of audience presented in Happenings.  At that 

time in the art world, audience members typically played the role of passive spectator or critic.  

Audience participation in art had been explored by Dadaists and Futurists, but not quite in the 

same manner it was being explored with in Happenings.  Futurists, for example, attempted to 

infuriate their audience through tactics like the use of derogatory language and the reading of 

unpopular political manifestos.  Audience participation at such performances usually was limited 
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to booing and throwing objects at the stage.  Dadaists, on the other hand, involved audiences by 

presenting live, unrehearsed performances that kept audiences on the edge of their seats, 

wondering what would happen next. Seckler’s article explores Happenings as a new type of art 

that uses audience as its medium rather than traditional media such as paint or objects.  Seckler 

discusses audience participation as a form of communication when she states: 

Audience participation is not a style, not a group, not a movement.  It is a will  

toward communication in a new way via an immediacy of experiencing which can  

be optical, tactile, involving action, or all three as it is in a “happening.” (p. 65)   

Seckler, however, does not fully support this artistic medium.  She advises against the repeated 

use of humans as artistic material later in her article, when she concludes that “manipulating the 

human ‘medium’ may be a venture that cannot be repeated too often; ephemeral stuff – the 

psyche” (Seckler, 1963, p. 66).  Seckler’s discussion of Happenings is important because it 

highlights the communicative nature of Happenings as a visual type of art in which ideas can be 

sensually experienced. 

 Eugenia Robbins similarly examines both the communicative nature of Happenings and 

audience involvement in her 1966 article, “Performing Art.”  She also overtly acknowledges the 

performative aspect of Happenings when she refers to them as “art performances” (Robbins, 

1966, p. 107).  Robbins (1966) defines art performances when she states, “At its most inclusive, 

performed art is life examined under the direction of an artist-impresario-maestro. In old 

fashioned terms, its form is an attitude or point of view and its content is the experience of life” 

(p. 110).  Robbins’ article discusses the similarities of acts of performed art and argues that these 

events are truly art because of the choices made, the limitations imposed, and the frame placed 

upon the act by the artists.  In discussing the role of audience, Robbins (1966) writes that “...the 
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artist today aims at expanding his audience’s freedom, voluntary perceptiveness, consciousness 

and active participation in life-as-art” (p. 109).  Here, Robbins has taken the Happening one step 

further by defining it not just as an artistic, sensual experience of life but as a mental, voluntary, 

freeing experience.  Through the Happening, artists present audience members with a picture of 

everyday life that they may digest in any way they choose. 

 Kaprow echoed this sentiment in his 1967 article for Art News.  Kaprow’s article  

primarily attempted to clear up confusion regarding the definition of Happenings by categorizing 

them into six different types.  At the end of his article, however, he briefly discussed some of the 

defining characteristics of Happenings, one of which is that Happenings are “always a purposive 

activity” (Kaprow, 1967, p. 71).  Kaprow explained this statement by stating that purpose implies 

a selective operation.   In creating a Happening, the artist makes decisions about what will be 

presented and what will not be presented.  He wrote that:   

Like much social endeavor…happenings are moral activity, if only by  

implication.  Moral intelligence, in contrast to moralism or sermonizing, is what  

comes alive in a field of pressing alternatives….The Happenings in their various  

modes, resemble the best efforts of contemporary inquiry into identity and  

meaning, for they take their stand in the midst of the modern information deluge.  

In such a plethora of possible choices, they may be among the most responsible  

acts of our time. (p. 71)   

With this statement, Kaprow elevates the Happening from an important experiment in the art 

world to an essential component in society at large. 
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A few years later, in a short discussion on the violence inherent in the work of Wolf 

Vostell, a German artist and creator of many North American Happenings, Sarah Whitaker 

Peters (1975) wrote: 

There is something of the fire-and-brimstone preacher about Vostell.  .… Vostell  

has said that he would have us learn from “what we have spent and lost” how to  

“create new ties with the world rather than improve it.” “Do not escape outside  

reality,” he counsels, “but into reality.”  But he provides no blueprint for such  

reconciliations. (p. 51)   

This final statement is significant.  At no time during their creation or prevalence did the 

Happenings artists ever attempt to offer solutions to the social or political issues upon which 

their work often commented.   

 Other scholars explored different aspects of the Happening.  Douglas Davis (1970) 

contested the assumption that inherent distinctions exist among Happenings, modern dance, and 

the sculpture and action painting of certain young artists.  He argued that Happenings, along with 

the aforementioned forms, should be unified under one common label because of the similarity 

they all share in the acceptance of “...the life situation as art rather than the subject for it” (Davis, 

1970, p. 31).  Adrian Henri (1974) and Richard Kostelanetz (1968) also sought to unify 

Happenings with other forms of modern art by creating inclusive terms under which both 

Happenings and other modern art forms could co-exist.  Despite their efforts at inclusiveness, 

their new labels and definitions were not widely accepted and, today, Happenings are still seen 

as a distinct performance genre.     

 Certain scholars and artists merely sought to inform the general public on this new type 

of performance event.  Kirby’s Happenings (1965) and Hansen’s A Primer of Happenings and 
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Time/Space Art (1965) are prime examples.  Their books attempt to define Happenings by 

identifying common characteristics found among the varied types of performances.  They also 

provide a wealth of information about actual Happenings, from photographs and scripts to 

detailed performance descriptions and interviews with the artists.  Perhaps the most helpful work 

in understanding the ideology behind the Happenings, however, is Allan Kaprow’s recently 

published (1993) Essays on the Blurring of Art and Life.  This book is a collection of essays 

Kaprow wrote during the Fifties, Sixties, and Seventies for various art magazines and journals.  

The book is an excellent tool for following one man’s journey from the creation of his first 

Happening to his pronouncement of their death.  Unfortunately, Kaprow’s book lacks the 

detailed performance descriptions and documentation found in Michael Kirby’s and Al Hansen’s 

earlier works. 

 Scholars turned their attention elsewhere in the mid seventies. Happenings were rarely 

written about for almost ten years.  When discussions of the art form re-surfaced in print, they 

occurred in the context of historical examinations of performance art.  With the exception of 

these historical discussions, scholars ignored Happenings until modern performance artists began 

to present pieces that exhibited striking similarities to the supposedly outdated form.  

Modern Performance Art and Happenings 

 The bulk of current literature on Happenings and modern performance art discusses 

Happenings only in their historical (Goldberg, 1998) and cultural (Fusco, 2000) contexts, or as a 

teaching tool for understanding complex performance theories (Schechner, 1988).  Schechner’s 

brief discussion of Happenings in Performance Theory is typical.  He uses Happenings as an 

example of a type of non-matrixed performance where the triangular model of drama 

construction does not work.  He concludes his discussion, however, with the following 
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statement, “What is interesting are the variations played out by human bodies and minds, 

machines, things, and space.  Most theater has not gone as far as happenings, which entirely free 

theatrical effect from narrative.  But the tendency is there” (Schechner, 1998, p. 23).  Like most 

scholars who discuss Happenings briefly in their work, Schechner seems intrigued by the 

possibilities inherent in the performance of a Happening. 

 Arguably the performances that most closely resemble Happenings today are the works 

of performance artist Marilyn Arsem.  Arsem, like Kaprow, is interested in creating, “…lifelike 

art, as opposed to artlike art, performances of ordinary activities that shade into rituals intended 

to transform the performers and to invite the audience to risk intimate contact with the 

transformative process” (Anderson & Arsem, 1995, p. 244).  In truth, Arsem’s work differs from 

Happenings only in its loose narrative structure.  Although her performers are given only scripts 

containing actions that they should perform at certain times, audiences are asked to follow them 

throughout an entire day.  Furthermore, the existence of mythological and iconographical 

characters in the images Arsem asks her performer’s to portray shows a desire to create a more 

narrative art than Kaprow intended.   

 Other artists have created performances playing with the notions of chance in a manner 

similar to the Happenings.  Leonardo Shapiro’s Shaliko Company is one such example.  This 

theater troupe creates a new type of performance summed up in the following statement by 

Shapiro, their director:   

From the beginning of our work as a company, I was never interested in that last  

part, character.  We just threw that out and made everything based on the other  

two, making sense and pursuing the objective.  For us, very often, the objective is  

the social objective, communicating to an audience what the nature of the event  
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is. … I’m interested in the actual real-time event that happens in the room while  

you’re there (Wright, 1991, p. 292).   

Although Shapiro’s shows follow a plot matrix, elements of that plot are often left to chance, as 

in his 1973 production Children of the Gods.  In this combination of Euripedes’ Electra, Orestes, 

and Iphigenia at Aulis, performers could decide if they had enough strength left on a particular 

evening to kill Clytemnestra.  If they found they did not, then that objective was not achieved.  

Shapiro’s experiments with chance as well as his interest in creating a “real event in the theatre” 

(Wright, 1991, p. 293) are aspects of his work that are similar to Happenings.  Unlike 

Happenings, however, Shapiro is interested in using art to create a new reality, instead of using 

art to comment on reality. 

 Modern performance scholars find Happenings as intriguing as their predecessors did 

thirty years ago. Elements of the Happening such as audience involvement, an emphasis on 

everyday life, and lack of narrative structure intrigue current scholars and artists.  In terms of the 

proposed study, the most important element being studied today is that of the audience – its role, 

its level of involvement, and its ability to be persuaded by performance. 

Audience Studies 

 Over the past twenty years, scholars have conducted projects (Armstrong & Argetsinger, 

1989; Langellier, 1983; Loxley, 1983; Papa, 1999) that sought to discover the real role of the 

audience with regard to performance.  Topics of interest have included the ways in which 

directors and performance artists address their audience members, and the methods used to 

indoctrinate the audience into the issues with which the performance is concerned.  All of these 

studies sought to understand whether a performance could change the perception of its audience 
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regarding anything – a particular issue, a group of people – through various communication and 

persuasion techniques. 

  Robert Loxley (1983) argued that the audience’s “real role … is to become a part of the 

work of art” (p. 41).  He stated that: 

The literature, however, as a work of performance art is not finished when the interpreter  

performs it: the audience also participates in the creative process of transforming the 

literary text in performance.  The audience’s reaction to, and action upon, the 

interpreter’s performance is similar to the interpreter’s earlier interaction with the text, 

giving rise to still more possibilities of interpretation, structure, and meaning. (p. 41) 

According to Loxley, these possibilities are explored by the audience members through the 

sharing of their performance experiences with other audience members and through a personal 

mediation between their private and social experience (Loxley, p. 42).  Lee Papa (1999) 

suggested that should a performance change the perception of its audience, the director or 

performance artist had a responsibility to inform his/her audience about how they could act on 

their newfound beliefs.  Papa’s article discussed Clifford Odets’ Waiting for Lefty, a play from 

the 1930s worker’s theatre movement.  He commented that the play succeeded in creating a 

community between the actors and the original, blue-collar audience members that ultimately led 

to local community action.  This effect was lost, however, upon the white collar Broadway 

crowd who later viewed the show.  Papa (1999) stated that: 

In the bourgeois theatre context, Odets calls for action, yet he gives nothing specific  

against which the audience should act.  He brings the audience members to a moment of  

community but leaves them to weather the shifting times of the Great Depression without  

any guidance except a vague call to general action.  (p. 70) 
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While each of these studies is relevant because of their discussions of performance and 

persuasion, none of these scholars examined the components of a particular performance in an 

effort to understand which elements contributed most to the performance’s rhetorical efficacy, as 

the proposed study does.  

DeLuca and Rhetorical Social Movements Theory 

 Multiple discourses surrounding the environment have been a primary area of interest in 

the field of rhetoric throughout the past decade.  The majority of research concerning 

environmental advocacy as a social movement has focused on the verbal discourse of 

environmental justice groups (Olson & Goodnight, 1994; Hogan, 1996). Recently, however, 

some rhetoricians have argued that these studies as well as the traditional rhetorical theory they 

employ, fail to take into account the non-verbal dimensions of environmental protests.  In a 

society where much of the populace spends more time watching television than reading 

newspapers or books, the spectacular images of environmental protests often contribute the most 

to general consciousness-raising.  Kevin Michael DeLuca (1999) addresses this issue in his 

recent book, Image Politics: The New Rhetoric of Environmental Activism.  

 DeLuca is concerned with the image events of radical environmental groups such as 

EarthFirst! and how these events contribute to a general consciousness-raising that often effects 

public policy.  He argues that traditional rhetorical theories used to study social movements are 

inadequate for analyzing highly visual pieces of rhetoric.  He suggests a “...retooled postmodern 

rhetorical theory of social movements” (DeLuca, 1999, p. 45) based on the combination of 

Ernesto Laclau and Chantal Mouffe’s (1985) poststructuralist discursive theory of politics with 

Michael McGee’s (1980) rhetorical theory of social change.  DeLuca (1999) suggests studying 

“...the rhetorical tactics of groups attempting not merely to move the meanings of key ideographs 
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but to disarticulate and rearticulate the links between ideographs, the synchronic cluster or 

discourse” (p. 45).  By studying the image events of Greenpeace, EarthFirst! and various local 

environmental action groups, DeLuca concludes that the primary ideographs being rearticulated 

by these groups are progress, nature, and industrialism. 

 DeLuca’s theories on the rhetorical study of image events are crucial to this study for 

many reasons.  First, the image events discussed by DeLuca are highly performative in nature – 

sitting in trees, dressing in animal costumes at public hearings, blockading roads with bodies – 

and, as such, cross into the domain of performance studies upon which the proposed research is 

based.  Second, the disarticulation and rearticulation of the ideographs of progress, nature, and 

industrialism is undertaken in the Happening enacted in the proposed study.   Finally, the study 

of rhetorical tactics that DeLuca (1999) suggests is undertaken in the proposed research through 

a narrative analysis of the survey responses regarding the communicative efficacy of the seven 

Happenings performance techniques. 

 In conclusion, this study draws on research from four areas: historical texts on 

Happenings, modern performance art, audience studies, and DeLuca’s rhetorical theory of social 

movements.  Historical texts on Happenings provide a background of critical knowledge 

essential to this study.  An exploration of the relationship between modern performance art and 

Happenings provides an explanation for this study’s benefit in the area of performance studies.  

A review of critical research on the role of audience provides a framework for understanding the 

proposed study’s importance in that arena.  Finally, DeLuca’s rhetorical theories on social 

movements suggest a method for examining image events in light of their rearticulation of 

ideographs.  In conjunction, these four areas provide a foundation for examining which specific 
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characteristics of an image event like a Happening contribute to its usage as a rhetorical tool by a 

director with a particular audience. 

Organization 

 This study is divided into four sections.  The first chapter serves as a general introduction 

to the study.  The second chapter provides a detailed discussion of Happenings and their origins, 

as well as an explanation of the seven characteristics I chose for analysis in the study.  The third 

chapter describes the methodology used for this study and presents the production concept and 

the performance script.  The final chapter reports the results of the narrative analysis of the 

performance surveys, and discusses the implications of the results for the field of performance 

studies. 
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CHAPTER 2 

HAPPENINGS:  HISTORICAL PRECURSORS AND THE EVOLUTION OF A FORM 

Not satisfied with the suggestion through paint of our other senses, we shall utilize the 
specific substances of sight, sound, movement, people, odors, touch.   Objects of every 
sort are materials for the new art: paint, chairs, food, electric and neon lights, smoke, 
water, old socks, a dog, movies, a thousand other things which will be discovered by the 
present generation artists. Not only will these bold creators show us, as if for the first 
time, the world we have always had about us but ignored, but they will disclose entirely 
unheard of happenings... 

- Allan Kaprow, "The Legacy of Jackson Pollock" (1958) 

The introductory chapter of this study contained a brief explanation of Happenings given 

to assist the reader in understanding the purposes and processes of the research.  In this chapter, I 

will attempt to familiarize the reader with Happenings by providing a detailed description of the 

art form as well as a discussion of the Happening’s historical precursors.  As an overview of the 

study, Chapter 1 contained a literature review situating Happenings in a historical, critical and 

rhetorical context.  In Chapter 2, I will seek to provide a more extensive literature review that 

justifies the selection of the seven characteristics of Happenings outlined during my research 

process. 

Happenings have no precise origins.  Performance art historians (Goldberg, Kirby, 

Kostelanetz) agree that these events were developed and performed originally in and around 

New York City in the late 1950s and throughout the 1960s. During the 1960s, however, artists 

presented Happenings in countries all over the world, including Germany, Argentina, and Japan.  

These same historians generally agree that no common definition of the performance genre 

existed before these performances took place.  As Kirby (1965) states, “Happenings did not 

develop out of clear-cut, intellectual theory about theatre and what it should or should not be.  

No commonly held definition of a Happening existed before the creation of these particular 
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works” (p. 10).  What we do know of Happenings is intriguing.  Generally, Happenings rejected 

the notion of the typical proscenium stage found in theatre.  Artists sought to use space so that 

everyone saw a different picture, and audience members created their own frames for the 

performance.  Happenings also differed from traditional theatre in the sense that they often 

abandoned the classic information structure that involved the use of plot and character to 

advance the performance in favor of a compartmented structure. Compartmented structure is 

based on the existence of separate, yet continuous, units of performance, which typically do not 

relate to one another. 

Happenings are non-matrixed performances, similar in many ways to a sporting event.  

Elements of scene, stage, character, and action are not strictly defined.  For example, a performer 

sweeping in a Happening simply carries out a task.  An actor sweeping in a play may perform the 

same task, but with a certain attitude typical of his/her character, or with a clear motivation in 

mind.  As in a sporting event, action in a Happening is often indeterminate, yet not improvised.  

Although performers were typically given a list of options or choices on how to perform a task 

they were never given complete freedom.  Varying from the assigned instructions, or rules of the 

game, was discouraged by the creator/director.   

While the exact genesis of this art form is unknown, six major precursors contributed to 

the development of the original Happenings.   These precursors are the work of the collage 

painters in the 1920s, the psychological shift in ideas regarding art as a whole, the rise of modern 

dance, Dada, Bauhaus theatre, and Surrealism. 

Collage painting began in the early 1920s, when artists began to place small, torn pieces 

of canvas on top of one another to create a new effect.  Over time, this simple layering of canvas 

led to the development of an artistic creation known as an Environment, which surrounded or 
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enclosed the viewer on all sides. Environments were paintings that combined physical elements 

such as canvas, newspaper, dirt, and machinery with the typical stationary canvas, making the art 

move out into the overall space of the room.  In 1924, Kurt Schwitters, a master of collage 

painting, transformed his house in Hanover, Germany, into a large Environment or series of 

Environments.  The piece was entitled Column or Cathedral of Erotic Misery.  The Environment 

consisted of walls and ceilings covered completely with various angled and protruding abstract, 

randomly chosen shapes.  This movement off of the canvas and into the room was undertaken in 

an effort to break the so-called fourth wall, the imaginary wall between the performance and the 

audience.  When artists began to combine actions with Environments, some scholars believe 

Happenings were created. 

Other scholars (Dutton, 1965; Henri, 1974; Kostelanetz, 1968) note the overall shift in 

the perception of art beginning in the later 1940s and early 1950s with the work of Jackson 

Pollock.  Pollock dripped paint over a blank canvas to create his work.  This technique shifted 

emphasis from the final product to the act of creating that product.   Pollock's work became 

famous and created a stir in artistic circles.  Many people began to view the performance (or 

production) of a work of art as more important than the subsequent viewing of an artist's 

creation.  The idea of process as more important that product gained popularity throughout the 

late 1950s.  Eventually, the production of Pollock's paintings, or works by similar artists, became 

almost a form of theatre.   

This shift in the perception of art was not just happening in America.  In Osaka, Japan, a 

group of Japanese artists who called themselves the Gutai were experimenting with action and 

painting.   Gutai artists often painted with their feet or threw bottles filled with paint at a canvas 
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with rocks under it.  In 1957, the Gutai presented a formal, more theatrical work for an audience 

that was described in an article in the New York Times: 

Perhaps Kazuo Shiraga best illustrates what the Gutai artists are trying to achieve in  

creating new impressions through sight and sound.  The curtain rises on a white screen 

marked by vertical red lines.  The slow beat of a temple drum is heard.  With each beat one of 

the red lines, which turn out to be sticks, falls forward.  The beat changes and sometimes two or 

three sticks knock each other down.  Pretty soon one sees not red falling sticks but soldiers 

stumbling on a battlefield as the drum beat begins to sound like a cannonade. (Falk, p. D24) 

 This performance, with all of its theatrical uses of action and mechanization, resembled 

compartments of later Happenings.  The publication of a description of the performance in the 

New York Times is said to have influenced the origins of Happenings. 

Historians also cite Dada, a performance art movement of the early 1900s, as an influence 

on the development of Happenings.  Dada began with performances that took place in Cabaret 

Voltaire in 1916 in Zurich, Switzerland.  In a small, back room of the Cabaret, artists such as 

Tristan Tzara, Richard Huelsenbeck, and Georges Janco simultaneously recited verses while 

wildly dancing and gesticulating.  Dada performances were always live, typically unrehearsed, 

and included the performance of poetry, lectures, concerts, and dances.  Two major elements 

found in Dada are considered integral to Happenings.  The first is the importance of the element 

of chance. The creators of Dada were anarchists who sought to throw out all the conventional 

rules of theatre and performance in order to create an anarchistic medium in which few, if any, 

rules existed.  In a similar manner, the creators of Happenings desired a new form of theatre, 

viewing traditional theatre as unimaginative and overdone.  By using the elements of chance and 

simultaneity as a foundation, both art forms saw themselves as radical and groundbreaking.  
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Dada artists also desired to bring everyday life onto the stage, a characteristic of almost all 

Happenings.  Dada performers sought to blur the distinction between art and life, until the two 

were interchangeable.  In Happenings, artists often took the everyday and familiar and presented 

it in such a manner that audiences saw the art in the everyday. 

The work of the Bauhaus artists in Germany in the 1920s also influenced the creators of 

Happenings.  Unlike the Dadaists, Bauhaus artists sought to create theatre based on rationally 

determined laws.  Bauhaus theatre was highly mechanical and combined the laws of engineering 

and architecture with those of dance and theatre.   Bauhaus was essentially a dance theatre;  most 

of the productions contained choreographed segments of mechanical dance-like movements set 

to a mechanized music.   This mechanized music, originally titled noise music by its Futurist 

creator, Luigi Russolo, moved performances into the future by finding a musical element in the 

sounds of machines and industrial cities.  Bauhaus theatre also experimented with lighting, 

conducting light plays where the whole performance consisted of variations in the color and 

length of different forms of light or shadow.   Both noise music and the use of lighting as an 

integral part of the story were incorporated into Happenings. 

The rise of modern dance after the First World War was another important factor in the 

development of Happenings.  Prior to World War I, dance almost always was presented in a 

matrixed format with rigid rules of time, place, character, and style.  Modern dance arose out of a 

desire to show dance for what it was, movement, rather than as part of a storyline or as a visual 

picture.  Rudolf van Laban, a Hungarian, attempted in 1908 to set down laws of movement for 

the body based on movements made in everyday life.  Laban's work greatly influenced his 

students to view dance not simply in terms of a two-dimensional picture frame but as a dynamic 

three-dimensional use of space.  John Cage and Merce Cunningham built upon this work to 
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create the foundation for modern dance.  Cage created his own Happening in 1952, at Black 

Mountain College during a time period in which many of the subsequent creators of Happenings, 

including Allan Kaprow, Robert Rauschenberg and Jim Dine, were in attendance at the college. 

Surrealism, a final major influence on the development of Happenings, gained popularity 

in the 1920s and was a prevalent influence on art through the 1960s.   One of the Surrealists main 

techniques was the use of juxtaposition, the joining of two or more disparate images, usually 

drawn from dreams or the unconscious, in order to create a new reality.  Happenings almost 

always joined images or actions that seemed incongruous or unrelated to provoke thought or 

feeling.  Happenings also used the blending of the animate and the inanimate, another practice 

found in Surrealism.   

Like all new movements in art, Happenings were built on the inventions of their 

predecessors.  Nevertheless, in their unique combination of ideas and techniques, Happenings 

emerged as a distinct form of performance art.  The initial research for this study revealed seven 

unique characteristics of Happenings.  Although each characteristic can be found in one or more 

of the aforementioned predecessors, Happenings used all seven characteristics in conjunction 

with one another.  This blending of artistic style makes the Happenings unique. 

Games and Play 

Hansen (1965) stated, “there is something about games and play in happenings” (p. 36).   

Roger Caillois and Johann Huizinga first discussed the application of play to performative 

genres.  Huizinga (1950) wrote, “Summing up the formal characteristics of play, we might call it 

a free activity standing quite consciously outside of ‘ordinary’ life as being ‘not serious’, but at 

the same time absorbing the player intensely and utterly” (p. 13).  Happening artists seem to have 

been interested in games and play primarily for their ability to involve the audience in the 
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performance.  Whether one is watching a game or involved in one, the player is interested in 

both how the game is played and who will emerge as the winner.  Michael Kirby’s 1963 

happening, The First and Second Wilderness, a Civil War Game, is an excellent example. Kirby 

transformed a downtown loft into a battle zone where two-foot-high cardboard soldiers assigned 

to either General Washington or General Richmond waged war.  This war was conducted by the 

moving of the cardboard soldiers according to the generals’ instructions by actors dressed in 

black.  Throughout the battle, women costumed as cheerleaders as well as audience members 

cheered, generally for the side they were seated closest to, while by a bikini-clad woman on a 

ladder marked scores.   

Kirby’s ability to take an actual event, a Civil War battle, and turn it into a game 

illustrates the way play can be used to assist in the discovery of art in everyday life situations that 

interested the Happenings creators.  Furthermore, Kirby’s technique is Brechtian, as it alienates 

audiences by turning the performance into an actual sporting event and then forces viewers to 

critically evaluate the performance by choosing a side for which they will cheer.  In essence, 

Kirby has turned the performance situation inside out, by asking audience members to become 

the actual performers in his Happening.  Each audience member is forced to choose between 

passive inactivity or active inclusion in the performance, undertaken by choosing a side for 

which they will cheer.  Regardless of their choice, Kirby has made each audience member 

critically examine their role in the performance event. 

Intertextuality 

According to Julia Kristeva (1980), “any text, is constructed of a mosaic of quotations; 

any text is the absorption and transformation of another” (p. 66).  As stated earlier, Happenings 

were created out of a blending of several different artistic ideas and performance techniques.  

 28



             

This intellectual blending was physically manifested in the performance of a Happening. 

Audiences often were surrounded with noises, images, and words, forcing them to create 

meaning from the many different texts that were being presented simultaneously.  Hansen (1965) 

said of these multiple texts that “they would meet in the observer’s eye” (p. 106).  Kostelenetz 

(1968) echoes this observation:  

As the ways of presenting material are nearly as various as the number of mixed-means  

practitioners, each piece demands of the spectator an actively engaged and highly  

personal perception.  These symptoms of apparent disorder, often leaving the eye unsure  

of where it should look and the ear unsure of what it should hear, challenge the audience  

to perceive order in chaos. (p. 8) 

By combining various texts from the fields of literature, dance, music, and everyday experience, 

Happenings present an intertextual performance where audiences are challenged to find and 

create connections between seemingly disparate images and actions. 

Place/Space 

Place and space each play an important role in Happenings.  Place in a Happening is 

generally regarded as the actual site upon which the performance occurs.  Happenings have 

occurred in a wide variety of places, from the Brooklyn Bridge to an artist’s backyard.  Space in 

a Happening refers to the spatial framework of the performance.  In other words, how bodies are 

situated in relation to each other, to performers, and to objects.  Often artists will play with space 

in a Happening by constructing pathways by which audience members must move in order to 

view the performance. 

An emphasis on place and space is characteristic to Happenings.  As Claes Oldenburg 

noted, “the place in which the piece occurs, this large object, is part of the effect and usually the 
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first and most important factor determining the events (materials at hand being the second and 

players the third)” (Goldberg, 1988, p. 134).  Place plays a large role in a Happening, as is 

evident from performances such as Ken Dewey’s City Scale and Milan Knizak’s Demonstration 

for all the Senses.  In each of these Happenings, spectators were led by the Happening’s creator 

throughout the city to observe different occurrences.  Seckler (1963) discusses part of the 

reasoning behind selections of place during her discussion of Kaprow’s 1962 courtyard 

happening: 

The experience would be very different – certainly less moving – if the ‘happening’ had  

been held in a museum.  The striking continuity and shifting identities of real and unreal  

would be blurred.  This is one of the reasons why most of the artists discussed say they  

would prefer to have their works presented outside the cloistered atmosphere of cultural  

institutions. (Seckler, 1963, p. 66) 

Space was important to Happening artists because the transformation or total use of a space 

allowed the spectator to be brought completely inside the realm of the performance.  

Furthermore, the performance of a Happening in an everyday space such as a backyard, street 

corner or field allowed for the creation of a liminal realm in which the artistic world of the 

performance could be fused, at least momentarily, with the everyday world.  This fusion of art 

with everyday life gave audience members a stronger feeling of inclusion in the performance. An 

emphasis on place is one of the most unique characteristics on happenings, as many of the 

aforementioned predecessors were generally not concerned with place. 

Anarchy 

The next and perhaps most intriguing characteristic of a Happening is the spirit of 

anarchy it contains.  John Cage, speaking of the success of his Untitled Event in 1952, remarked 
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that it was, “…an anarchic event – purposeless in that we didn’t know what was going to 

happen” (Goldberg, 1988, p. 127).  Happenings involve anarchy not because they are lawless and 

disordered.  Their high levels of non-directed audience involvement as well as the use of non-

matrixed characters create an anarchic situation in which the typical rules of performance are 

suspended and many outcomes are possible.  While Happenings are well-rehearsed pieces, it is 

impossible to predict everything that audience members will do when given the option of 

interaction in the midst of the performance.  Therefore, the actual outcome of the performance 

may change radically from one performance to the next.  Hansen explains this notion, 

Because the happening notation has anarchy and freedom built into it, because people are  

free to be as noble or evil as they want…hair raising events can occur.  But most of the  

stimulation and energy of happenings comes from the anarchy also. (Hansen, 1965, p.20) 

A spirit of anarchy is always present in a Happening.  This spirit is created by the director’s 

conscious relinquishment of control to the audience, allowing them to participate in the 

construction of the performance. 

Chance 

As mentioned earlier in this chapter, the element of chance found in Happenings is drawn 

from the work of Dada artists earlier in the century.  Just as Dada artists put random words 

together to make a poem or dropped pieces of string to the floor in order to make a picture, 

performers in a Happening carry out their assigned tasks with a certain amount of freedom that 

allows for an unpredictable outcome.  Kostelanetz (1968) stated: 

In pure happenings, the script is vague enough to allow unexpected events to occur in an  

unpredictable succession. The movements and identity of the official participants are only 

sketchily outlined, and a participant may improvise details of his activity, although its 
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general purpose has usually been decreed in advance.  The resulting actions are, as 

Michael Kirby notes, indeterminate rather than improvised. (p. 4) 

Although Happenings are scrupulously planned, purposeful events, the lack of an information 

structure or matrix allows room for audience members to create their own interpretation.  

Similarly, the freedom given a performer while playing a non-matrixed character creates an 

element of chance that leads to a performance that is unpredictable.  As Hansen (1965) stated: 

The wonderful thing about new free theater is that you cannot have a playbill…you  

cannot say ahead of time who will do what or what will take place.  One must have  

something like an afterbill which is written up afterwards. (p. 114) 

Similar to their predecessors in the Dada movement, Happening artists set their own rules for 

performance.  In each movement, a new type of art was born in which chance as a technique was 

valued more than precision. 

Fusion of Art with Everyday Life 

 Perhaps the most fundamental characteristic of a Happening is its desire to fuse art with 

everyday life.  The creators of Happenings used common materials (e.g., paper, plastic, and 

metal) in conjunction with familiar actions (e.g., juicing an orange, sweeping, playing tag) in an 

effort to force audiences to re-evaluate their everyday actions and surroundings.  Lee Baxandall 

(1966) explained this idea when he wrote that, “Happenings remove people from the illusory 

world which, swathed in abstractions, is their everyday life, and put people into the actual world 

through devices which freshen perception” (p. 33).  Hansen (1965) echoed this statement when 

he wrote, “At the core of happening theory, and central to the thinking and philosophy of the 

happening people, is the idea that there is a fusion of art and life” (p. 85).  By placing an 

audience in an unfamiliar and often chaotic situation where they are forced to think twice about 
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actions or ideas that they have long taken for granted, artists sought to illustrate that art is 

happening around them everyday, and that art is more than something found on the wall of a 

museum.  Similar ideological shifts were taking place in music and dance as can be seen in the 

work of Martha Graham or John Cage.  Throughout the arts, people were experimenting with 

realism and seeking to abandon artifice.  However, performance art historians typically note the 

Happening as either the forerunner or the apex of the general movement because of its 

combination of elements of dance, performance and music.  Davis (1970) stated that:  

What is further known but little granted is that the central impulse behind the  

‘happenings’ movement – which I take to mean the use of simple, everyday activity in art  

for its own sake – persisted through the 1960s, surfacing in other, more formal genres,  

such as music and dance – on their left-wing, avant-garde front. (p. 31) 

Whether Happenings were the first or ultimate expression of the abandonment of artifice in favor 

or realism is debatable and, for the purposes of this study, irrelevant.  What is significant is the 

fact that Happenings are concerned with fusing elements of art with everyday life often to such 

an extent that the two become interchangeable. 

Purpose and Meaning 

 The final common characteristic of Happenings is the existence of a purpose and a 

meaning in a Happening.  Creators of Happenings used their performances to educate and 

confront people about issues such as war (Wolfgang Vostell, 1964, You), culture (Robert 

Whitman, 1960, The American Moon), identity (Yoko One, 1964, Cut Piece), and language 

(Allan Kaprow, 1961, Words). Yayoi Kusama, who targeted key New York City locations such 

as Central Park and Wall Street for her Happenings in the 1960s, said that they were “anti-war, 

anti-establishment…about economics, politics, Japan and scandal” (Goldberg, p. 37).  Although  
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creators of Happenings seek to confront and educate, they do not desire to preach to their 

audience about a certain issue.  Hansen (1965) stated, “I feel my theater does not judge” (p.122).  

Happenings are about the expression of ideas.  They do not offer answers to the problems of the 

world.  Instead, they offer additional questions.  The purpose of a Happening is an addition to the 

general societal discourse through the posing of questions.  Artist, performer, and audience 

member each create a different meaning for a particular Happening as their understanding of the 

question posed and their answers to that question vary.  Therefore, an understanding of an artist’s 

meaning in a particular Happening is unimportant.  What is important is that Happenings, which 

were commonly viewed as performances where things just happened and no structure or purpose 

existed, were actually meaningful, purposeful events. 
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CHAPTER 3 
 

METHODOLOGY 
 

Introduction 
 
 In this study I sought to determine which, if any, of the seven previously discussed 

characteristics of Happenings were efficacious in communicating an environmental message.  I 

began by creating a performance that used each of the seven techniques as well as an overall 

message of environmental consumption and distress.  I also created a survey (Appendix A) 

designed to elicit narrative responses from audience members regarding their interpretation of 

the overall environmental message of the performance.  During the analysis of these survey 

responses, I sought to discover which techniques, or characteristics were most efficacious in 

communicating the message of environmental consumption and distress. 

 As mentioned earlier, Happenings are often purposefully abstract in their message.  Many 

of the original artists who created Happenings preferred to incorporate ambiguity rather than 

have their performances considered preachy or judgmental. Happenings, as a rhetorical tool, 

were appealing to many artists because they were message driven in their content yet subtle in 

their style.  The meanings of particular Happenings are subjective.  No one observer’s 

interpretation can be considered wrong.  Similarly, I did not consider observers wrong if they did 

not understand the environmental message I tried to communicate in Rhapsody in Green: A 

Happening.  The goal of this study was to see if a Happening could communicate a particular 

message and then to analyze which parts of the performance conveyed that message more 

effectively than others. 

 This chapter is divided into three sections: an introduction, production concept, and a 

discussion of the survey construction and coding process.  The survey results are reported in 
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chapter 4.  The survey responses were treated as brief narratives drawn from the observer’s 

overall narrative of their performance experience.  Drawing from previous research (Boje, 1991; 

Heise, 1992; Rumelhart, 1977) the survey responses were coded using a top-down narrative 

analysis.  Peter Manning and Betsy Cullum-Swan (1994) explain top-down narrative analysis in 

the following manner: 

 Events require prerequisites; events must exhaust the conditions that the 

prerequisites created; events’ prerequisites must be subsequently exhausted before  

they can be repeated.  Thus, what is “tested” is the preconceived closed and  

logically constrained binary model (events either happened or they did not) of the  

researcher. (p. 465) 

In my particular study, the prerequisites consisted of the seven characteristics of Happenings 

contained in my performance.  I used a survey to question observers on the communicative 

ability of each characteristic.  My preconceived hypothesis was that these seven particular 

characteristics of Happenings would communicate the show’s environmental message.  

However, I did allow for other unforeseen factors to emerge as communicators of that message 

as well. 

 The coding of my survey responses consisted of the answers to three questions:  Did the 

particular characteristic targeted in the survey question communicate a message to the audience? 

If so, what message was communicated? Finally, which characteristics conveyed an 

environmental message to the largest number of people?  I sorted the data further to reflect the 

order in which participants viewed the performance, as the Happening contained three parts that 

were conducted simultaneously. 
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Performance Concept 

For the purposes of the proposed study, this performance mandated the inclusion of each 

of the seven characteristics of Happenings (use of games and play, an inherent intertextual 

element, emphasis on place/space, an element of anarchy, an element of chance, emphasis on the 

fusion of art with everyday life, existence of purpose and meaning) as outlined by the researcher.  

Furthermore, in order to assert that the performance would be a traditional Happening, all aspects 

of the performance needed to be similar to aspects of Happenings that occurred during the ten-

year period from 1959 to 1968.  These two factors greatly influenced the conception and 

construction of the performance. 

When each of these tasks were accomplished, I felt I had created a performance true to 

the traditional characteristics of a Happening that contained a message regarding environmental 

consumption and destruction.  In Area One, audiences watched a man systematically smash roses 

with a hammer and then place the destroyed pieces of the rose into plastic containers, much in 

the same manner that companies around the world daily destroy natural objects and then 

reproduce them into a product for mass consumption.  In Area Two, audiences watched as two 

women dressed in protective plastic clothing shed their protective clothing and then began to 

play football on top of a plastic tarp.  When the football game was over, the two women clad 

themselves in this same protective gear and left the area.  My goal here was to make a twofold 

statement – first that the natural green space of a golf course was to be torn down in order to 

make room for a football stadium; and secondly, that society has begun to feel the need to protect 

children and adults from contact with the natural environment.   

In Area Three, audiences watched as a young woman clad in a white Mother Earth sheath 

was tied to a tree with plastic bags by a young man, who then began to rip and cut her clothing 

 37



             

with scissors.  These scissors were then offered to the audience.  In this part of the Happening I 

wanted the audience to think about the rape of the environment that occurs when we penetrate 

the earth with our machines to mine precious ores or to construct monuments and landfills.  I 

also wanted to give the audience a chance to either participate in the violence or to stop it.  I did 

not allow the woman portraying Mother Earth to speak during any part of the performance 

because I did not want her to reassure audience members who helped her that she was okay.  I 

wanted to force people into thinking about how violence against the earth can be stopped not just 

in the short-term, but in the long-term as well.  By not allowing the Mother Earth performer to 

speak to audience members, I denied the audience the ability to feel satisfied that they had truly 

stopped the violence towards Mother Earth.  In other words, even if audience members chose to 

cut her free and comfort her, they were given no assurance that she could escape another 

subsequent attack from her aggressor, unless they took some further action, such as removing her 

from the area.  I also instructed the male performer, who had enacted the violence, to stand with 

the audience after he had given away the scissors so that those people who did nothing and 

simply watched the female performer hanging on the tree might be prompted to think about the 

notion of silence and its relation to the perpetuation of cycles of violence.   

Finally, in Area Four audience members watched as a young woman read sentences aloud 

that she constructed from cut up words on a table in front of her.  After each reading, the woman 

seemed dissatisfied with the sentence.  She continued selecting and rearranging words to make 

another sentence until the final moments of the performance, when she repeated one sentence 

five times.  My purpose in this area of the Happening was two-fold.  First, I wanted to reveal the 

theme of the performance – the environment – by having the word “environment” spoken aloud 

several times.  Second, I wanted to communicate my personal views about United States policy 
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regarding environmental action.  I believe that like the young woman who vainly seeks to make 

sense out of nonsense, our elected officials are incapable of seeing the larger picture.  They grasp 

at straws, making miniscule policy changes each year.   

In conclusion, because I do not personally believe that our society has found a solution to 

our environmental problems, I chose not to provide the audience with a solution in the 

performance.  Instead, I focused on educating the audience about the environmental problems 

inherent in our current system of destruction and consumption.  I chose to do so, not by simply 

preaching the environmental problems existing in our current system, as I felt that this sort of 

apocalyptic rhetoric tends to either frighten audiences into inaction, or anger them to such an 

extent that they stop listening.  Instead, I sought to create a performance situation in which 

audience members were allowed to create their own interpretation, and to a small extent, enact 

their own solutions, as in Area Three.  In this manner, the environmental message exists in the 

performance, but audience members are allowed to create individual pathways by which they 

approach the message.  In the following paragraphs, I will explain how each of the seven 

characteristics was manifested in the performance as well as discuss particular Happenings that 

served as models for my performance choices. 

Purpose and Meaning 

The seventh characteristic revealed in my analysis of Happenings, the existence of both a 

purpose and a meaning, was the first characteristic addressed in the construction of the 

performance.  Because of a personal interest in environmental rhetoric, specifically the image 

events of groups like EarthFirst!, I decided to create a performance that would attempt to raise 

audience awareness of the consumption and destruction of our environment.  The message of the 

performance, at least from my perspective, was that we are attacking and abusing our 
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environment without any concern for the repercussions of our actions.  Traditional Happenings 

acted as subtle teachers of a message, as opposed to overt preachers.  The inclusion of a message 

in my performance was based on the work of Wolfgang Vostell in You (1964).  Vostell provided 

his audience with opportunities to choose whether they would act violently against one another 

in this piece about the atrocities of war while simultaneously refusing to provide them with a 

solution to the problem of political violence.  As in You, attendees of Rhapsody in Green: A 

Happening were confronted with images and eventually forced into a subject position where they 

had to choose between action and inaction.  Vostell provided his audience with water pistols 

filled with paint and instructions to shoot others if they so desired.  In Area 3 of my performance, 

a performer offered scissors to audience members chosen at random, thereby offering them an  

opportunity to free or assault a woman tied to a tree.  Audience members could choose not to act 

in any manner by refusing to accept the scissors or laying them down.  Also, in a move similar to 

Vostell’s I refused to give the audience a solution to these problems; instead, the performance 

concluded in Area Four as all the spectators witnessed a confused student trying to find a 

solution. 

After deciding on a theme or message for the performance, I then chose a method for 

structuring how the audience would view the performance.  I decided to structure the show after 

Kaprow’s famous work, 18 Happenings in 6 Parts (1959).  Following Kaprow’s lead I separated 

the actions taking place in the production into three performance areas through which groups of 

the audience would proceed in a predetermined sequence and view separate events 

simultaneously.  Audience members, as in Kaprow’s performance, received an instruction card 

as they entered the space.  The cards directed audience members to one of three performance 

areas for the beginning of the performance, instructed them on the sequence in which they would 
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view the performances, and revealed the prompt that would signal them to move to the next 

performance area.  Unlike Kaprow, I instructed my actors to perform the actions in their areas in 

the same manner for each group of audience members.  This decision was made in an effort to 

insure that each set of audience members would have the opportunity to respond to the same 

prompt.  I also diverged from Kaprow’s formula in 18 Happenings in 6 Parts by limiting my 

performance to three simultaneous parts, as opposed to six, and by adding one final segment that 

the entire audience viewed as a single large group.  The inclusion of a final communal area 

served as an intertextual denouement encouraging audience members to connect the disparate 

images of the performance.   

 As soon as I decided on an environmental message, I began pinpointing environmental 

issues that I wanted to highlight in the performance.  The rape (or destruction) of the 

environment, the manufacturing and re-production of the environment, the protection of mankind 

from the environment, and current United States environmental policy were the issues I chose to 

highlight in Rhapsody in Green: A Happening.  I determined that a performance dealing with 

these issues could be most effective in a natural, outdoor environment rather than in a classroom 

or a theater.  I knew that the space would communicate just as much if not more than the actions 

that were to take place in each particular performance area.  This emphasis on the use of space 

and place is the third outlined characteristic of Happenings. 

Place/Space 

I settled upon the University of North Texas’ Outdoor Environmental Learning Area 

(ODELA) as the prime location for my show, as it contained lush vegetation, trees, ponds and 

two separate gazebo areas.  ODELA was important, however, not simply because it provided a 

“natural” environment for the production, but primarily because it was a manufactured space 
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where nature had been displaced and then re-constructed into a safe “natural” environment where 

young children could come to learn.  The ODELA was a natural choice because it had the 

potential to remind audience members of the issues of natural destruction, reproduction, and 

safety that I sought to address in my performance.  Ken Dewey’s City Scale (1963) served as the 

traditional foundation for this performance choice.  City Scale used New York City as its stage, 

moving audience members about the city to witness actions (e.g., a model undressing at an 

apartment window) and to take part in events (e.g., the filing of forms in public records offices).  

While Dewey’s Happening could have been staged inside an art gallery or in a backyard, he 

enhanced his overall message by placing actions around the city and forcing people to migrate 

from place to place, experiencing the presence of city sounds, smells, and life. 

Games and Play 

After deciding on the performance space, I began to conceptualize the actions that would 

take place in each area of my Happening.  During this process, I incorporated the remaining 

characteristics of Happenings into the performance.  The use of games and play was evident in 

my Happening in the actions of the actors in Area Two.  Two women, clad in UNT t-shirts, 

tossed a football back and forth and then engaged in mock football game play.  I chose the game 

of football in an effort to highlight the previous year’s debate in Denton, Texas, over the 

destruction of a golf course’s ample green space in order to make room for a new football 

stadium for the University of North Texas.  I modeled this aspect of the performance after the 

work of Ken Dewey, whose Happenings almost always involved the use of popular games, such 

as Action Theater (1965) where attendees took part in a game of tug-of-war. 
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Anarchy 

 The inclusion of an element of anarchy was primarily achieved in Area Three of the 

performance.  After witnessing an action wherein a woman was violently tied to a tree with 

plastic bags by a man who then proceeded to slowly cut and rip her clothing, spectators were 

offered scissors and forced into a subject position where they must choose between freeing the 

woman, cutting her clothes, or doing nothing at all.  This decision consistently resulted in 

audience confusion once the scissors were offered to attendees or dropped on the ground.  This 

segment of the performance provided the opportunity for an audience revolution. Audience 

members could remove the female performer from the performance space altogether, thereby 

changing the outcome of the remainder of the performance.  The idea for the actions of Area 

Three came from Yoko Ono’s Cut Piece (1964).  In Cut Piece, Ono sat silently and motionless 

on stage for two to three-hour periods during which the audience could approach and cut off 

parts of her clothing.  As in Cut Piece, audience members of Rhapsody in Green: A Happening 

were forced into a subject position.  Whether they accepted the scissors and acted or chose not to 

act, they became primary actors in the performance.  This choice was anarchical because once a 

director gives the audience control over the outcome of a performance, s/he cannot take it back. 

Chance 

 Chance was incorporated into my Happening by giving my actors choices regarding the 

way they carried out their specified actions.  The method in which the roses were smashed and 

packaged in Area One, the choice of which audience members the scissors in Area Three would 

be handed to, and the structure and subject matter of the sentences created in Area Four were all 

left up to the performers’ discretion.  I based this decision on the work of John Cage in Untitled 

Event (1952).  Cage gave the actors in Untitled Event cards with vague instructions (e.g., move 
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across the room, strike a pose, etc.) and left the choice of how to carry out those instructions up 

to the actors.  Similar to anarchy, I established chance in the performance by giving away 

directorial power. 

Fusion of Art with Everyday Life 

 I accomplished the inclusion of one of the more fundamental characteristics of 

Happenings, an emphasis on the fusion of art with everyday life, by juxtaposing natural objects 

(e.g., roses) with manufactured objects (e.g., plastic).  Plastic containers, tarps, gloves, shoe 

covers, and grocery bags were used in my Happening.  I wanted to highlight the contrast between 

manufactured objects and the natural components of my Happening such as the trees, grass, and 

roses.  In one of Claus Oldenberg’s Happenings, Snapshots from the City (1960), manufactured 

trash such as cardboard boxes, beer bottles, paper bags and newspapers were used in both 

costuming and the construction of an environment in which his actors performed.  Like 

Oldenberg, I wanted to highlight these everyday objects that eventually become the refuse of a 

society.  I chose to do so by making them the agents of natural destruction and incarceration.  My 

intention for including these objects was to call into question the amount of plastic materials we 

use and discard on an everyday basis without recycling, as well as the reasons why we use these 

materials.   

Intertextuality 

 The final element necessary to my performance was the presence of intertextuality.  I 

used a number of visual texts in my Happening such as the roses, UNT t-shirts, plastics, and a 

“Mother Earth” costume for the female actor in Area Three.  The one written text I used in my 

performance was an article on environmental rhetoric (DeLoach, Bruner, & Gossett, 2002) that 

was cut into pieces and fashioned into two Dada texts.  The first text was read by the female 
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performer from Area Four as she visited each of the other areas of the Happening during the first 

three segments of the performance.  The other text was created by this same performer in Area 

Four as a conclusion to the performance as she randomly chose words and created sentences out 

of them, which she read aloud.  Furthermore, because of the lack of a narrative structure, 

audience members were invited to create meaning by drawing from the previous texts they had 

each  encountered (i.e., in each of the four performance areas) and then using those texts to link 

elements of the Happening together into a message or storyline.  The foundation for this sort of 

intertextual experience came from the work of Al Hansen in his famous Hall Street Happening 

(1961).  Hansen’s Happening took place outdoors, in his backyard, and combined visual texts 

with written texts, some of which were readings from a Dada poetry book. 

 After the performance was created, I constructed a survey designed to elicit narrative 

responses regarding the environmental message of the performance, and then analyzed the 

survey responses to determine which performance techniques proved most efficacious in 

communicating the environmental message.  A brief description of the survey construction 

process is discussed below.  Chapter 4 reports the results of the survey along with a detailed 

account of the method in which each question regarding one of the seven characteristics of 

Happenings was coded. 

Survey and Coding Description 

The survey I created contained fifteen questions, nine of which were designed to gather 

responses that might reveal the communicative ability of each of the seven characteristics.  

Responses to the first question on the survey, which asked audience members to reveal their 

ages, provided demographic information.  Age was an important factor in my research as I 
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sought to discern how well Happenings communicated a message to a younger audience who 

was largely unfamiliar with this particular performance genre.   

The second question asked audience members whether they viewed the performance live 

or on videotape.  I created question 2 in order to determine which respondents had attended the 

live performance.  One of my fellow teaching assistants offered students in his Introduction to 

Communication course the opportunity to attend the live performance or to view the 

performance on videotape.  In order to demonstrate that they had viewed the Happening, students 

in the class had to complete the survey.  I wanted to use only responses from people who 

attended the live performance, because audience involvement is such an integral part of 

Happenings.  I wanted to be able to winnow out the responses of individuals who watched the 

performance on videotape.  At the same time I thought it unfair to penalize members of a class 

who could not attend the live performance.   

A week prior to the Happening, I visited certain departmental communications courses 

that were giving students extra credit for attending the performance.  As I was only given a brief 

amount of time to speak in these classes, I invited each class to attend a lecture on Happenings 

that I gave at the Performance Interest Group meeting later that week.  I also gave every 

instructor that provided students extra credit for attending the Happening the link to a Website I 

had created on Happenings.  In both instances, I wanted to provide students with the opportunity 

to familiarize themselves with the genre before they attended the performance if they so chose.  

Questions four and five of the survey asked respondents if they had either attended the lecture, 

visited the website, or attended a performance similar to Rhapsody in Green:  A Happening.  I 

designed questions four and five to determine the familiarity of each audience member with 

Happenings and performance art. 
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Questions thirteen through fifteen were designed to elicit responses about the overall 

rhetorical efficacy of the performance.  Questions thirteen and fourteen sought to discover the 

techniques, or characteristics, in the performance that respondents identified with most, as well 

as those with which they least identified.    Question 15 asked respondents if they enjoyed the 

performance and if they would attend another performance similar in style.  The remaining nine 

survey questions dealt with the efficacy of the seven characteristics of Happenings, as manifested 

in my performance, in communicating an environmental message to the audience.  A description 

of these questions can be found alongside their results in Chapter 4. 

In the final chapter of this study I report the results of my survey.  An analysis of the 

results in regard to the primary research question of this study follows the report.  The analysis 

leads to a discussion on the implications of my survey results for future research in the field of 

performance studies.  I conclude this discussion with an assessment of the overall success of my 

research techniques. 
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CHAPTER 4 
 

RESULTS 
 

Introduction 
 

 In this project, I sought to determine which elements of a traditional Happening 

contributed to its current use as a rhetorical tool.  Over 120 people attended the live performance 

of Rhapsody in Green:  A Happening.  Seventy-eight of these people participated in the study by 

completing the survey questionnaire.  Respondents were asked to identify the order in which 

they saw the performance by attaching their instruction card to their completed survey.  Twenty 

of the 78 audience members who completed surveys failed to attach their cards, thereby creating 

a group of responses in which the order of viewing the performance was unknown. 

 In an effort to ascertain if a similarity of response based on viewing order existed, I 

separated responses into groups.  Group One consisted of 16 responses from audience members 

who viewed the Happening in the following order: Area One, Area Two, Area Three and Area 

Four.  Group Two contained 18 responses from audience members who began the performance 

in Area Two and then moved to Areas Three, One, and Four, consecutively.  Group Three’s 24 

respondents started the performance in Area Three and then traveled to Area One, to Area Two 

and finally to Area Four.  Group Four consisted of responses from 20 participants who did not 

return their instruction card with the completed survey questionnaire, thereby failing to identify 

the order in which they viewed the performance. 

I used a top-down narrative analysis method of coding, based on the work of Peter 

Manning and Betsy Cullum-Swan (1994), in which I looked for previously defined codes (the 

seven characteristics of Happenings).  I also allowed for the existence of emergent codes.  The 

frequency of these emergent codes throughout the survey responses confirmed their validity.  In 

 48



             

this chapter, I discuss each of the emergent codes in conjunction with the characteristic or survey 

question to which they correspond, along with an account of the number of times respondents 

mentioned the emergent code in the survey responses. 

Age, Expectations, and Familiarity 

 Only seven of the 78 respondents were more than 25 years old (See Table 1, Appendix 

D).  The remaining 71 participants were between 18 and 25 years of age.  The existence of a 

fairly homogenous sample of college-aged attendees was beneficial in this research project as I 

sought to understand how effective Happenings were at communicating a message to an 

audience who was largely unfamiliar with this particular performance genre.  Because of the age 

of the genre and the number of years since Happenings have been staged, a younger audience 

was less likely to be familiar with Happenings.  Consequently, responses were more likely to be 

based on a ‘pure’ reading of the performance text. 

In response to question 4, 73 respondents (94%) stated that they had never attended a 

performance similar to Rhapsody in Green:  A Happening (See Table 3, Appendix D).  The five 

audience members who stated they had seen a similar performance compared the performance to 

(a) installation art, (b) a haunted house sponsored by a religious group, (c) an outdoor 

performance at a summer camp, (d) a performance by the Center for Experimental Music and 

Intermedia at the UNT, and (e) a Communication Studies performance showcase from members 

of a class who traveled to Cuba to study rhetoric and nationalism.  Although none of the 

aforementioned performances are identical to a Happening, they do share similar characteristics.  

Perhaps the respondents who mentioned these other performances did so because they noted 

similar characteristics, i.e., emphasis on place/space (the outdoor summer camp performance and 

the haunted house) and inherent intertextuality (the installation art performance).   
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Question 5 asked participants to list their expectations for the performance, and to state 

whether those expectations had been influenced by attending a lecture on Happenings or by 

visiting a website on Happenings (See Table 4, Appendix D).  Thirty-two people (41%) 

responded that they had no expectations for the performance whatsoever.  Forty-six participants 

(59%) responded that they did have expectations, however only 13 of those participants (28%) 

mentioned the Happenings lecture as an influence on their expectations.  Five of the 46 

respondents with expectations (11%) reported they were influenced by a brief explanation of 

Happenings given in the Communications Studies class where they had been invited to the 

performance.  The remaining 28 respondents (61%) acknowledged some sort of expectations but 

stated that they did not attend the Happenings lecture or visit the Happenings website.  

Generally, these 28 participants divulged expectations of a more traditional theatrical 

performance that would not involve audience participation.   

Place and Space 

 Questions three and 12 attempted to measure the communicative effect of both place and 

space in my performance.  Question 3 asked attendees to note their first impressions upon 

entering the performance area.  I coded responses containing reactions to the outdoor setting of 

the performance as commentaries on the use of place.  Responses containing reactions to the way 

audience members were guided through the performance I coded as commentaries on the use of 

space.   

Overall, 21 people (27%) commented on the place in which the performance occurred 

(See Table 2, Appendix D).  These comments were predominantly positive regarding the outdoor 

setting. Two negative comments on place contained statements of frustration regarding 
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mosquitoes and the lack of seating in each area.  One response directly stated that, “My first 

impression was that this is going to have to do with the environment.”   

Eighteen respondents (23%) commented directly on spatial elements of the performance.  

Eight of these remarks were negative comments on the inability of the setting to hold the large 

crowd comfortably or to provide for sufficient viewing of the actions in each area.  The 

remaining 10 remarks concerning space were positive comments about the exciting nature of the 

performance due to its multiple, simultaneous staging areas.  Eighteen people (23%) responded 

that upon entering the performance space they immediately felt confused about what would take 

place and what part they would play in the performance. 

Question 12 asked spectators to describe another setting where this particular 

performance might be appropriate.  Again, I separated the responses into remarks about place 

and remarks about space (See Table 11.1, Appendix D).  Responses suggesting the use of a 

setting for its communicative or intertextual attributes I coded as observations on place.  

Responses suggesting the use of a setting with the ability to contain large numbers of people 

comfortably or to provide easy viewing of the performance I coded as observations on space.  

Fifty of the 78 respondents’ answers (64%) dealt with place (See Table 11.2, Appendix 

D).  Thirty-seven of the 50 alternate places suggested by participants were natural outdoor 

settings, such as a forest.  This finding suggests that many people recognized an outdoor 

environment as essential to the meaning of the performance.  Thirteen of the 50 alternate 

suggestions were indoor places.  Most of the indoor places suggested by respondents related to 

education, such as museums and college campuses.  Although these responses might suggest an 

awareness of the historical aspects of the piece, the respondents’ general lack of knowledge 

about Happenings as an historical performance art form suggests another alternative. One 
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possible explanation for these responses is that the participants were indicating an awareness of 

the pedagogical nature of the performance.   

Only six people (8%) suggested settings related to space.  Each of these responses 

suggested a space, as one respondent said, “large enough so that people could see it.”  Five of the 

78 participants (6%) responded that they felt no space would be appropriate for the performance. 

Anarchy and Chance 

I designed question 6 to determine the communicative effect of the aspects of my 

performance containing elements of anarchy and chance.  As stated in the performance concept, 

anarchy and chance existed in the areas of the performance where directorial power was 

relinquished to actors and audience members.  Question 6 asked respondents what surprised 

them about the performance (See Table 5, Appendix D).  I hoped to obtain responses containing 

participants’ surprise at the invitation to audience participation as well as to specific actions 

taken by performers in each Area, as these were the only parts of the show in which I 

consciously allowed for elements of anarchy and chance to occur.  I coded responses pertaining 

to the level of audience involvement, or control, in the performance as remarks on anarchy.  

Responses involving specific decisions made by performers regarding the way they would carry 

out their assigned actions I coded as remarks on chance.  I did this because these decisions were 

not discussed or decided upon by myself as the director.   

Of the 78 participants, only 14 (18%) responded with answers that were coded as either 

anarchy or chance.  I expected many people to answer this question with comments about the 

interactive nature of the performance in Area Three, in which an actor relinquished control to 

audience members by inviting them to participate.  This invitation to active participation in the 

piece encouraged a spirit of anarchy and potentially altered the outcome of the performance.  
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Thirteen people (17%) identified Area Three as the most surprising part of the performance, 

however, their comments contained no mention of interactivity.  They were not, therefore, coded 

as anarchy.  Instead, their comments labeled the actions of Area Three as excessively violent and 

graphic in nature.  The six responses I coded as anarchy each specifically dealt with the 

interactive nature of Area Three.  These responses contained positive reactions to this technique.  

For example, one respondent stated that the most surprising aspect of the performance was,  

…The reality of the performers.  When my group saw the girl tied up to tree they grabbed  

the scissors and cut her down, but she just fell[.] [T]his help[ed] emphasize that she was  

really injured and that the ‘happening’ wasn’t over just because she was loose.  

Another participant wrote, “…What really surprised me, though, was the ‘rape’ station and it’s 

interactivity.  I’ve never been in a performance with physical interaction of any sort.”  Each of 

these respondents stated in their answers to question 15 that they enjoyed the performance and 

found it “interesting.”   

The eight responses coded as chance were reactions to individual choices the performers 

made regarding the ways they carried out their specific actions.  These responses primarily dealt 

with Area One and Area Three.  One respondent expressed surprise at “how angry section 1 and 

3 were.”  All of the responses coded as chance referenced the emotional aspect evident in the 

male performers’ actions in Areas One and Three.  As one participant from Group One stated, 

“…But then the man hammering at roses scared me.  It was surprising to see a man so bitter 

about roses.”  In accordance with established practice for directing a Happening, I instructed the 

actors not to portray any specific emotion while executing their assigned tasks.  My actors 

performed non-matrixed characters, or characters that exist outside the realm of a plot structure.  

 53



             

The way in which the actors chose to carry out their actions, however, seemed to display 

emotional intent to some attendees. 

 Three other codes emerged in coding responses to question 6.  Nineteen people (24%) 

referenced surprise at the lack of spoken dialogue in the performance.  Although no action in any 

Area was without sound, the lack of speaking in Areas One, Two, and Three elicited comment 

from respondents.   I expected participants to be surprised by the lack of dialogue, however, the 

assumption that the performance was silent due to the lack of dialogue in Areas One, Two and 

Three is interesting.  The repeated mention of silence in the performance by these attendees 

could highlight a growing awareness that they, in fact, were participating in the performance 

through the sounds they were making as they traversed the performance space. 

Violence emerged as a second code.  Fourteen people (18%) commented on their surprise 

at the violent nature of the performance.  The bulk of these responses dealt with the actions in 

Area Three, which many participants referred to as “raping” or “beating” the woman tied to the 

tree. I find these mentions of raping and beating intriguing as they hint at the beginning of 

narratizations forming in the mind of these respondents.  The performers in Area Three merely 

engaged in actions, however, these particular respondents begin to narrate these actions in their 

response by referring to them as rapes and beatings. 

Organization was the final emergent code in response to question 6.  Six respondents 

registered surprise at the manner in which the Happening was organized.  As one respondent 

wrote, “I didn’t expect to move around, I just thought we would sit in a chair and watch someone 

do a scene from a play….There was no introduction or conclusion.”  Once again, these responses 

suggest surprise at the level of audience involvement in the Happening, as well as an awareness 

of the fact that audience members must create their own narratives of the performance. 
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Fusion of Art with Everyday Life 

 Question 7 targeted the fusion of art with everyday life in the performance.  As noted in 

the performance concept, throughout the Happening I created scenes where the actors used 

natural materials (e.g., roses) and everyday plastic materials (e.g., plastic grocery bags) in 

unusual ways.  This technique accords with the Happenings characteristic I labeled “the fusion of 

art with everyday life.”  Question 7 asked audience members to identify images from the 

performance they found striking and to describe their reactions to these images (See Table 6, 

Appendix D).  I sorted responses into categories based upon which image they described and 

whether the description contained any mention of the natural or plastic materials I had included 

in the performance.  These responses were divided into two groups.  The first group contained 

responses in which the audience member’s reaction to the image was positive, in that s/he felt the 

image effectively communicated a message. The second group contained negative responses in 

which the audience member viewed the image as a senseless, ineffective communicator of a 

message.   

Overall, participants reported that Area Three contained the most striking images of the 

performance.  Fifty-eight attendees (74%) mentioned Area Three in their responses.  Twenty-

seven of these respondents (47%) found the images in Area Three to be effective communicators 

of their perception of the performance’s overall message.  Seven participants (12%) reacted 

negatively to the images in Area Three.  These respondents felt that Area Three’s images were 

ineffective communicators of their perception of the Happening’s message.  The remaining 

responses provided no clear indication of the respondent’s perception of the communicative 

ability of the images in Area Three.   
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Thirty-one people (40%) commented on the striking images in Area One, eight people 

(10%) on the images in Area Two, and five people (6%) on the images in Area Four.  Nineteen 

of the 31 respondents who discussed the images in Area One found them to be positive 

communicators, while four attendees found Area One’s images to be negative communicators of 

the Happening’s message.  The remaining responses were impossible to differentiate.  Seven of 

the eight participants who mentioned the striking images in Area Two thought they were positive 

communicators.  The remaining participant felt the images in Area Two were negative 

communicators of the performance’s message.  Responses regarding the striking images in Area 

Four were ambiguous, and I was unable to determine if the respondents perceived the images as 

positive or negative communicators. 

 Twenty-eight respondents (36%) identified the roses in Area One as a striking image.  

Many of these responses drew connections between the roses and the respondent’s perception of 

the overarching message of the performance.  The primary interpretation mentioned by 

participants was the destruction of beauty or nature.  For example, one respondent stated, “the 

destruction of the rose made me think of people’s attempts to conserve what is beautiful but only 

destroying it in the process.”  Another stated, “roses, to me, represent the beauty nature is 

capable of creating and the performer was frantically demolishing them and carefully gathering 

every piece to store in a plastic container only to toss it out of sight (a sad attempt at preserving 

it).”   

Sixteen people (21%) mentioned the use of plastics in the performance in their response 

to question 7.  The majority of these responses were connected to the plastics used in Area Two 

and Area Three.  Once again the respondents drew a connection between the plastics and their 

overall interpretation.  One person remarked, “The image of the girl tied to a tree with trash.  At 

 56



             

first I was unsure what it represented.  But after reflecting on it I believe it was showing how we 

are essentially raping the planet when we litter.”  Although, only 44 of the respondents (56%) 

specifically mentioned either plastics or the roses, I extrapolated the high number of responses to 

question 7 dealing with Area One (31 responses) and Area Three (58 responses) to the existence 

of everyday materials and their artistic use in each of these scenes.  Without the use of flowers in 

Area One and plastic grocery bags in Area Three, neither scene would have contained the 

environmental message I intended. 

Intertextuality 

 I created question 8 to discover the effects of the intertextual elements of the Happening 

on the audience, as well as to determine whether the performance prompted any external 

intertextual responses from audience members.  I sorted responses to this question into two 

different groups (See Table 7, Appendix D).  The first group contained responses involving the 

intrinsic intertextual elements of the Happening as outlined in my performance concept.  These 

responses were coded based upon whether the intrinsic intertextual element mentioned by the 

respondent proved effective in communicating the overall environmental message.  The second 

group of responses mentioned extrinsic texts not contained in the performance.  These responses 

identified texts that occurred to the respondents either while watching the performance or 

reflecting about it.  I coded these responses by sorting them into two groups: responses 

identifying texts that were in keeping with the intended environmental message of the 

performance, and responses identifying texts that differed from the intended environmental 

message of the performance.   

Overall, 26 respondents mentioned extrinsic texts.  The term “extrinsic intertextuality” 

refers to texts that are “external to the original text,” or script, and “are brought to bear upon the 
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original text by the reader during the reading process” (Mitchell, 1993, p. 46).  Five of these 

extrinsic texts related to environmentalism.  Participants in Group One mentioned four of these 

five texts; their responses included references to the film Solient Green and the novel Brave New 

World.  Forty-one respondents mentioned intrinsic texts, 30 of which were associated with the 

environment or environmentalism in some manner.  Intrinsic intertextuality is the “incorporation 

of partial or complete sources appearing in the printed work” (Mitchell, 1993, p. 46).  Examples 

of intrinsic intertexutality in Rhapsody in Green: A Happening include the environmental 

rhetoric article used in Area Four, and the visual text of the roses present in Area One.  The 

following example represents the mention of an intrinsic text from a respondent in Group One: 

The rose reminded me of the symbolism for beauty and youth.  The woman reminded me  

of the villain tying up the heroine on the railroad tracks.  The people in plastic reminded  

me of scientists working with a communicable disease. 

The respondent mentions the rose, the tied up woman, and the people in plastic, all texts that 

already existed inside the performance.  No one group of participants seemed to report more 

pertinent intrinsic texts than another group.  The fact that no particular group of participants 

reported more or less pertinent intrinsic texts suggests that participants in each group were 

equally familiar with the various texts and allusions to texts that were incorporated into the 

performance. 

Games and Play 

 Question 9 asked audience members to identify which parts of the performance, if any, 

seemed playful (See Table 8, Appendix D).  The only area of the performance in which games 

and play were incorporated intentionally was Area Two.  I sorted responses to this question into 

three groups:  those responses mentioning Area Two, those responses mentioning parts of the 
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performance other than Area Two, and those responses that indicated an absence of playfulness.  

Answers to Questions 10 and 11 containing mention of the football game in Area Two were used 

to derive the effectiveness of games and play in communicating the intended environmental 

message.   

An overwhelming majority of the 78 respondents, 63 people (81%), mentioned Area 

Two, specifically the performance of the mock football game and the perceived happiness of the 

performers.  As a participant in Group Two wrote, “the football one seemed playful, like they 

just got a break from their hazardous job and used it to play football.”  Three participants 

mentioned Area One, and Areas Three and Four were both mentioned once as playful.  Eleven 

people (14%) stated that they felt no aspect of the performance was playful. 

Purpose and Meaning 

The central research question of my study is contained in question 10, which asked 

respondents to identify the message of the performance and to describe those parts of the 

performance that most effectively communicated the message.  Responses were separated into 

three groups:  a) those statements that identified the message of the performance as an 

environmental message (See Table 9.1, Appendix D), b) those statements that identified the 

message of the performance as something other than an environmental message (See Table 9.2, 

Appendix D), and c) those statements that asserted the performance communicated no message 

at all (See Table 9.3, Appendix D).  I coded each group of responses to see which characteristics, 

as evidenced in the parts of the performance mentioned by the respondent, contributed to the 

respondent’s interpretation.   

Thirty-three of the 78 audience members (42%) who completed surveys stated that they 

felt the message of the show was environmental in nature.  Twenty-two respondents (28%) felt 
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the message was non-environmental, and 23 participants (29%) were unable to determine any 

message from the Happening.  When the responses were sorted into viewing groups, the 

communicative effect of the Happening appeared stronger.  In Group One eight of sixteen 

participants (50%) perceived the message of the Happening to be environmental in nature.  An 

equal percentage of respondents in Group Three, twelve out of twenty-four (50%), perceived the 

message of the Happening to be environmental in nature.  These groups began the performance 

by witnessing the smashing of roses (Group One) and the tying of a woman to a tree (Group 

Two).  The results were similar in Group Two, the group that began the performance by 

watching the two women in plastic suits throwing a football.  Eight of the 18 respondents (44%) 

in Group Two felt the performance communicated an environmental message.  In Group Four, 

whose viewing order was unknown, only five of the 20 people surveyed (25%) felt the 

Happening’s message was environmental. 

In order to determine why Group Four’s responses were so different from the other three 

groups, participant’s answers were further coded to see which areas of the Happening seemed to 

contribute to the respondent’s interpretation of the performance’s message.  I compared these 

results with the responses to question 11 of the survey, in which participants were asked to cite 

which aspects of the performance seemed to conflict with the overall message of the Happening.  

Question 11 attempted to discover which elements of the performance distracted from the 

communication of the environmental message. Earlier in this paper, I explained how each of the 

seven outlined characteristics of Happenings correlated to specific areas of the performance.  

Based on the specific images and performance areas mentioned by respondents, I coded the 

answers to question 11 by identifying which characteristics contributed to the respondent’s 

rhetorical dissonance. 
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Although Areas One through Four were mentioned equally in answers to question 10 by 

respondents in Group Four, not one person from Group Four mentioned Area One in their 

responses to question 11 (See Table 10, Appendix D).  I reasoned from this absence that 

participants in Group Four felt Area One to be a strong, effective communicator of the “other 

than environmental message” they perceived the Happening to contain.  This trend does not 

occur elsewhere in the results, where members of every other group of respondents equally 

attribute their interpretation or dissonance to each of the four performance areas.  Across all 

groups, 11 participants cited Area One, 18 people cited Area Two, 12 respondents cited Area 

Three, and 11 audience members mentioned Area Four as conflicting with their understanding of 

the Happening. 

 Finally, two new codes emerged during the coding of responses to questions 10 and 11.  

The first was mentioned only once, and is mentioned here because of the relationship between 

questions 10 and 11 in the overall research question for this study.  One respondent stated that 

the setting was the most effective communicator of the environmental message, which highlights 

the importance of the characteristic of an emphasis on place/space in a Happening.  Seven people 

stated that the plastics used in each scene led them to the understanding of an environmental 

message.  Plastics also were mentioned once in conjunction with a non-environmental 

interpretation. 

Questions Thirteen through Fifteen 

 I designed questions 13 through 15 to garner responses about the overall rhetorical 

efficacy of the performance.  Questions 13 and 14 asked participants to list their favorite 

(question 13) and least favorite (question 14) parts of the performance.  Overall, 24 of the 78 

respondents (31%) cited Area Two as their favorite area of the performance (See Table 12, 
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Appendix D).  The majority of people who mentioned Area Two as their favorite part of the 

performance stated that they did so because, as one respondent put it, “It just seemed like a 

happy moment and I’m a happy person, so I didn’t feel disturbed [by] this segment.”  Fifteen 

people (19%) listed Area One, 17 (22%) cited Area Three, and seven people (9%) mentioned 

Area Four.  Ten participants (13%) remarked that they had no favorite area of the performance.  

Two respondents (3%) listed the setting as their favorite part of the Happening, and one person 

stated, “I liked that I had to think a lot about what was going on in [an] attempt to draw a 

conclusion.” 

 Twenty-eight audience members (36%) mentioned Area Three as their least favorite area 

of the performance (See Table 13, Appendix D).  The majority of these responses cited the 

disturbing or violent nature of Area Three.  As one participant remarked, “I didn’t like the 

violence of the girl all tied up, that was just plain crazy.”  Area Four was a close second with 20 

participants (26%) listing it as their least favorite part of the performance, followed by Area One 

with 10 responses (13%) and Area Two with eight citations (10%).  Two people (3%) remarked 

that they had no least favorite part of the Happening, and five responses (6%) mentioned 

something other than Areas One through Four.  Two of these responses mentioned the 

transitioning, or “walking around” as their least favorite part of the performance, two people 

stated that the entire performance was unfavorable, and one person remarked, 

 At the end the feeling of guilt.  I feel they successfully made me recognize my  

part in the world.  It’s so small can I make a difference.  Damn it, the thought is 

frustrating.  I am nearly hopeless to helpless.  We need more of a collective contribution.  

Power is in numbers. 
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This statement suggests that although participants may not have enjoyed the part of the 

performance they deemed their least favorite, they still might view that portion of the 

performance as valuable because of its ability to prompt critical reflection.   

 Question 15 asked respondents if they enjoyed the performance and if they would attend 

another performance similar in style.  I created this question to discover if attendees viewed the 

Happening as a type of performance relevant in their current society.  Fifty-one of the 78 

participants (65%) said they enjoyed the performance (See Table 14.1, Appendix D).  Sixteen 

people (21%) stated they did not enjoy the performance and eight respondents (10%) remarked 

that they were unsure.  Forty-five people (58%) answered that they would attend another 

performance similar in style, 17 participants (22%) said that they would not, and seven 

respondents (9%) were unsure (See Table 14.2, Appendix D).  Overall, almost two-thirds of the 

participants enjoyed the Happening, and more than half of those participants would attend 

another. 

Analysis 

 Although I found no concrete evidence regarding the dominance of one characteristic 

over another, the data suggest the prevalence of certain characteristics as communicators.  The 

first characteristic to emerge as prevalent was the emphasis on place and space.  Place seems to 

have been linked intrinsically to the message of the performance in many of the participant’s 

opinions.  47% of the respondents suggested an outdoor setting similar to the one used in the 

actual performance in response to question 12. One representative response, from a participant in 

Group Two, stated, “I could imagine this performance taking place at a park or zoo, some sort of 

nature preserve next to a parking lot.”  Regardless of the respondent’s individual interpretation of 
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the performance, almost half of the participants felt that a natural environment was important in 

the communication of the performance’s message. 

 The second prevalent communicative factor was the characteristic I labeled “fusion of art 

with everyday life.”  The emergence of plastics as a code in response to question 7 (16 responses 

mentioning plastics; 21%) as well as to question 10 (8 responses mentioning plastics; 10%), 

indicates the pervasive nature of the fusion of art with everyday life, or everyday objects.  No 

other emergent code was found in the response to multiple questions.  Throughout the survey 

responses, participants mention the plastic materials in the Happening when describing their 

interpretation of the performance.  One example, from a respondent in Group Three, is typical, 

 I found the two girls playing football on the plastic mat the most striking.  It looked to me  

as if they were living in a nuclear or polluted area and the only way they could play  

outside was to wear all of the protective clothing and play on a plastic tarp.  I was  

thinking that this was showing how the world will probably eventually end up. 

Secondly, the 28 responses (36%) to question 7 that mention roses further support the idea that 

elements of the show in which everyday materials merged with aesthetic contexts were 

influential in terms of communicating the performance’s intended message.  The two responses 

that follow, from participants in Group Two and Group Four, foreground the message of 

environmental consumption and destruction: 

[1]  I felt as though some of the images demonstrated people who destroy beauty.  For  

example, the man demolishing the roses with a hammer. 

[2] The crushing the roses = it made me wonder how someone could so knowingly &  

willingly destroy natural beauty…The scene when the girl was tied up seemed to convey  

the same message. 
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 The inclusion of games and play in the performance seems to have had a strong effect on 

audience members as well.  81% of respondents recognized the playful nature of Area Two 

evident in the mock football game.  When asked about their favorite aspect of the performance, 

only 31% of participants mentioned Area Two.  However, with 24 mentions, Area Two was 

discussed in answer to question 13 more than any other performance area (Area One – 15 

mentions; Area Three – 17 mentions, Area Four – seven mentions).   

Fifteen of the 33 audience members who gleaned an environmental message from the show 

mentioned Area Two as the largest indicator of that message.  Many respondents stated they 

enjoyed Area Two because of its playful nature, which contrasted with the violent or somber 

nature of the other performance areas.  As one Group Three participant noted, “The football 

scene was probably the best.  Liked how [it] seemed like they were fun one instant and serious 

the next.”  In conclusion, I believe that the use of games and play was a strong, positive 

communicator to which audiences responded more than any other aspect of the performance.  

One respondent’s statement, from Group One, is typical, “My favorite part was the football 

scene because at that point I thought I was starting to understand.”   

 Finally, the data set suggests that the intertextual nature of the Happening contributed 

greatly to its communicative effect.  The strongest reaction, however, seems to have come from 

textual references included in the performance.  Although external texts were mentioned, only 

five of these texts were connected to the environmental message the performance intended to 

communicate.  Audiences did connect the environmental message with the intertextual 

references found in the costuming of the female performer in Area Three, the costuming of the 

performers in Area Two, or the use of the roses in Area One. 
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 Anarchy and chance, two of the outlined characteristics of Happenings, existed in the 

performance.  However, the survey data indicates no conclusive evidence regarding their 

effectiveness.  This result may be attributable, in part, to vague wording in question 6.  

Throughout the survey responses, I found comments on the transfer of directorial power to 

audience members during the performance in Area Three. However, because of the top-down 

narrative analysis method used in this study, no conclusive evidence regarding the 

communicative power of anarchy emerged.  Certain comments imply that many audience 

members did not enjoy the transfer of power.  This response from a participant in Group One, 

regarding their least favorite part of the performance, is typical. 

 Girl (intentional or not) who cut loose “victim.”  I don’t know the relevance of its  

message (if there was one), but it destroyed the uncomfortable nature of the scene and  

just made it confusing; it destroyed the image. 

The seventh outlined characteristic of Happenings, the existence of both a purpose and a 

meaning, also was studied in this research project.  Fifty-five attendees (71%) discerned some 

sort of message from the Happening, indicating that the performance did communicate a 

message to two-thirds of those in attendance.  Only a third of those in attendance deciphered the 

environmental message. 

 Overall, I discovered that the three Happenings characteristics that proved most effective 

in communicating the message of environmental consumption and destruction were 

intertextuality, place/space, and the fusion of art with everyday life.  Each of these characteristics 

can be tied directly to choices I made as the director or artistic planner of the Happening.  The 

choice of location, for example, was key, as it set the tone and created a mood for the overall 

performance.  The survey responses also suggest that the choice of texts was important.  For 
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example, consider the choice of roses as the natural item to be hammered in Area One of 

Rhapsody in Green: A Happening.  Although some participants related the hammering of roses 

to the destruction of natural beauty, other respondents connected the text of the rose to ideas of 

love, and began to interpret the performance in terms of an abusive or dysfunctional romantic 

relationship.  The choice of another type of flower not associated with love, such as an iris, might 

have created different intertextual inferences.  Finally, the choice to include plastics in each of 

the first three areas of the performance was an attempt to fuse artistic actions with everyday 

items in a manner that both embraced and alienated audience members.  The results suggest that 

each of these choices contributed to the overall success of these three Happenings characteristics 

as strong communicators of an environmental message.  Perhaps if I had made different choices 

regarding the inclusion of games and play, anarchy, and chance in the performance, survey 

responses might have reported a higher number of responses mentioning these characteristics in 

conjunction with the respondent’s interpretation. 

 Games and play were a less successful communicator than the aforementioned 

characteristics.  While audiences enjoyed the use of games and play, survey responses do not 

indicate that the use of games and play served as a strong communicator of the performance’s 

intended message of environmental consumption and destruction.  While many participants state 

they easily related to the mock football game in Area Two, no respondent understood the football 

game and UNT t-shirt clad performers as commentary on the upcoming destruction of green 

space to build a new football stadium at UNT.  According to the survey data and the manner in 

which it was coded, anarchy and chance appear to be the least effective communicators of the 

performance’s intended environmental message.  The final characteristic, the existence of both a 

purpose and a meaning, is difficult to assess in terms of communication efficacy.  Ultimately, 55 
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survey respondents (71%) were able to discern a message existent in the performance.  Although 

only 33 of these participants reported the existence of an environmental message, the fact that a 

majority of attendees were able to discern a message proves that the Happening was an effective 

communicator.   

Limitations of the Study 

 In the construction of the survey questionnaire I may have failed to create explicit 

questions regarding the characteristics under research, most notably the characteristics of 

anarchy and chance.  If the questionnaire was faulty, it was because of an abundance of caution 

and a desire to refrain from leading or limiting the respondents’ answers with overly specific 

questions.  However, it is also possible that anarchy and chance may not be effective 

communicators of a Happening’s intended message.  Furthermore, I believe the violent image of 

the woman tied to a tree in Area Three shocked many participants to such a degree that they were 

unable to process other performance actions.  Were I to conduct this study again, I would tone 

down the violent aspect of Area Three in order to prevent one performance area from 

overpowering the entire project.  Another option would be to highlight the violent nature of Area 

Two in an attempt to make each performance area equally shocking for audience members. 

Suggestions for Further Research 

 One area for future research I discovered during the process of this study is an 

examination of the effect that performing a non-matrixed character has on an actor.  Throughout 

the rehearsal and performance process, many of the actors in Rhapsody in Green:  A Happening 

expressed feeling a high level of cognitive dissonance or discomfort.  This dissonance seemed to 

stem from the absence of a role that would demarcate between the actions of the character that 

the actor was portraying and the choices that the individual performer would make in real life.  
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Although many contemporary performance art pieces are performances in which actors leave 

themselves vulnerable to the actions of the audience, typically the performers have played a large 

role in the creation of the piece.  Although actors in a Happening are given the choice to 

participate as well as the choice of how to carry out their specified actions, a director determines 

which actions they must perform.  Research regarding the process of creating and performing 

non-matrixed characters could provide valuable insights into the ethical, social, and political 

dissonance felt by performers of non-matrixed characters.  Such research might provide 

suggestions for how this dissonance might be lessened in the future.  Furthermore, researchers 

could explore whether the experience of portraying a non-matrixed character, though potentially 

unpleasant, is advantageous for the performer in terms of theatrical or personal growth. 

 Another compelling area for further research lies in the field of narrative theory.  

Although two-thirds of the study participants were able to construct their own narrative 

explaining the message of the performance, the responses to the survey included 23 requests 

from participants for a discussion of the Happening in which the director presented the intended 

or embedded narrative of the performance.  I responded to each of these requests, visiting a 

number of Communication Studies classes to address students who had attended the Happening.  

During these visits, I shared my personal perspective of the environmental message woven into 

the performance.  Although many of these students had constructed their own narrative from the 

performance, the desire to correlate their narrative with mine appeared strong.  I found this 

demand for an authoritative narrative interesting, as the original creators of Happenings were 

committed to the idea that no authoritative message could be drawn from a performance.  Each 

individual’s interpretation of a Happening, they argued, was equally valid.  Therefore, the desire 
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of many audience members to attach or correlate their interpretation with my interpretation was 

intriguing because it suggested that they devalued their own interpretations.   

 Walter Fisher (1984) asserted that we are all homo narrans, people who not only tell 

stories but live them as well.  Phenomenological narrative theorists such as Jay Allison (1994) 

claim that we are constantly narratizing toward a number of different narrative ends in our daily 

existence.  Because of this constant process of narratization, humans become accustomed to 

creating stories when narratives are hidden or non-existent.  This desire to narratize is evident in 

the survey data from the performance of Rhapsody in Green: A Happening.  Fifty-five people 

(71%) were able to create a narrative from the performance.  I have included two of these 

responses below to serve as examples of the types of narratives created by participants. 

 [1]  The silencing and degradation of women.  The 2 girls couldn’t play football so one  

put on a medical mask and the other followed her.  The other part where the guy seemed  

to have kidnapped the girl and tied her up and bound her mouth shut.  The next was the  

guy destroying roses, which are flowers connected with women, and putting them in  

cases and putting them away.  The one rose seemed to stab him so he destroyed it with  

much more force.  

[2]  I think the performance was to demonstrate how unenvironmentally sound society is.   

I believe the girls having to wear the suits and the man crushing the flowers was a sign of  

how our society does not take care of the environment.  The girl looking for the solution  

as to how to correct the problem was the environmentalist trying to save our world. 

Fifty-one of the 55 attendees (65%) who created a narrative from the performance 

responded that they enjoyed the performance.  Those who were unable to create a narrative 

expressed their frustration at their inability to understand the performance.  Furthermore, many 
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participants had a secondary desire to compare their personal narrative understanding of the 

Happening with my intended narrative.  The inherent rhetorical power given to me as the director 

and controller of the intended narrative in this situation is notable.  In this circumstance, the 

director becomes the creator of a narrative that can negate the validity of the narrative of an 

individual’s direct experience, even in an experimental piece where audience members should 

feel free to interpret.  This possibility highlights the way audiences are disempowered with 

regard to interpretation.   A study of Happenings where performance elements are chosen 

randomly with little to no intent on the part of the director could be followed by discussions 

where intent was falsified in different explanations to different groups of attendees.  The results 

could test narrative theorists’ claims about the narrative nature of human beings.  Further, the 

study might provide insight into the ways individuals are taught to “audience” performances and 

to validate or invalidate their individual interpretations.     

Conclusion 

 The results of the survey data from Rhapsody In Green:  A Happening yield no 

generalizable findings.  Although the Happenings elements of intertextuality, place/space, and 

fusion of art with everyday life seem to have been more effective at communicating the overall 

message of the performance than the other four elements of Happenings, the survey data suggest 

that all seven elements were influential in terms of communicating the environmental message to 

attendees.    These findings, however, may be the result of the construction of the survey 

questions.   More conclusive results might be obtained through the use of another methodology, 

such as in-depth interviews with attendees.   

Throughout the process of bringing this performance to life, I learned a number of 

important lessons.  First, directors of non-matrixed performances often play the role of therapist 
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for their actors.  The process of portraying non-matrixed characters proved difficult for the 

actors.  While all stated they were happy to participate in the process, and that they viewed it as a 

learning experience, many felt they entered a liminal realm during the performance, in which 

they were betwixt and between versions of their present and former selves.  One performer who 

smashed roses in Area One during the dress rehearsal confided that smashing the roses reminded 

her of an unpleasant assembly line job she once held.  The actress tied to the tree in Area Three 

experienced extreme emotions during dress rehearsal.  She stated that she found the performance 

difficult because she had no character to hide behind.  She, and many of my other actors, 

expressed feeling naked and exposed due to their lack of characterization.  As the director, I was 

called upon to calm the actors and assuage their doubts and fears.  I found that the actors 

experienced greater levels of comfort in performing their roles when I gave them more detailed 

instructions for performing their assigned tasks.  The willingness to serve as a counselor or coach 

to actors seems key when deciding whether to undertake the creation of a non-matrixed 

performance.  In my opinion, because the director of non-matrixed performances has asked the 

performers to participate, s/he assumes a responsibility to help performers cope with whatever 

emotional turmoil they experience while portraying non-matrixed characters.  Furthermore, the 

experience of directing a non-matrixed performance caused me to consider the ethical 

implications of exposing actors to such a potentially emotionally wrought experience. 

Another lesson reinforced by the experience of producing a Happening was that images 

are inherently powerful and do not need to be accompanied by words.  When I began this 

process, I was disillusioned by my own generation’s inability to think critically.  I expected most 

of the performance attendees to find the lack of verbal dialogue shocking.  I did not expect two-

thirds of the audience to do the mental work necessary to create their own narratives.  
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Furthermore, I was surprised by the large number of students who approached me during the 

post-performance discussions to express how much they appreciated the opportunity to think for 

themselves.  I continue to encounter students and colleagues who talk about the experience as 

one of the most intriguing performance events they have attended.  From a phenomenological 

point of view, this prolonged discussion period could be serving as an ongoing narratization of 

the performance experience and a continuing critical reflection on the Happening’s rhetorical 

message.  Often in the field of Performance Studies we fail to let the images we create in 

performance communicate for themselves because we believe that without excessive discussion 

and overt glossing, our audiences will not understand our messages.  Rhapsody in Green:  A 

Happening demonstrated that contemporary audiences are capable, when presented the 

opportunity, for deciphering complex messages and creating their own interpretations of events. 

In summary, I believe the creation of Rhapsody In Green: A Happening was a 

challenging and worthwhile project.  I provided over 100 people with an unusual performance 

experience that prompted audience involvement and provoked critical thought.  In this study, I 

sought to understand which elements of a traditional Happening contribute to its current use as a 

rhetorical tool.  I discovered that intertextuality, place/space, and the fusion of art with everyday 

life are effective communicators of a message in a socially or politically conscious Happening.  I 

created a traditional Happening, an artistic task rarely undertaken, and in the process learned a 

number of valuable directorial lessons.   

The effects of a performance on any one particular social movement are difficult to 

ascertain.   Kostelanetz (1968) speaks to this difficulty when he includes the following quote 

from Happenings artist Robert Rauschenberg in the foreword of his book, “If you do not change 

your mind about something when you confront a picture you have not seen before, you are either 
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a stubborn fool or the painting is not very good” (p. viii).  Ultimately, all we can do as 

performance artists is strive to present the public with good paintings, a goal I feel I 

accomplished with Rhapsody in Green: A Happening.   
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RHAPSODY IN GREEN PERFORMANCE SURVEY CONSENT FORM 

We are collecting data for research conducted by Rebecca Walker, a graduate student in the 
Department of Communication Studies, and her faculty supervisor, Dr. Kelly Taylor.  We seek your 
permission to include your responses to a questionnaire, which would be mailed to you, in the results 
chapter of the principal investigator's thesis.  Participation is completely voluntary and you may 
withdraw at any time without penalty, prejudice, or loss of benefits.  Further, your responses will be 
completely anonymous and confidential; your individual responses cannot be identified with you in 
any way.  You must be 18 years of age or older to participate.  If you have any questions regarding 
this study or related procedures, please contact the principal investigator or faculty supervisor by 
using the contact information listed below. 
 
UNT Principal Investigator – Rebecca Walker  UNT Faculty Supervisor – Dr. Kelly Taylor 
Department of Communication Studies  Department of Communication Studies 
Graduate Student     Associate Professor 
(940) 565-2588 or (940) 591-0418   (940) 565-4854 
 
The performance you are about to view will take twenty minutes.  In Area Three of the performance, 
a potentially disturbing scene will be enacted where a man ties a woman to a tree with plastic bags 
and then uses scissors to cut away small sections of her clothing.  The female actor in this scene is in 
no physical danger.  The director and faculty supervisor have concurred that although violent, this 
scene is relevant to the overall message of the performance that the director is seeking to 
communicate.  The study in which these survey results will be used will seek to ascertain whether the 
director’s overall message was communicated effectively.  Therefore, a discussion regarding the 
director’s meaning behind all the actions included in the performance will not be held until surveys 
have been completed and returned.  This discussion will take place on the Tuesday following the 
performance in Terrill Hall, Room 316, at 5:00 p.m. 
 
Should you feel the need to discuss any aspect of the performance prior to the Tuesday meeting, 
please feel free to contact the principal investigator or faculty supervisor at one of the numbers listed 
above.  If you engage in a discussion with the principal investigator or the faculty supervisor, you 
will be asked NOT to submit your survey.  However, you WILL be awarded credit by your 
instructor.  The only psychological risk related with performance lies in viewing the scene portrayed 
in Area Three.  The overall benefits of this performance are participation in a rare form of 
performance art, as well as class credit.  Should you experience any emotional or psychological 
trauma while viewing the performance, please return to the front door of the Outdoor Environmental 
Learning Area (ODELA) and someone will be on hand to assist you in contacting a counselor from 
UNT’s Counseling and Testing Services center. 
 
Student Name: ____________________________________________________________________ 
(Your name is needed for two reasons:  (1) to show your consent to participate in the research, and 
(2) to award class credit.  Your name will not be used in the report of the survey results.) 

Please leave your address or post office box information below  
so that a survey can be mailed to you. 

Street Adress/P.O. Box Number: ______________________________________________________ 
 
City: _________________________ State: ___________ Zip Code: ______________________ 
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Note:  In this reproduction of the survey, I have deleted the space originally allotted for 
participant response. 
 
1.  What is your age? 
 
2. Did you watch the performance live or on videotape? 
 
3.  Describe your first impression upon entering the performance space. 
 
4.  Have you ever attended a performance event similar to this one?  If so, what?  (How did this 
performance compare/contrast?) 
 
5.  What were your expectations for the performance?  Were your expectations influenced by 
attending a lecture on happenings or by visiting a website about happenings? 
 
6.  What surprised you about the performance? 
 
7.  What images from the performance did you find striking?  Please describe the images and 
your reaction to them in the space provided. 
 
8.  What did the performance make you think about?  What specific stories, songs and references 
sprang to mind as you watched the performance?   
 
9.  What parts of the performance seemed playful to you?  Describe them. 
 
10.  What statement was this performance attempting to make?  Describe the parts of the 
performance you feel communicated that statement particularly well. 
 
11.  Describe any images or ideas expressed in the performance that seemed to conflict with the 
statement you feel the performance was attempting to make. 
 
12.  Describe another setting where this particular performance would be appropriate. 
 
13. Describe your favorite part of the performance. 
 
14.  Describe your least favorite part of the performance. 
 
15. Did you enjoy the performance?  Would you attend another performance similar in style to 
this one?  Why or why not? 
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REHEARSAL JOURNAL 

Director’s Note:  Due to the spontaneous nature of happenings, as well as their existence as 
primarily visual theater pieces, only three rehearsals were conducted for this performance.  This 
may seem unusual, but this decision was based on the rehearsal styles of Allan Kaprow and John 
Cage for their respective performances 18 Happenings in 6 Parts (1959), and Untitled Event 
(1952).  Kaprow only rehearsed 18 Happenings in 6 Parts for two weeks prior to the event.  
Cage had no rehearsals for his Untitled Event.  Both Kaprow and Cage believed in enough 
rehearsal to fulfill the artist’s overall directorial vision, but not so much that the performers 
autonomy would be lost. 

 
Rehearsal Number One 

Warm-up:  Read-through and explanation of script 
 
Activity:  Blocking rehearsal and test run of Area 1 Scene 
 
Homework:  Find costumes (based on rehearsal discussion) and bring to next rehearsal 
 
Discussion of Rehearsal: 
 This first rehearsal took place at my house, in the backyard and lasted for about an hour.  
I began by explaining each segment of the show in terms of performer activity and the message I 
wanted to convey.  We then began to run through segments.  The first segment practiced was 
Area 3, the Mother Earth psuedo-rape scene.  I demonstrated the blocking I wanted and then 
Matt and Holley ran through it twice.  Holley reacted a little too much and I had to caution her to 
be more passive.  I then left Matt and Holley to practice the scene themselves while I worked 
with Christine and Melinda on the Area 2 football scene.  This took the longest of all the parts of 
the rehearsal, as Melinda could not seem to understand my football instructions.  Based on cast 
suggestions, we improvised a football “play” so that she would know exactly what to do.  Then, 
with the coaching of Sloan, she finally began to play the scene correctly.  We also timed this 
scene twice, as I knew it would be the longest of the show and wanted to make sure I got it down 
to five or six minutes in length.  While Sloan was explaining football to Melinda, I spent some 
time working with Natikan on her approaches to each area during the first three segments.  She 
then rehearsed this during the final two run-throughs of the Area 2 scene.  Finally, we rehearsed 
the Area 1 scene, where Sloan smashes fruit and puts it into plastic containers.  Working off my 
instructions to be violent yet pleased, he gleefully smashed everything, making a huge mess.  I 
had to tone him down some though, so the effect would not be too comic.  He did exhibit a 
wonderful intensity however in the cleaning portion of the scene between each smashing.  We 
finished with a discussion of what to do should the audience become involved in any particular 
segment.  We ran through scenarios for all segments, with special emphasis on Area 3, and I 
gave the performers instructions on how to react.  We adjourned after this, with Nat and I setting 
a separate rehearsal time to work on her Area 4 finale.  Overall, I was pleased with the rehearsal 
and with the cast’s exuberance for this more experimental theatre, as well as with their multitude 
of positive suggestions. 
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Rehearsal Number Two 

Warm-up:  Discussion of Area 4 Scene 
 
Activity:  Run-through of Area 4 Scene 
 
Homework: none 
 
Discussion of Rehearsal:  

This rehearsal consisted of only Natikan and myself working on the final segment of the 
happening, Area 4.  We worked in her office, with her at her desk.  It took about three run-
throughs before she understood what I wanted with creation of phrases in terms of length, in 
particular the repetition of the final phrase.  However, once she understood, we ran the scene 
twice and she was perfect.  I feel very comfortable about Nat’s performance. 
 
 
Rehearsal Number Three 

Warm-up:  Kabuki lion 
 
Activity:  Run-through/Full Dress Rehearsal in ODELA 
 
Homework:  Make enough plastic bag lines 
 
Discussion of Rehearsal: 
 This rehearsal was nerve-wracking for three reasons.  1 – it was two nights before the 
show.  2 – I was concerned with time and making sure the finale of the performance coincided 
with the sunset, an effect I wanted for the actual show.  3 – Jay Allison brought his graduate 
Intertextuality class to act as a test audience.  Two problems occurred before this rehearsal.  
First, Sloan due to a class could not attend and I had to have my lovely major professor, Dr. 
Kelly Taylor, stand in for him.  Secondly, I was informed that no food was allowed in the 
ODELA area.   I chose to substitute red roses for the fruits and vegetables Sloan would smash 
and contain, due to their sensual and natural appeal.  I arrived early in order to set up the space as 
I wanted, only to find that the door had not been unlocked, but this was soon remedied by Kelly 
Taylor’s appearance and a call to the facilities people.  The run-through went well and Jay’s 
class proved a valuable test audience.  Minor notes were given to the cast, just as the sun was 
setting.  Everything worked and only three problems presented themselves – having an exact 
number and layout for Matt’s plastic bag ropes, standing in a good position so that Melinda and 
Christine could hear the ringing of the cowbell, and Holley’s exposure to the street and 
passersby.  I chose to remedy the third problem by hanging a sheet on the fence in front of 
Holley so that people on the street could not easily see her.  The previous two problems were 
easily remedied by myself in rehearsal and over the next few days.  In general, I was very 
pleased with the performance and overjoyed with the space.  I believe the happening will be 
spectacular. 
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Time Scene 1 
Rose Smasher 

7:00 – 7:05 1. While kneeling behind table, put on rubber gloves 
2. Place a rose on wooden board 
3. Smash rose 
4. Place pieces of smashed rose in plastic Tupperware 

container 
5. Use paper towels to clean off wooden board 
6. Repeat 3X 

Time Scene 1 
Rose Smasher 

7:05 – 7:10 1. Place a rose on wooden board 
2. Smash rose 
3. Place pieces of smashed rose in plastic Tupperware 

container 
4. Use paper towels to clean off wooden board 
5. Repeat 3X 

Time Scene 1 
Rose Smasher 

7:10 – 7:15 1. Place a rose on wooden board 
2. Smash rose 
3. Place pieces of smashed rose in plastic Tupperware 

container 
4. Use paper towels to clean off wooden board 
5. Repeat 3X 

Time Scene 1 
Rose Smasher 

7:15 – 7:20 1. Wait approximately one minute 
2. Take one plastic container with smashed roses inside 

and walk over to Area 4 
3. Stand with the crowd 
4. Remain until bell rings to signal end of performance. 
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Time Scene 2 

Football Girl 1 
Scene 2 
Football Girl 2 

7:00 – 7:05 1. Walk in carrying football 
2. While holding football, help 

Mel unfold tarp and lay on 
ground 

3. Lay football on the ground 
4. In unison with Mel, remove 

outerwear in following order – 
mask, gloves, shoe covers, 
coveralls.  Stack items in neat 
pile on plastic tarp. 

5. Throw football to Melinda. 
6. Catch ball from Melinda 
7. Repeat step 5 & 6 one time 
8.  Catch Mel’s hut 
9. Try to pass Mel 
10. Put down football 
11. In unison with Melinda, re-

dress in outerwear in following 
order – coveralls, shoe covers, 
gloves, mask 

12. Hold football while folding 
tarp with Melinda 

13. Carry football to wall between 
Area 2 & 3. 

14. Stay there until bell rings 

1. Walk in carrying folded tarp 
2. Unfold tarp with Christine and lay on 

the ground 
3. In unison with Christine, remove 

outerwear in following order – mask, 
gloves, shoe covers, coveralls.  Stack 
items in neat pile on plastic tarp. 

4. Catch ball from Christine. 
5. Throw ball to Christine 
6. Repeat step 4 & 5 one time 
7. Assume hut position 
8. Hut football to Christine 
9. Tackle Christine 
10. In unison with Christine, re-dress in 

outerwear in the following order – 
coveralls, shoe covers, gloves, mask 

11. Fold tarp with Christine 
12. Carry tarp to wall between Area 2 & 

3 
13. Stay there until bell rings 

Time Scene 2 
Football Girl 1 

Scene 2 
Football Girl 2 

7:05 – 7:10 1. Walk in carrying football 
2. While holding football, help 

Mel unfold tarp and lay on 
ground 

3. Lay football on the ground 
4. In unison with Mel, remove 

outerwear in following order – 
mask, gloves, shoe covers, 
coveralls.  Stack items in neat 
pile on plastic tarp. 

5. Throw football to Melinda. 
6. Catch ball from Melinda 
7. Repeat step 5 & 6 one time 
8.  Catch Mel’s hut 
9. Try to pass Mel 
10. Put down football 

1. Walk in carrying folded tarp 
2. Unfold tarp with Christine and lay on 

the ground 
3. In unison with Christine, remove 

outerwear in following order – mask, 
gloves, shoe covers, coveralls.  Stack 
items in neat pile on plastic tarp. 

4. Catch ball from Christine. 
5. Throw ball to Christine 
6. Repeat step 4 & 5 one time 
7. Assume hut position 
8. Hut football to Christine 
9. Tackle Christine 
10. In unison with Christine, re-dress in 

outerwear in the following order – 
coveralls, shoe covers, gloves, mask 
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11. In unison with Melinda, re-
dress in outerwear in following 
order – coveralls, shoe covers, 
gloves, mask 

12. Hold football while folding 
tarp with Melinda 

13. Carry football to wall between 
Area 2 & 3. 

14. Stay there until bell rings 

11. Fold tarp with Christine 
12. Carry tarp to wall between Area 2 & 

3 
13. Stay there until bell rings 

Time Scene 2 
Football Girl 1 

Scene 2 
Football Girl 2 

7:10 – 7:15 1. Walk in carrying football 
2. While holding football, help 

Mel unfold tarp and lay on 
ground 

3. Lay football on the ground 
4. In unison with Mel, remove 

outerwear in following order – 
mask, gloves, shoe covers, 
coveralls.  Stack items in neat 
pile on plastic tarp. 

5. Throw football to Melinda. 
6. Catch ball from Melinda 
7. Repeat step 5 & 6 one time 
8.  Catch Mel’s hut 
9. Try to pass Mel 
10. Put down football 
11. In unison with Melinda, re-

dress in outerwear in following 
order – coveralls, shoe covers, 
gloves, mask 

12. Hold football while folding 
tarp with Melinda 

13. Carry football to wall between 
Area 2 & 3. 

14. Stay there until bell rings 

1. Walk in carrying folded tarp 
2. Unfold tarp with Christine and lay on 
the ground 
3. In unison with Christine, remove 
outerwear in following order – mask, 
gloves, shoe covers, coveralls.  Stack 
items in neat pile on plastic tarp. 
4. Catch ball from Christine. 
5. Throw ball to Christine 
6. Repeat step 4 & 5 one time 
7. Assume hut position 
8. Hut football to Christine 
9. Tackle Christine 
10. In unison with Christine, re-dress in 
outerwear in the following order – 
coveralls, shoe covers, gloves, mask 
11. Fold tarp with Christine 
12. Carry tarp to wall between Area 2 & 
3 
13. Stay there until bell rings 

Time Scene 2 
Football Girl 1 

Scene 2 
Football Girl 2 

7:15 – 7:20 1. Wait approximately two 
minutes 

2. Carry football and with Mel 
walk to Area 4 

3. Blend in with crowd  
4. Watch until bell rings 

1. Wait approximately two minutes 
2. Walk with Christine to Area 4 
3. Blend in with crowd 
4. Watch until bell rings 
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Time Scene 3 

Polluter 
Scene 3 
Mother Earth 

7:00 – 7:05 1. Gag Holley with small plastic 
rope 

2. Use scissors and cut Holley’s 
dress 2-3 times 

3. Rip dress once 
4. Pick up 3 pair of scissors and 

turn and walk towards audience 
5. Use scissors to cut plastic rope 

separating audience from you 
6. Hand scissors to three people.  If 

scissors are refused, offer to 
other people.  If no one takes 
scissors, lay them on the ground. 

7. Walk to the back of the crowd 
and stand and watch. 

1. Remain as quiet and 
motionless as possible. 

2. If ropes are cut, remain 
silent and simply go 
limp 

3. Go along with whatever 
audience does, but 
remain silent and limp. 

Time Scene 3 
Polluter 

Scene 3 
Mother Earth 

7:05 – 7:10 1. If any audience member refuses 
to leave Holley, simply watch 
for remainder of performance. If 
Holley is taken outside of 
performance area, but 
abandoned when bell rings, walk 
her back to Area 3.  If Holley is 
left in Area 3, proceed with 
instructions below. 

2. Re-tie any ropes that have been 
cut 

3. Gag Holley with small plastic 
rope 

4. Use scissors and cut Holley’s 
dress 2-3 times 

5. Rip dress once 
6. Pick up 3 pair of scissors and 

turn and walk towards audience 
7. Use scissors to cut plastic rope 

separating audience from you 
8. Hand scissors to three people.  If 

scissors are refused, offer to 
other people.  If no one takes 
scissors, lay them on the ground. 

9. Walk to the back of the crowd 
and stand and watch. 

1. Remain as quiet and 
motionless as possible. 

2. If ropes are cut, remain 
silent and simply go 
limp 

3. Go along with 
whatever audience 
does, but remain silent 
and limp. 
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Time Scene 3 
Polluter 

Scene 3 
Mother Earth 

7:10 – 7:15 1. If any audience member refuses 
to leave Holley, simply watch 
for remainder of performance. If 
Holley is taken outside of 
performance area, but 
abandoned when bell rings, walk 
her back to Area 3.  If Holley is 
left in Area 3, proceed with 
instructions below. 

2. Re-tie any ropes that have been 
cut 

3. Gag Holley with small plastic 
rope 

4. Use scissors and cut Holley’s 
dress 2-3 times 

5. Rip dress once 
6. Pick up 3 pair of scissors and 

turn and walk towards audience 
7. Use scissors to cut plastic rope 

separating audience from you 
8. Hand scissors to three people.  If 

scissors are refused, offer to 
other people.  If no one takes 
scissors, lay them on the ground. 

9. Walk to the back of the crowd 
and stand and watch. 

1. Remain as quiet and 
motionless as possible. 

2. If ropes are cut, remain 
silent and simply go 
limp 

3. Go along with 
whatever audience 
does, but remain silent 
and limp. 

Time Scene 3 
Polluter 

Scene 3 
Mother Earth 

7:15 – 7:20 1. If Holley is with someone who 
refuses to leave, simply watch. If 
Holley is abandoned, follow 
instructions below. 

2. Remove Holley from tree, 
keeping her hands bound and 
mouth gagged. 

3. Approximately 3 minutes after 
bell is rung, walk Holley over to 
Area 4 and stand in crowd, 
making sure Nat can see Holley. 

4. Remain until bell rings to signal 
end of performance. 

1.Remaining  
   silent and limp, follow 

either Matt or any 
audience member who 
has elected to stay with 
you. 
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Time Scene 4 

Student 

7:00 – 7:05 1. Wait approximately one minute 
2. Walk over to Area 1 
3. Stand at front with crowd 
4. Watch scene for about 20 seconds 
5. Read about 3 lines of script (any 3 you choose) 
6. Shake head 
7. Mutter either “That can’t be right” or “But what’s the 

solution” or some similar phrase 
8. Walk back to Area 4 
9. Sit at desk and wait until bell rings 

Time Scene 4 
Student 

7:05 – 7:10 1. Wait approximately one minute 
2. Walk over to Area 3 
3. Stand at front with crowd 
4. Watch scene for about 20 seconds 
5. Read about 3 lines of script (any 3 you choose) 
6. Shake head 
7. Mutter either “That can’t be right” or “But what’s the 

solution” or some similar phrase 
8. Walk back to Area 4 
9. Sit at desk and wait until bell rings 

Time Scene 4 
Student 

7:10 – 7:15 1. Wait approximately one minute 
2. Walk over to Area 2 
3. Stand at front with crowd 
4. Watch scene for about 20 seconds 
5. Read about 3 lines of script (any 3 you choose) 
6. Shake head 
7. Mutter either “That can’t be right” or “But what’s the 

solution” or some similar phrase 
8. Walk back to Area 4 
9. Sit at desk and begin working with cut-out words 
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Time Scene 4 

Student 
7:15 – 7:20 1. Arrange cut-out words into a sentence between 4-8 words 

long 
2. Read sentence aloud 
3. Shake head 
4. Mutter either “that’s not the solution” or “no, no that’s not 

right” or some similar phrase 
5. Repeat this sentence-making until Matt brings Holley into the 

crowd 
6. Make one final sentence 
7. Read sentence aloud 5 times, each time with a different 

inflection pattern. 
8. Pause and look at sentence 
9. Sigh 
10. Begin moving words around again and making sentences 

softly 
 
 

 88



             

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

APPENDIX D 
 

TABLES 
 
 
 
 
 

 89



             

 
Table 1    Table 2      

Question 1 - Age    Question 3 – First Impression Upon Entering the Performance 

          

  18-25 over 25    Place Space Other   

Group 1 14 2  Group 1 2 6 8   

Group 2 18 0  Group 2 9 2 7   

Group 3 21 3  Group 3 8 6 11   

Group 4 18 2  Group 4 2 4 7   

Total: 71 7  Total: 21 18 33   

          

          

Table 3          

Question 4 – Have you ever attended a performance event similar to this one?    

          

  Yes No        

Group 1 1 15        

Group 2 0 18        

Group 3 3 21        

Group 4 1 19        

Total: 5 73        
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Table 4          

Question 5 – What were your expectations for the performance?     

          

  Had no expectations Had expectations     

Group 1 9   7     

Group 2 6   12     

Group 3 8   16     

Group 4 9   11     

Total: 32   46     

          

          

Table 5          

Question 6 – What surprised you about the performance?       

          

  Anarchy Chance Silence Violence Organization    

Group 1 1 2 7 6 3    

Group 2 1 1 2 1 0    

Group 3 2 3 8 4 0    

Group 4 2 2 2 3 3    

Total: 6 8 19 14 6    
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Table 6          

Question 7- What images from the performance did you find striking?    

          

  Area 1 Area 2 Area 3 Area 4      

Group 1 7 0 13 0      

Group 2 6 0 13 1      

Group 3 11 7 16 2      

Group 4 7 1 17 2      

Total: 31 8 59 5      

          

          

Table 7          

Question 8 – What did the performance make you think about?   

          

  Extrinsic Intertextuality   Intrinsic Intertextuality 

  Pertaining Not Pertaining   Pertaining Not Pertaining

Group 1 0 3 Group 1 8 2 

Group 2 0 4 Group 2 8 4 

Group 3 4 7 Group 3 8 3 

Group 4 1 7 Group 4 6 2 

Total: 5 21 Total: 30 11 
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Table 8          

Question 9 – What parts of the performance seemed playful to you?    

          

  Area 1 Area 2 Area 3 Area 4 No Area     

Group 1 1 14 0 0 2     

Group 2 0 15 0 0 2     

Group 3 1 18 1 0 4     

Group 4 1 16 0 1 3     

Total: 3 63 1 1 11     

          

          

Table 9.1          

Question 10 – What statement was this performance attempting to make?    

          

 Environmental Message    

  Area 1 Area 2 Area 3 Area 4 Place Setting    

Group 1 6 5 6 5 3 1    

Group 2 1 5 3 1 1 0    

Group 3 3 4 3 3 2 0    

Group 4 1 1 1 1 1 0    

Total: 11 15 13 10 7 1    

   33 total environmental messages    
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Table 9.2          

Question 10 - What statement was this performance attempting to make?     

          

 Non-Environmental Message    

  Area 1 Area 2 Area 3 Area 4 Place     

Group 1 2 1 3 3 1     

Group 2 2 2 3 1 0     

Group 3 2 3 3 1 0     

Group 4 5 3 4 2 0     

Total: 11 9 13 7 1     

   22 total non-environmental messages    

          

          

Table 9.3          

Question 10 - What statement was this performance attempting to make?      

          

 No Message        

Group 1 3        

Group 2 6        

Group 3 7        

Group 4 7        

Total: 23        
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Table 10          

Question 11 – Describe any images in the performance that conflict with its message.  

          

  Area 1 Area 2 Area 3 Area 4 None     

Group 1 5 5 3 1 0     

Group 2 3 4 2 4 0     

Group 3 5 3 4 3 0     

Group 4 0 5 3 3 2     

Total: 11 18 12 11 2     

          

         

Table 11.1         

Question 12 – Describe an alternate setting for the performance.     

          

  Place Space Nowhere Other      

Group 1 8 1 2 5      

Group 2 9 2 2 0      

Group 3 18 2 0 1      

Group 4 15 1 1 0      

Total: 50 6 5 6      
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Table 11.2      

Question 12 Place Suggestions   

       

  Outdoor Indoor   

Group 1 6 2   

Group 2 6 3   

Group 3 14 4   

Group 4 11 4   

Total: 37 13   

       

       

Table 12       

Question 13 – Describe your favorite part of the performance.  

       

  Area 1 Area 2 Area 3 Area 4 None Other 

Group 1 2 6 5 1 2 0 

Group 2 5 7 2 1 1 1 

Group 3 5 6 3 4 5 0 

Group 4 3 5 7 1 2 2 

Total: 15 24 17 7 10 3 
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Table 13         

Question 14 – Describe your least favorite part of the performance.    

         

  Area 1 Area 2 Area 3 Area 4 None Other   

Group 1 1 2 9 1 2 1   

Group 2 5 0 5 6 0 3   

Group 3 3 4 7 7 0 0   

Group 4 1 2 7 6 0 1   

Total: 10 8 28 20 2 5   

         

         

Table 14.1    Table 14.2   

Question 15 – Did you enjoy the performance?  Question 15 – Would you attend again?  

       

  Yes No  Unsure    Yes No Unsure 

Group 1 9 3 4  Group 1 10 4 0 

Group 2 10 4 2  Group 2 9 4 2 

Group 3 17 6 0  Group 3 13 4 3 

Group 4 15 3 2  Group 4 13 5 2 

Total: 51 16 8  Total: 45 17 7 
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