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Abstract

Within the discipline of information systems sometimes the conception of the main
object is that the information system must be computer based. An example of an
information system that is non-computer based is the scenic theatre performance.
Input is the message or knowledge the participants of the theatre production want to
pass over to the audience; output is the information and experiences the performance
in itself mediates to the audience. This has been produced through a system
development process; although the developers not always have been aware about
what development model has been used.

The dissertation combines some of the concepts found in theatre production with
traditional system development concepts, and hence introduces new perspectives
into the area of information systems. Some of the main findings in the study of
theatre productions were the triplicity of a theatre production as a development
process, an information system and an organization at the same time; the integrated
relations of context, developers and users, which leads to spontaneous changes and
overlaps of development roles; and the narrative and dramaturgical approach in the
practical use of methods and techniques.

These aspects should be useful also in development of other types of information
systems, whether computer based or using other information technologies. The
triplicity gives arguments to redefine each of these concepts.

The generalizability of this approach has been validated through a second study, at a
folk high school, which showed that models and concepts from theatre productions
are possible to generalize to other information system areas than theatre, and that the
borders of the organization coincides with the borders of the information system.
Especially temporary organizations must be seen as ongoing, continuous
development processes.
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Summary

Within the discipline of information systems sometimes the conception of the main
object is that the information system must be computer-based. An example of an in-
formation system that is non-computer-based is the scenic theatre performance. In-
put is the message or knowledge the producers of theatre want to pass over to the
audience; output is the information and/or experience of emotions the performance
in itself mediates to the audience.

Even though theatre productions are developed consciously it has seldom, if ever,
been spoken of as the development process of information systems it really is. This
dissertation will rectify this in two main studies; the first in order to describe the de-
velopment model from theatre productions based on responses from theatre practi-
tioners; the second in order to test it on another context, to show its generalizability.

The second study was made on a folk high school, which has intriguing similarities
to theatre; the character of temporary sub-systems, plenty of human to human inter-
action, and the creative and social context. It showed that models and concepts from
theatre productions are possible to generalize to other areas than theatre, and that the
borders of the organization coincide with the borders of the information system. Es-
pecially temporary organizations must be seen as ongoing, continuous development
processes.

The studies in this dissertation has mainly used an inductive approach, inspired by
grounded theory, though a pragmatic perspective have been present in the process of
gathering the empirical material. Some of the main findings were;

o the triplicity of a theatre production as a development process, an information
system and an organization at the same time;

o the integrated relations of context, developers and users, which leads to sponta-
neous changes and overlaps of development roles;

o the narrative and dramaturgical approach in the practical use of methods and
techniques.

These aspects should be useful also in development of other types of information
systems, whether computer-based or using other information technologies.



Sammanfattning pa svenska

Inom informatik finns ofta uppfattningen att informationssystem maste vara dator-
baserade. Detta motsédger situationen i borjan av ett utvecklingsprojekt, dar utveck-
larna maste vilja om systemet skall implementeras med datorer, med manuella ru-
tiner, eller inte implementeras alls.

Ett exempel pad ett informationssystem utan datorer &r teaterforestillningen, “indata”
dr det budskap eller kunskap teaterarbetarna vill féormedla till publiken, “utdata” &r
den information och de upplevelser forestdllningen formedlat till publiken.

Aven om teaterproduktionen dr en medveten process, har den séllan, om nagonsin,
talats om som den informationssystemutvecklingsprocess den verkligen &dr. Denna
avhandling fyller denna lucka genom tva studier; den forsta beskriver utveck-
lingsmodeller och koncept fran teaterproduktionen utifran teaterpraktikerna; den
andra anvander dessa modeller och koncept i en annan kontext dn teater for att
pavisa dess generaliserbarhet.

Den andra studien gjordes pa en folkhogskola, vilket har fascinerande likheter med
teater: karaktdren av tempordra subsystem, méangfald av interaktion mellan man-
niskor, samt den kreativa och sociala kontexten. Den visade att modeller och koncept
fran teaterproduktionen var mojliga att generalisera till andra omrdden &n bara
teatern, och bekréftade att organisationens och informationssystemets granser sam-
manfaller. I synnerhet organisationer av temporér karaktdr mdste ocksa ses som kon-
tinuerligt pdgdende systemutvecklingsprocesser.

Ndégra av resultaten fran studierna var;

o trefaldigheten hos teaterproduktionen som savil utvecklingsprocess, organisation
och som ett informationssystem i sig,

o de integrerade relationerna mellan kontext, utvecklare och anviandare, vilket
leder till spontana rollbyten i utvecklingsprocessen,

o detnarrativa och dramaturgiska tillvagagéngssattet i det praktiska arbetet.

Dessa aspekter dr anvidndbara dven vid utvecklandet av andra typer av informa-
tionssystem, oavsett om systemen kommer att bli datorbaserade eller anvdnda andra
typer av informationsteknologi.
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PROLOGUE

All the world's a stage,

And all the men and women merely players.
They have their exits and their entrances,
And one man in his time plays many parts,
His acts being seven ages.

William Shakespeare: “As You Like It”, Act Il, Scene 7 (Shakespeare, 1980)

The Prologue begins with two chapters summarizing the purpose and the disposi-
tion of the dissertation. The Prologue continues with a more detailed introduction
to the area of research explaining why it has been chosen and concludes with a
broader presentation of the purpose of the dissertation.




FRIEND:

ABELLI:

FRIEND:
ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

Do you want to get out and grab a beer?

I haven’t got the time. 1’ve begun my research on manual
information systems...

Oh, so you’re into libraries?

Could be, but it really goes deeper than that.

I’m a teacher in Information Systems, or "Informatics', a term we
use here in Sweden. In that discipline we look foremost at com-
puter-based information systems, how to develop and use them, but
somewhere along the history line, we’ve forgotten that the manual
routines of processing information are equally important, or maybe
even more important.

So you’re against computers?

No, but I think we rely on them too much. Think about the hurri-
canes that blew over the world a couple of years ago; Gudrun in
Sweden, Katrina in the USA. The communities affected came to a
halt when the electricity went out and we couldn’t use our com-
puters.

Ah, yes, 1 remember that.

And there are still many places in the world without electricity
or lacking other types of infra structure, such as much of Africa,
large parts of Asia, and many other areas in the third world.

1’m beginning to see your point...

We can also see that overuse of computer-based systems tend to
drain organizations of knowledge.

What do you mean? Shouldn’t it be even more knowledge available,
with Internet, intranets...

No no no, that’s not knowledge, that’s information, or maybe not
even that. A couple of years ago a Swedish government authority
introduced a new iInformation system. It didn’t take long before
the staff was completely in the hands of the system. They had lost
the knowledge of how to work without them, so the citizens got
less service than before, when the employees still had this tacit
knowledge.

That’s awful. ..

So, for starters, | will look into the development of information
systems, to see what 1 can find there on manual systems...




1 INTRODUCTION

This chapter presents a short background to the subject considered and the purpose of the
dissertation.

Information systems development (ISD) is the process of designing, building and
maintaining information systems. An information system (IS) is defined as a system
that uses information technology to capture, transmit, store, retrieve, manipulate, or
display information used in one or more business processes, while information tech-
nology (IT) is defined as the tools and techniques used to acquire and process infor-
mation. (Alter, 1998; Ferre, 1988; March & Smith, 1995)

Within the discipline of information systems, the view on of information systems and
information system development has been formed by the way the discipline has
grown out of the influence of numerical analysis on business studies as well as under
the great influence of the sister discipline of computer science, with the “typical” aim
of developing a computer-based system, though with the notion of integrating it
with existing manual routines. Modern development models largely ignore the pos-
sibility of developing purely manual information systems, consisting of only manual
routines. (DSDM Consortium, 2002; Firesmith & Henderson-Sellers, 2002; Rational
Software Corporation, 2003)

This research is about information system development, but makes use of an alterna-
tive approach, via a field not particularly associated with computers, the theatrical
production. In the world of the theatre, production is the process of staging a play,
from the decision to present it to the public to the first actual performance, the pre-
miere. In this dissertation I extend this process to include both the playwright, as
any play must have something to tell, embodied in his manuscript, and the audience,
as the final result of the production is the impression they take home with them. I
will show that the theatre production to a considerable degree is as structured as
other development models.

By using the theatre approach, I separate the system development process from
computer technology and present new perspectives on information systems devel-
opment and the management of designed information systems, whether computer-
based or not computer-based.

o The purpose of my research is to apply the perspectives of theatre and drama to
the process of system development, in order to introduce concepts from the thea-
tre into system development, and to achieve a greater understanding of the un-
derlying premises of system development.




2 DISPOSITION

This chapter presents the structure of the dissertation, the contents of each part and how
they fit into the big picture.

2.1 The elements of a dissertation

The area of research suggested many tempting alternative ways of structuring this
dissertation, but I finally chose one fairly close to that of the traditional dissertation.
This structure was chosen for the simple reason that the readers are mainly academ-
ics working within the discipline of information systems or related disciplines. The
dissertation, therefore, does not always follow the progress of my own research but
rather the traditional academic routine in which e.g. the theoretical framework is
summarized before the actual presentation of the empirical studies, even though the
research has been mainly inductive.

The Prologue aims at giving the background of this presentation, its foundations
and its purpose.

In Act 1 the bulk of the theoretical framework is presented, some references ap-
pearing more appropriately later in the dissertation. For example, research relat-
ing to folk high schools is not relevant until its appearance in Act 3.

The First Intermission presents the design of the research process and the chosen
methodology for the study of Theatre Productions, along with my research per-
spectives.

In Act 2 the first empirical study - on Theatre Productions - is presented. The
empirical material is presented through a categorization of found concepts, con-
cluding with the presentation of type models of the core processes of theatre pro-
ductions.

The Second Intermission concludes the analysis of the first study and makes
some reflections on the findings, and relating these to traditional information sys-
tem development. It ends with a tentative model for analysis using the theatre
concepts.

In Act 3 I present a study performed at a folk high school, where I have tested the
theatre concepts.

In the Epilogue, I present the conclusions I have arrived at from my research.

Table 1 summarizes the location of the traditional dissertation elements. I hope
thereby that I have made the material transparent enough for the reader to see both
the rigor and the relevance of my research.




Table 1. Mapping of traditional dissertation elements to this presentation

Purpose Prologue, chapter 1& 4
Theoretical framework on IS, ISD, organizations and theatre Act 1
Methodology First Intermission
Empirical study 1 based on interviews with theatre practitioners Act 2
Analysis of empirical study 1 Act 2

Second Intermission
Reflections on empirical study 1 Second Intermission
Empirical study 2: Testing theatre concepts at a folk high school Act 3
Final analysis and conclusions Epilogue

2.2 The course of my research

The disposition follows the course of my research to a certain degree. It can be de-
scribed as being in two phases, the first being a study of the processes of theatrical
production intended to identify concepts suitable for application in system develop-
ment, which resulted in a licentiate thesis (Abelli, 2004).

Much of the material from the licentiate thesis remains relevant, but since its writing,
the text has been condensed with regard to theoretical material not applicable to the
dissertation. It has been expanded with new references to existing research relating to
discoveries made subsequently. The presentation of the empirical material has been
broadened and a deeper analysis has been made. The classification and categoriza-
tion of concepts from the theatre have been revised as the analysis of material contin-
ued after the publication of the thesis. The text is now more structured as references
from theatre literature have been placed in a separate chapter, together with the bulk
of the theoretical framework, instead of being intertwined with the presentation of
the empirical material and the analysis of the first study.

The purpose of this dissertation was already fulfilled to a considerable degree by the
licentiate thesis, especially by the presentation of the concepts and core process mod-
els from theatre productions, but to give more depth to the purpose, more work was
still required to demonstrate that the concepts would work in other contexts than the
theatre.

The second phase was consequently to fill in the gaps remaining from the licentiate
thesis by demonstrating the applicability of the concepts and models from theatre
production in another context. I have described this possibility at the end of the Sec-
ond Intermission, and the actual demonstration is then presented in Act 3.




3 THE AUTHOR’S BACKGROUND

In this chapter | present my personal background, in which both information systems de-
velopment and theatre have been prominent.

3.1 Merging experiences

My research and choice of research subject have much to do with my background.
Information systems, theatre and education have long been important parallel inter-
ests in my life and I have developed definite and well-considered views in all three
areas.

In the early eighties I was awarded a university degree in ADB! at Hogskolan
Dalarna, and began, soon after, a career in the computer department at Bostads AB
Poseidon, the largest property-owning company in Gothenburg, as programmer, sys-
tem developer and eventually as the head of the department.

Long before that, in the seventies, I had engaged myself in theatrical activities with
different amateur ensemble. As my interest in drama and the theatre increased, I be-
gan to educate myself further in the underlying theories of drama, dramaturgy, di-
recting, and acting, in parallel with my work in the computer department.

During this time I experienced the first synergic effects of my knowledge in both ar-
eas. I could make use of the structured engineering perspectives from the area of in-
formation systems in my direction of plays, and could at the same time make use of
some of the structured processes from both directing and acting as well as much of
the artistic creativity involved in my theatrical activity in the development of sys-
tems. The emphasis in both areas, on analysis and design before the actual imple-
mentation of the system appealed to me as a striking similarity.

3.2 Leaving the area of information systems

After some time as head of the computer department, I became frustrated in my
work. It had become increasingly the administration rather than the development of
systems and I regretted that my function was no longer creative. Numbers of my
proposals were not accepted, possibly because my ideas were ahead of their time, for
example, the installation of broadband in new buildings in the early eighties.

I resigned from the company and began to work as an organization consultant, con-
tinuing my education in Drama at Gothenburg University. Eventually I became a
drama pedagogue, freelancing in different theatres as director, producer and actor.
After some years I decided to settle down, and returned to my original area of work,

I Administrativ Databehandling, Eng. Administrative Data Processing




system and application development, but this time as a lecturer at Méalardalen Uni-
versity.

I continued with theatrical work, but on a smaller scale. Together with my wife I
started a small theatre company (Teater Abelli) which produces and performs plays
“on demand”, i.e. for conferences, seminars and similar occasions for different com-
panies and organizations.

3.3 Returning to information systems

As a lecturer in information systems I was again struck by the similarities between
traditional system development processes and theatre productions. Many of the
theories and some of the models in information systems were applicable to much of
our work in the theatre. Not only were the explicit theories from computer and sys-
tem sciences useful, but also theories and models from knowledge management that
had come into fashion within the field of information systems.

I made the final decision to combine my theoretical knowledge and practical experi-
ences from both fields in the development of this research project. I recollected the
emphasis made in the early classes I took in ADB on the importance of considering
the manual routines involved as much as those computerized. In several classes the
teachers emphasized that as developers, we should try to keep in mind concepts
taken from “the real world” when creating fields and forms for the computer-based
systems, but many of them took it a step further, meaning that the information flow
in the system should be considered to extend to wherever it ended with the manual
routines. Studying the modern system development models of today, it occurred to
me that this notion had been left behind somewhere in the process and many models
are explicitly concerned only with the computer-based systems.

These thoughts also reminded me of other lessons from early classes I had taken such
as the dangers of computerization; the decrease in social interaction in the workplace,
the difficulties in codifying knowledge into the systems, where a great risk lies in
oversimplification of the information.

This made me think that possibly too many computer-based information systems
were being developed, that corresponding manual systems might have been as effec-
tive or even more effective, but where were the models for development of purely
manual information systems?

I found some, for such operations as project management, business process and or-
ganizational development, but they were for specific purposes and not for informa-
tion systems development in general. Hence began my quest for the General Develop-
ment Model for Information Systems.




4 THE PREMISE OF THE DISSERTATION

This chapter makes a case for this subject of research, going deeper into what is missing in
the IS/ISD of today, what this type of research can contribute, leading up to a broader
presentation of the purpose of the research.

4.1 The concept of “manual’ information systems

The term “manual” can be defined as “worked or done by hand and not by machine”
(Merriam-Webster, 1998), but that is not exactly how “manual” is used in the context
of information systems, and hence my use of the term calls for a further explanation.

What [ mean by “manual” information systems are information systems that do not
use computers as a means of processing or distributing information, but rely on other
types of information technology.

When I began my research, I used the concept “non-computer-based information
systems” to illustrate what I meant. Along the line I found that concept unsatisfac-
tory and searched for an alternative. One way of defining it could be “information
systems that could be considered for formalization or automation with computers,
but have not been”, but what should I call them? I finally found, in many papers, the
term “manual” used for what I meant, as describing what computer-based systems
have replaced (Avgerou, 2000; Blume, 1999; Brooks, 1987).

The use of the term “manual” can be problematic, as, in other areas it is very closely
connected to its etymological origin, the Latin word “manus” which means “hand”.
However, its use today is not only connected to a bodily part, but more in terms of
“not by machine”, which is how I use it, somewhat analogous with the use in the
aforementioned papers.

4.2 The title of the dissertation

I had many different alternatives to choose from; one was the general purpose of my
research - “The Quest for a General Development Model for Information Systems” -
i.e. a search for a common denominator for developing information systems regard-
less of technology, computer-based or otherwise. To warrant that title would have
required more than the work of a life-time, so I had to narrow it to what I have stud-
ied more explicitly.

“The Theatre Information System Development Model” was an alternative, but that
would have been misleading, as it would suggest the development of theatre itself as
an information system. Even though theatre is an information system, it is intended
that the concepts and models presented in this dissertation should also be of use out-
side the theatre.




e On Stage! In the words of Shakespeare: “The world’s a stage”, the leading phrase
of the title points to the information systems that we tend to forget in our disci-
pline; the manual systems. It is also meant to encourage others to use alternative
perspectives on information systems development, indicating that the scene of
investigation includes more of human interaction and activities.

o Playwriting, Directing and Enacting. The results of my research are focused
foremost on these three processes in the development and performance of manual
information systems.

e The Informing Processes. Manual systems include more than just formalized
information, and my results take those parts into consideration. As we then have
systems that extend beyond information only, we come closer to the real purpose
of the systems, to inform. The systems should also be seen as not a single system
but as consisting of several subsystems. The activities of those subsystems could
be considered as systems themselves, but to distinguish those activities from the
overall system, I've chosen to call them processes, analogous with how I describe
the theatre production.

4.3 Information system development of today

It is not difficult to understand why the concept of information systems (IS) and in-
formation technology (IT) as being based on computers is dominant, since the devel-
opment of the discipline has been greatly influenced by its sister discipline “com-
puter science”. To some extent, they have even been regarded as the same discipline,
or at least overlapping, as many journals and conferences target both disciplines.
This view complicates the situation in the development process where the developer
must choose if the system is to be implemented at all, implemented as computer-
based or with manual routines.

In traditional development models, such as SIS:RAS? or MBI/SAKS3, whether it is pos-
sible or appropriate to automate some manual tasks is discussed, but the notion of de-
veloping manual routines is not considered. (Hugoson, Hesselmark, & Grubbstrom,
1983; Révay, 1977; SIS, 1973, 1975; Wigander, Svensson, Schoug, Rydin, & Dahlgren,
1979)

The concept of even the possibility of considering manual alternatives has more or
less disappeared in later development models. Modern development models such as

2 RAS: Riktlinjer for Administrativ Systemutveckling (Guidelines for Administrative System
Development), by the Swedish Standards Institution (SIS).

3 MBI: Mal - Beslut - Information (Goal - Decision - Information)
SAK: Strukturerad Analys och Konstruktion (Structured Analysis and Construction)




RUP* or DSDM? include no explicit directions on how to develop manual systems or
even manual routines, while OPEN?® is even explicitly aimed toward computer-based
systems only. (DSDM Consortium, 2002; Firesmith & Henderson-Sellers, 2002; Ra-
tional Software Corporation, 2003)

Checkland (1999) developed an alternative approach - Soft Systems Methodology
(SSM) - which established a distinction between “hard” systems thinking, in which
parts of the world are taken to be systems which can be “engineered”, and “soft” sys-
tems thinking where the complexity of the real world itself is a system for learning.
SSM is aimed primarily at human activity systems, as a method opposed to the “en-
gineering” approach. The ontological assumption made by Checkland can lead to the
conclusion that human activity systems should only be considered “soft” systems, as
it would not be possible to “engineer” the human component. There is however an
ongoing debate in the research community on where the line between hard and soft
systems really can be drawn (Holwell, 2000).

I believe that even “human activity systems” can be “engineered”, at least to some
degree, but with other types of “engineering” methodologies, not yet fully explored.

4.4 The gap in information systems development

As I wrote in the previous chapter, something is missing in the development models
of today. Somewhere in the process it must be decided if the future information sys-
tem is to be implemented in computers or by manual routines. The development
models lack clear instructions for making this decision. The beginning of any process
model does not differentiate between manual or computer-based routines, as in most
cases, the pre-requisites of the intended system, its purpose and the expected out-
come, and not the possible alternatives in the choice of information technologies are
considered in the first steps.

The difficulties begin when the information to be processed is defined and rules for
its codification are set up. At this point it is determined whether the system is to be
manual or computer-based. Even further, if the decision should be made to develop a
manual information system, there are no steps guiding the developer in that direc-
tion in the existing process models we are familiar with in the discipline of informa-
tion systems. Even if the steps as such could be labeled identically, the content of the
steps in those models are only for computer-based systems. There are no models in
which the content of the steps can lead to either computer-based or manual systems
or combinations thereof (figure 1).

4 Rational Unified Process
5 Dynamic Systems Development Method

6 Object-oriented Process, Environment and Notation
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Figure 1. The lack of contents in steps for manual systems development

My contribution in this area is to open up new perspectives and introduce new con-
cepts useful in the development of information systems, and possibly even essential
in the development of some manual systems. In that way I hope to be able to
straighten out the question mark to some degree at least.

Some development models act as extensible “frameworks”, e.g. RUP and DSDM,
which may be extended by including methods and techniques from other models or
frameworks. In such framework models, it would be possible to include the use of
concepts and models from e.g. theatre productions.

Computers are only one possible alternative when selecting the technology to use in
an information system. When chosen, the system will become a computer-based sys-
tem, but for manual information systems other information technologies must be
considered and hence other methods and tools for the development of the systems. It
must be said, however, that this lack of methods and techniques for developing
manual systems is limited to the development models from our field. There exist
methods and techniques in other areas, e.g. in business process and organizational
development, but the techniques and methods in those mostly exclude computers as
a technology of choice, or “hands over” the further development of systems using
those technologies to a separate development process.

Each development project should have a development model suitable for the particu-
lar type of information system to be developed. Today, the development model is
selected before, or at the beginning of the project, implicitly or explicitly.

As a result, the development models for developing organizations, business proc-
esses and information systems are separated from each other. This problem can be
solved in two ways; either by combining the development of different areas with
each other, e.g. by linking or chaining development models from different areas
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(Nilsson, Tolis, & Nellborn, 1999), or by using a preceding analysis phase in order to
decide which specific development model to choose (figure 2).

Manual
information
systems

Business Problem Selection of
problem analysis development
model

MBI/SAK OPEN

Computer-
based
information
systems

Figure 2. A preceding analysis phase for selecting a development model

This phase needs tools and techniques for the analysis, not connected to any specific
development model, and the analysis process from my theatre model could be a
starting point for the development of such an analysis phase, not necessarily for use
as this analysis phase itself, but to open a discussion regarding what such a process
should contain.

In order to realize the true meaning of the system development process, we must
describe many more development processes than those previously created within our
tield. One of those to discover and recognize as a development process is the theatre
production.

This is also a starting point for closing another gap in our discipline. For Aristotle,
the sciences can be theoretical, practical, or productive. Theoretical sciences such as
physics, mathematics, and metaphysics aim at knowledge, which cannot be other
than it is. Practical sciences such as ethics and politics aim at possible actions, where
things can be other than they are. Productive sciences such as sculpture and poetry
aim at making something like a statue or a poem, which can have any imaginable
form, depending on the will of the artist (Kallendorf & Kallendorf, 1989). Our disci-
pline should be theoretical, practical as well as productive. Though aesthetics has
been considered, it has been in the development of systems when designing user in-
terfaces and other artifacts, but not very much on the development process as such.

When combining the perspectives of socio-technical and social systems, as when
looking at the organization of the development process as a system itself, we can also
look to the Greek philosophers who argued that such organizations must pursue
truth (scientific and technological function), plenty (economic and educational func-
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tion), the good (ethical-moral function), and the beautiful (aesthetical function, art).
Ackoff claims that we have made less progress in the last area than in the three first,
but it is still the one that inspires us to further progressive efforts, as “it's what makes
what we do meaningful”. (Ackoff, 1989)

That the classical notion of the need for beauty in practical sciences has lingered on
through time may be best illustrated by a quotation from George Boole in his “An
investigation of the laws of thought”:

I do not here speak of that perfection only which consists in power, but of that also which
is founded in the conception of what is fit and beautiful. It is probable that a careful
analysis of this question would conduct us to some such conclusion as the following,
viz., that a perfect method should not only be an efficient one, as respects the accom-
plishment of the objects for which it is designed, but should in all its parts and processes
manifest a certain unity and harmony. (Boole, 1854)

4.5 To study theatre productions

An example of an information system that is non-computer-based is the production
and performance of a play before an audience. The input is the message or knowl-
edge that the producers of the play theatre wish to convey to the audience (together
with in some cases an already made play script); output is the information and/or
experience of emotions that the performance in itself mediates to the audience.

A criticism I thought would arise against my chosen area of work is that I put apply a
perspective from social science upon an object from the science of art! Where in this
process do the real differences occur in perspective of the different sciences? In his-
toric times, the boundaries between science, philosophy and art were even less dis-
tinct than they are today. In some areas they seem to converge again, as in different
design sciences (which information systems are sometimes referred to as being) but
also in technological areas (workspace, professionalism, etc) (Gagliardi, 2007; Han-
cock, 2005).

Although research related to theatre has mostly been seen as a part of the discipline
of literature, the scientific foundations of theatre come from a broad range of disci-
plines; philosophy, linguistics, psychoanalysis, political economics, history, anthro-
pology and so forth. Many involved in theatre have been suspicious of this verbal
predominance, as theatre happens in a much larger context. With its need for a pub-
lic place, for physical resources, workers and an audience, theatre is more intimately
and with greater complexity intertwined with the outside world than many literary
and artistic activities, and changes in the world are bound to produce changes in the-
atrical production (Fortier, 2002).

Concepts from theatre have been used in connection with organizations and informa-
tion system development several times before, some of them have even become part
of the domain (e.g. actor, roles, scene, etc), but it has previously been used only
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metaphorically, not with the perspective that the production of theatre is a develop-
ment process in its own right.

The use of the term “production” might be misleading, as it can set the mind towards
a process for replicating an existing product, while the term “development” can sig-
nify the making of something not yet existing. It becomes even more complex as the
term “theatre production” can signify both the process as well as the end product.
Still, the words are in practice more or less synonyms, as the end result in both cases
can be regarded as “products” from a development process. (Merriam-Webster,
1998)

The actual development process in theatre productions does not change regardless of
the audience, nor do the structural elements change, hence a unidirectional system.
Then again there are examples of theatre performances with more explicit active in-
teraction with the audience (interactive theatre), but these are not considered here.

Some might object to defining theatre performances as manual only systems, as a
diversity of technologies is embedded behind and on the stage, and that today even
computers are being used, e.g. in stage lighting, but, as I will point out in the follow-
ing chapters, if we strip down the theatre production to the bare necessities to create
a performance, we have extracted something I call “the core processes of theatre pro-
duction”. In these there are no computers whatsoever, on which the process is de-
pendent.

The performance of theatre is the result of a system development process; this makes
the theatre performance a designed system even though it is also a human activity
system. It is also a “hard” system in the sense that an objective or end-to-be-achieved
can be taken as given, and hence it should be possible to “engineer” it. (Checkland,
1999)

4.6 The purpose for the study of theatre productions

There are two main paths I have taken in my research. The first was my path from
the area of drama and theatre into the area of system development. This became the
basis of the purpose of this dissertation.

o The purpose of my research is to apply perspectives of theatre and drama to the
process of system development, in order to introduce concepts from theatre into
system development and to achieve a greater understanding of underlying prem-
ises of system development

By separating the system development process from the technology, I have made
available new perspectives on development and management of designed informa-
tion systems, both computer-based and not computer-based.

With this research approach my process has been more inductive than deductive, as
the uncertainty of what could be found was significantly large at the starting point.
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One idea was that by considering the theatre production as a system development
process, the dramaturgy of system development will emerge as a result of this re-
search, as well as new perspectives on system developers as “creative artists”. In this
case, the dramaturgy can be seen as the specific construction of the development
process in order to achieve specific effects, whether functional or otherwise.

The second path of my research was from the area of system development into the
area of theatre and drama, which became a means to achieve the purpose. In this
process it was necessary to apply the perspective of system development to the proc-
esses in theatre and drama, in order to show more specifically the similarities be-
tween different development models, and at the same time show differences in the
practical approach to system development. This part of the research has hence been
more deductive, with concepts for system development used as “glasses” when I
consider theatre and drama. Not having been previously considered to any extent as
a manual information system within information systems research, the theatre pro-
duction with its millennia-based experience is a never ending source of knowledge to
that end.

4.7 Steps to achieve the purpose

Actors and directors are mostly unaware that they are working with the develop-
ment of an information system. They have thus not formulated any model of their
work in terms of a “system development model”. It exists, but it is mostly formu-
lated as another type of model, or not formulated at all. Since I have chosen theatre
production as my research subject, I can structure my research process into the fol-
lowing steps:

1. Describe the system development process in the theatre production
2. Express that process in the form of a development model

3. Compare the concepts from theatre production with traditional information
systems development

In order to show the relevance of this topic within the discipline of information sys-
tems, I need to generalize the results. This task engenders yet another necessary step:

4. Apply the concepts from theatre productions to another type of organization
with a creative and social context.

This context has been chosen as it focuses on the human participation in processing
and distributing information, i.e. humans as the "informers". To show the generaliza-
bility of the development model of the theatre production, I have used it to analyze
another type of organization, not connected to either computers or theatre; a folk
high school.
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4.8 The result and contributions

The theoretical contribution of this dissertation has mainly been to direct some new
perspectives on system development, the need for enhanced contextualization of
both the system and the development process, the developer as a creative artist, etc.
but foremost on the fact that the development process of non-computer-based sys-
tems can follow paradigms different from the conventional.

An explicit contribution to theory is the visualization of the ISD processes of theatre
productions. By unfolding the central concepts of theatre production in order to be
useful in ISD, I have added conceptually to the theories of IS and ISD, with con-
structs that might have been used in ISD before, e.g. as in developing user interfaces
and stories for interactive games, etc, but, to my knowledge, have never been used on
ISD before, viewing the developers as playwrights, directors, actors, etc. If the new
viewpoints from this dissertation can clarify some ambiguities in the development
process, then the practical use is more of making use of the perspectives, with some
inspiration derived from the type models and the model for analysis.

Through the study of the folk high school, I have also shown that it can be used for
analysis of an organization. I have also given some indices that the concepts and
models should be able to be used even further, as models for design and implemen-
tation of changes in organizations and other information systems.

Another contribution to theory has come as a side effect of the research process itself.
In order to make rapid progress, I have invented the concept of “iterative and incre-
mental research”, which I have put to practical use throughout the preparation of
this dissertation.

Table 2. The results of the purpose and research steps

Purpose/research step Presentation

P1: The purpose of my research is to apply perspectives of | Second Intermission
theatre and drama onto the process of system development, | Epilogue

in order to introduce concepts from theatre into system de-
velopment, as well as to achieve a greater understanding of
underlying premises of system development.

S1: Describe the system development process in theatre pro- | Act 1, chapter 9
duction Act 2, chapter 15

S2: Express that process in the form of a development model | Act 2, chapter 16

S3: Compare the concepts from theatre production to tradi- | Second Intermission, chapter 17
tional information systems development Epilogue

S4: Apply the concepts from theatre productions to another | Act 3
type of organization with a creative and social context
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ACT 1

THEORETICAL FRAMEWORK

Useful knowledge is good, too,
but it's for the faint-hearted,

an elaboration of the real thing,
which is only to shine some light,
it doesn't matter where on what,
it's the light itself,

against the darkness.

Tom Stoppard: “Invention of Love” (Stoppard, 1997)

This part presents the bulk of the theoretical framework referenced to in the disser-
tation, by elaborating on most of the central concepts.
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ABELLI:

FRIEND:
ABELLI:

FRIEND:
ABELLI:

FRIEND:
ABELLI:

FRIEND:
ABELLI:

FRIEND:
ABELLI:

What if there never had been any computers, what
would our discipline look like then?

Paper and pencil, 1°d imagine...

I believe information systems have a history that
goes even further back than that. We used information
even before the rune stones, hieroglyphs and petroglyphs.

Think about it, how did the cavemen pass their knowledge to the
generations to come? With rites and rituals! Dancing around the
camp fires they imitated the animals, how they moved, what they
sounded like, how to hunt them.

How do you know that?

Well, 1 can’t be exactly sure, but that’s what anthropologists
assume, after studying the few remaining native tribes around the
world in the early exploring days.

IT we make that our starting point, we can see another phenomenon
today, that has a more straight line ancestry from those rites and
rituals; the theatre!

Amazing, SO...

So one of the best things to study, in order to see what informa-
tion systems would have looked like, if the evolution had taken
another turn, should be theatre and drama.

Isn’t that a bit farfetched?

I don’t think so. The drama has all the elements of an information
system; the input from a playwright, director and actors, the
processing of information, both consciously on stage in order to
communicate the information, as well as in the heads of the re-
ceivers of that information; the audience.

Theatre is also produced in a development process with different
phases; analysis, design, implementation and operation, just like
the modern computer-based systems are developed.

Do you know who wrote the first system developers handbook?
No?
Aristotle wrote "Poetics"™ in the year 350 B.C.

In that book he described the key elements of drama, how to use
them in order to "build the system™.

Now it’s about time to pick up that thread again.
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5 INFORMATION SYSTEMS

It has been questioned if information systems are really dealing with information - or data
- or something else. In order to put the difference between computer-based systems and
manual systems in perspective, we need to know what they are processing and distribut-

ing.

5.1 Data, information, knowledge and wisdom

An information system can be defined as a system to capture, process, store, retrieve,
or display information, using some information technology to acquire and process
information in support of human purposes. The definitions of information systems
hence presuppose the use of “information”, but that concept in turn can be even
more difficult to define. The definitions mostly end up bi-directional, information
being defined in its relation to “data” and “knowledge”, sometimes even to “wis-
dom”. Information has e.g. been defined as articulated, verbalized and structured
knowledge, as well as interpreted or processed data, whereas data in turn is defined
as coded representation of information. (Eriksson, Dickson, & El Sawy, 2000; Laudon
& Laudon, 1994; March & Smith, 1995; Merriam-Webster, 1998; Rowley, 2006, 2007;
Tuomi, 1999)

Knowledge

Information

low Data

Figure 3.  The DIKW-hierarchy.(Awad & Ghaziri, 2004; Chaffey & Wood, 2005; Rowley, 2006)

The definitions of information become even more complex as we look into different
areas of research, where the definitions have more or less become “semantic foot-
balls” in the discussion around the concepts of data, information, knowledge and
wisdom, referred to as the DIKW hierarchy. The hierarchy has been illustrated in
many ways, as a transition from data to wisdom with higher degree of meaning or
value, or in relation to formalization with a decreasing degree of programmability, or
even as subsets of each other. Some claim that wisdom is specific knowledge and that
information consists of data, but knowledge is not necessarily wisdom and data is
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not necessarily information. So wisdom can be seen as a subset of knowledge, which
is a subset of information, which is a subset of data. Figure 3 is a combination of
those views. Variants of the DIKW hierarchy also include other steps, such as intelli-
gence, understanding or enlightenment. (Ackoff, 1989; Awad & Ghaziri, 2004; Burry,
Coulson, Preston, & Rutherford, 2001; Chaffey & Wood, 2005; Rowley, 2006, 2007;
Zeleny, 1987)

The DIKW relation can also be illustrated as a “linear” process from data to wisdom
(figure 4). At least there seems to be a consensus that they relate to each other in a
way that, through some process, they can be transformed from one to another,
mostly by the process of “understanding” of what is presented. (Burry et al., 2001;
Rowley, 2006, 2007)

Data —» Information | Knowledge 9| Wisdom

understanding

Figure 4.  DIKW as a linear process.

Other discussions around the concepts notes that what is distributed is merely “sig-
nals” which can be interpreted in many ways, i.e. being the bearer of many “mean-
ings” (Shannon & Weaver, 1949). However, in the context of information systems, to
be useful for business or other human purposes, the information still needs to be con-
sidered from the content view, with the communication as an implicit part of the sys-
tem.

5.2 Only humans can be “informed”

Knowledge management has become an important concept, where in the discussion
knowledge is divided into explicit and tacit knowledge. Explicit knowledge is that
which can be reproduced in speech, writing, images or other codifiable forms, and is
therefore suitable for use in different types of computer-based information systems.
Tacit knowledge is more of an abstract nature, as “we can know more than we can
tell”. In the debate it is argued by many researchers that knowledge can only be
tacit, and what is called explicit knowledge is merely information. It is important to
realize that symbols, images or the words of any text do not “contain” the tacit know-
ing of the originating person, only an articulation of it. (Nonaka & Takeuchi, 1995;
Spender, 1996; Stenmark, 2002; Sveiby, 1998)

Nonaka and Takeuchi (1995) show how knowledge can be transferred, or rather how
it can be converted from one type to another. They stress that this is a social process
between individuals and not within individuals, and have defined four modes of
knowledge conversion (table 3).
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Table 3. Four modes of knowledge conversion (Nonaka & Takeuchi, 1995)

To tacit To explicit
From Socialization Externalization
tacit A typical example of socialization is apprentice- | Tacit knowledge is made visible

ship, where the apprentice acquires tacit knowl- | through metaphors, analogies, con-
edge by observing and imitating the master and cepts, hypotheses and models thus
then practicing what he has learned. creating explicit knowledge.

From Internalization Combination

explicit | Internalization is closely related to “learning by Individuals exchange and combine
doing”. As explicit knowledge can be verbalized | knowledge through different media,
or diagrammed into documents, manuals or oral | such as documents, meetings, tele-

stories, the individual still needs to internalize phone conversations or computerized
some of it to be able to make use of it in prac- communication.
tice.

Goranzon (2006) separates the different kinds of knowledge into three categories;
propositional or theoretical knowledge as the part of professional tradition that has been
expressed in general traditions, theories, methods and regulations; skills, or practical
knowledge which contains experiences obtained from having been active in a practice;
and knowledge of familiarity that we acquire from learning a practice by examining the
examples of tradition. (Goranzon, 2006)

There is a close relationship between propositional knowledge, practical knowledge
and knowledge of familiarity and skills we have gained from practical experience. If
we remove all practical knowledge and knowledge of familiarity from an activity, we
will also empty it of all propositional knowledge. What can be stored in a computer,
processed in algorithms, propositional logic etc, and reported as a result in the form
of a print-out is raw material that has to be interpreted by the actions of a person
qualified in practice. (Géranzon, 2006)

Knowledge can therefore not be completely separated from the experiences, values,
contextual information and insight that provide a framework for evaluating and in-
corporating new experiences and information. This makes it important to consider
the concepts of “knowing” and “knowers” rather than “knowledge”. Knowledge
then becomes even more closely related to the human factor. (Davenport & Prusak,
2000; Malhotra, 1998, 2000)

Only human beings can play the central role in knowledge creation. Computers are
merely tools, as knowledge resides in the user's subjective context of action based on
information; it is how the user reacts to a collection of information that matters. In-
formation is context-sensitive so the same assemblage of data can evoke different
responses from different people, and it cannot be assumed that one person will react
in the same way to data as another. (Hildebrand, 1999; Malhotra, 1998, 2000)
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Borje Langefors' (1995) infological equation illustrates the notion of the receiver’s in-
terpretation being crucial in the information processes:

1 =i (D, S, ©)

I is the information produced from the data, D, and the recipient’s prior knowledge,
S, by the interpretation process, 1, during the time, t. In the general case, S in the
equation is the result of the life experience of the individual.

Hence, not every individual will receive the intended information even from simple
data. The final interpretation of a message in any form is always made at the re-
ceiver’s end. What can be defined as information in one context becomes data in an-
other. The same set of symbols might therefore be toggling between “data” and “in-
formation” depending on the circumstances. The interpretation is dependent on the
individual’s cognitive processes, and makes use of the individual’s tacit knowledge
in combination with the individual’s perception of the context. The cognitive proc-
esses are essential for the final interpretation and transformation of the received data
to information or knowledge. Examples of cognitive information processes are per-
ceiving and recognizing stimuli, remembering and searching information, inducing
rules, recognizing patterns, formulating concepts, and applying all these in sensing,
formulating, and solving problems. The cognitive processes are essential for the
human interpretation of any verbal (as in text) or non-verbal (as gestures, intonation)
expression, and can involve all five senses. (Langefors, 1995; Ramaprasad, 1987; Sve-
iby, 1998)

Lundberg (1994a; 1994b) presents the concept of “informing systems” as a network
or a set of agents communicating information, transferring messages between them
in order to relay meanings. He points out the semantic problems involved in the
communication of information together with the need for identification of informing
competencies and the relationships between the agents. It may be preferable to
communicate some information orally which makes the distinction between data and
information more significant. He shows the informing systems on four levels of
communication (figure 5). The most interesting part of his concept is the pragmatic
level on which we consider the real-world implications of the information obtained
during an informing process, constituted by actions triggered due to the informing
process.

Pragmatic level - actions
Information level - substance, meaning
Presentation level - speech, text, picture

- paper, electronic

Representation level | digital, analog

Figure 5.  Levels of communication in informing systems (Lundberg, 1994a)
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5.3 Information technology

The second part of the definition of an information system referred to “information
technology used to acquire and process information”. Technology is defined as
“practical implementations of intelligence” including the many tools, techniques,
materials, and sources of power that humans have developed to achieve their goals
(Ferre, 1988). March and Smith (1995) defines information technology as the technol-
ogy used to acquire and process information in support of human purposes, and
they claim that it is typically instantiated as IT systems - complex organizations of
hardware, software, procedures, data, and people, developed to address tasks faced
by individuals and groups, typically within some organizational setting.

Orlikowski and Iacono (2001) have a point in their proposal for a research direction
that begins to take technology as seriously as its effects, context and capabilities.
They claimed that the IT artifact tends to disappear from the researchers view, re-
garding information technology by itself as a “black hole”. The technology just “sits
there” and is not explained or presented. But Orlikowski and lacono seem to make a
similar mistake themselves, as they constantly refer to IT as “hardware and/or soft-
ware”, “computers”, “electronic communication” and so forth, which can be as big a
mistake as to leave the IT “absent”. They appear to assume that the underlying tech-
nologies are computer-based, whereas information existed long before the develop-
ment of computers and software. Systems for handling this information also existed
using different technologies; cuneiform text, petroglyphs, Gutenberg’s printing press,
etc.

To be able to make the information technology “appear” in IS research we must first
recognize the diversity of IT, which can be made by searching for the different defini-
tions that actually exist in the research. In this process we also must consider the fact
that those definitions in turn rely on different definitions of information systems
themselves (Verrijn-Stuart, 2003).

Roberts and Grabowski (1996) discuss several definitions of technology, but miss the
original definition. When speaking of “technology” most people visualize machines,
but the word comes from the Greek word technologia, systematic treatment of an art
(Merriam-Webster, 1998); derived from techne art, skill. Then we come closer to the
Scandinavian use of the word as “the science of technique”, which in itself has noth-
ing to do with machines, but rather how some activity is performed.

Although March and Smith (1995) exemplify IT with “hardware and software”, they
say that it is typically instantiated as such, not that this must always be the case. This
deterministic view of information systems, as “typically computerized”, can be a
great obstacle in information systems research as the most typical tools for an infor-
mation system are, to this day, still paper-based, printed or manually written docu-
ments, at least when we talk about organized information systems constructed for a
purpose. If we broaden the concept of information systems just a bit further, the most
common information technology in use is plain human talk. (Verrijn-Stuart, 2003)
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6 INFORMATION SYSTEMS DEVELOPMENT

This chapter describes the premises and functions of information system development
models and processes.

6.1 Evolution of models

The earliest referenced research on information systems development was made to a
large extent by practitioners or at least researchers “on the floor”, even though “the
floor” itself could be at a university. Modern research in “information systems” has
since developed, from the purely engineering research into information systems of
the 50’s, when the focus was on software development for computers, to today’s re-
search into the social science aspects of information systems. (Avgerou, 2000; Av-
gerou, Siemer, & Bjorn-Andersen, 1999; Benington, 1956; Boehm, 1979, 1988; Royce,
1970)

Each new development model has evolved from the need to come to terms with
some deficiency in prior system development, which in many cases was blamed on
the development process as such. It was then believed that the problems could be
overcome by using a “better” development model. It is claimed that part of the suc-
cess of IS projects is due to the use of clearly defined processes, in which roles, activi-
ties, work products and measures are defined in detail, but a recurring problem has
been that the chosen development method has been used improperly, or has even
been the wrong method for the specific project. Examples of the latter are when the
method lacks support for certain activities, or lacks the necessary flexibility. (Barrow
& Mayhew, 2000; Berry, Hungate, & Temple, 2003; Cugola & Ghezzi, 1998; livari &
Maansaari, 1998; Middleton, 1997; Rolland, Nurcan, & Grosz, 1999; Truex, Basker-
ville, & Travis, 2000)

6.2 Core processes

Boehm (1988) claimed that the first model for system development had only two
steps:

e Write some code
e Fix the errors in the code

Boehm (1988) meant that in the earliest days of system development the developer
began to code before considering requirement specifications, design, test and main-
tenance. He meant that this model had at least three major problems:

e After a number of corrections, the code has become so unstructured that further
changes will be too costly. The solution to this problem was to introduce a design
phase before the coding.
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Even well designed programs were not always suited to the needs of the users,
which led to their rejection or expensive redevelopment. The solution to this
problem was to introduce an analysis phase before the design.

Expensive correction of erroneous code was due to inadequately prepared test-

ing. The solution to this problem was to introduce test phases which were to be
planned within the preceding phases.

Each model consists of a number of activities to be performed in phases or steps.
These phases are named differently in the different models, and overlap one another
but basically the same basic steps are performed in each model, even if some steps
are omitted in some models (Avison & Fitzgerald, 1995). Peters and Tripp (1978) per-
formed a compilation of a number of different development models and summarized
the phases with the same classification as “ACM Curriculum Committee on Com-
puter Education for Management”; analysis, design, implementation and operation
(Ashenhurst, 1972).

System Analysis - The analysis should begin with a determination of what the
problem is. An important requirement in information analysis is the willingness
to accept that information problems may sometimes be solved most easily with-
out resort to the computer. The client’s problem is examined, interviews con-
ducted, and the requirements documented with the customer's concurrence. The
information requirements and the patterns of information flow which will satisfy
these needs are determined. The primary objective is to produce a statement
which demonstrates an understanding of the problem and is then expressible
during the design phase. (Ashenhurst, 1972; Peters & Tripp, 1978)

System Design - The results of the analysis phase are considered in relation to
the suitable design methods available to develop a logical solution to the prob-
lem. Considerations of logic, completeness, clarity, and adherence to a design dis-
cipline are strong factors in the solution's development. The result of this phase
may include several potentially suitable designs. (Peters & Tripp, 1978)

System Implementation - An implementation analysis is conducted to identify
the most attractive design. The selected design is then implemented in the envi-
ronment specified by the analysis phase. This implemented design is finally
tested, installed, and documented in preparation for system operation. Imple-
mentation can also involve training personnel who will use, operate and maintain
the system, and finally, the installation and commissioning of the system.
(Ashenhurst, 1972; Peters & Tripp, 1978)

System Operation - Operation involves the routine running of the system. The
installed system is now to be maintained, changes are to be made in response to
changes in requirements, environment, etc. The maintenance is documented with
problems encountered and fixes attempted. (Ashenhurst, 1972; Peters & Tripp,
1978)
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Each of these phases can be viewed as a process of its own, or rather a sub-process
within the main development process. These core processes are supplemented with
many supporting processes, required to cope with the increasing complexity of sys-
tem development and the contexts in which the systems operate. Examples of these
are recent development models, such as RUP (Rational Unified Process), DSDM (Dy-
namic Systems Development Method) and OPEN (Object-oriented Process, Envi-
ronment and Notation). In those models, several activities are performed in parallel
with the core processes, e.g. project management, environment management, man-
agement of requirement changes, and configuration management. (DSDM Consor-
tium, 2002; Firesmith & Henderson-Sellers, 2002; Kruchten, 2002; Rational Software
Corporation, 2003; Stapleton, 2003)

6.3 Types of development models

The names and descriptions of the activities in the different models and methodolo-
gies vary, but the activities are basically the same. The order of the performance of
the activities is a reflection of the structural design of the models.

o Sequential models run through all activities in sequential order, one step after
another, the classic example being the “lifecycle-model”, which has a history be-
ginning as early as the fifties, being further developed into the “waterfall-model”.
The opinion was that development projects could be “engineered”, just as in the
production of any other technological product. (Benington, 1956, Boehm, 1988;
Cugola & Ghezzi, 1998; Royce, 1970)

o Cyclic models perform the “lifecycle-model” several times before the product is
ready to be deployed, but not all activities are performed in each pass. The se-
quential model was criticized as being unable to cope with changing require-
ments, and the “spiral model” was seen as one solution to these problems, with
monthly revisions to successively manage new risks as they emerged (Boehm,
1988)

o Iterative models perform all the activities in several cycles, each cycle being in
itself a sequence of all steps. A topical model of this type is the Rational Unified
Process. (Kruchten, 2002)

The generic models described above are in specific models and methods often associ-
ated with certain concepts for control of the process, e.g. document- or code-centered.
The waterfall model is referred to as a document-centered model, in which the
documents, as end-products of each phase, indicate if and when it is possible to
move forward to the next phase. (Boehm, 1988; Royce, 1970)

The management of the product, the system, is also different between the models
during the development process:

e Prototype development - A separate development of a prototype of the system,
intended to provide an additional basis for analysis and design of the actual sys-
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tem development. This is used for example in the waterfall model to provide a
better foundation for the documents. (Royce, 1970)

e Evolution - The system is developed gradually, from prototype to an increas-
ingly functional system. This is used foremost in the cyclic models, where the
product, or some aspect of it, becomes increasingly detailed with each cycle.
(Boehm, 1988)

e Increment - The system is developed in smaller, discrete parts, which more or
less presupposes the iterative model, by means of which an increment can be de-
livered in each cycle. The increments can be ready components or models for fur-
ther development. (Kruchten, 2002)

In addition to these, there are many models associated with specific aspects of devel-
opment beyond those which are pure “engineering”, e.g. user-centered or emancipa-
tory development. (Hirschheim, Klein, & Lyytinen, 1995)

6.4 Risk with standardized development models

Development models must be structured and detailed to a high degree but at the
same time they need a certain flexibility to permit variation. Practical examples have
shown both pros and cons with more or less restrictive development methods. The
possibility of rapid adjustment to changes in requirements has been seen as a success
factor, but at the same time the same “possibility” has been noted as the source of
many failures, e.g. failures to keep within budgets and timetables (Boehm, 1988). A
description of a process can never include all the conditions of the process, and per-
mits no reasoning about methodological choices from existing alternatives (Rolland
et al., 1999). Methods which are too detailed are unsuitable for use in practice
(Middleton, 1997).

Lyytinen (1987) explains the causes of problems with insufficient, unstructured and
incomplete use of development models. On another note Middleton (1997) pointed
out the difficulties of trying to standardize professional techniques where so many
interpretations exist but are understood by so few. An exaggerated trust in a specific
development model can lead us to ignore activities which do not fit into the given
frame (Truex et al., 2000). This becomes especially problematic when the model is
applied in a context for which it is not designed (Cugola & Ghezzi, 1998). The incor-
rect application of a specific model can also have other negative consequences. Many
developers use their development model as a “manual” instead of as general guide-
lines. This can lead to the developer blaming the model, instead of considering his
own errors in its application (Cugola & Ghezzi, 1998).

In development projects the system is viewed from many different viewpoints by
different stakeholders and the purpose of the system differ correspondingly. The
same complication occurs with respect to the development methods and their appli-
cation (livari & Maansaari, 1998).
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Many organizations develop their own methods, or adjust existing methods, and
some organizations claim that they perform development project without any
method (livari & Maansaari, 1998). The possibility of configuring the development
process as such is neglected in many projects, as this only concerns the process and
not the “creative” parts of the development (Rolland et al., 1999).

6.5 People in information systems development

Pinto and Slevin (1987) came to the conclusion that it is not technical problems that
defeat many development projects, but rather different types of personnel- or or-
ganization-related problems. DeMarco and Lister (1999) describes these as “socio-
logical” problems. Both Pinto and Slevin (1987) and Field (1997) related success in
development projects to effective project management.

In the early stages of software development, the developer was everything; hardware
technician, programmer, user and even researcher; but when these roles became
separated and specialized and the “end users” became more and more important; the
development process was required to evolve. This evolutionary development has
been engendered by the greater variety of tasks and activities as the larger the sys-
tems and more complex the context of system development have become. The diver-
sity and magnitude of necessary skills and ability to perform development activities
has brought on the need for specialization into different developer roles. Just to men-
tion a few; project manager, requirements analysts, systems engineers, architects,
programmers and testers. (Benington, 1956; Boehm, 1979, 1988, Humphrey, 1990;
Kraut & Streeter, 1995; Royce, 1970; Standing, 1999)

Roles are not individuals; instead, they describe how individuals behave in the busi-
ness and what responsibilities these individuals have. A role is more of an abstract
definition of closely related and functionally coupled activities, typically realized by
an individual, or a set of individuals, working together as a team. A project team
member typically fulfills many different roles. While most roles are realized by peo-
ple within the organization, people outside the development organization play an
important role: e.g. that of the stakeholder of the project or product being developed.
(Rational Software Corporation, 2003; Westelius, 1996)

The “complete system developer” as well as the employer must consider a large
number of factors, ranging from technical, interpersonal, political and business skills
to personal qualities such as motivation and ambition. There is probably not one sin-
gle system developer with all the skills and qualities really needed, but each of those
can be needed from a developer in any one situation that can occur. The solutions
tend to focus on the composition of developer teams, with all necessary skills in-
cluded, including the knowledge of the business as such. This is not done without
problems, as inadequate management of the composition, interaction and participa-
tion of developer teams often leads to bad results, not to mention possible conflicts of
interest when different departments and sections of the organization have different
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opinions on the possible outcomes. (Barrow & Mayhew, 2000; DSDM Consortium,
2002; Keil, Cule, Lyytinen, & Schmidt, 1998; Standing, 1999; Stapleton, 2003)

Coordination difficulties are an inherent aspect of work in any large organization,
utilizing both formal and informal communication mechanisms. Coordination has
been defined as the direction of “individuals” efforts toward achieving common and
explicitly recognized goals” and “the integration or linking together of different parts
of an organization to accomplish a collective set of tasks”. It means that different
people working on a common project agree on a common definition of what they are
building, share information, and mesh their activities. They must have a common
view of what the artifact they are constructing should do, how it should be organ-
ized, and how it should fit within the overall system. In sum, they must coordinate
their work so that it gets done and fits together, so that work is not repeated unnec-
essarily and so that components of the work are handed off expeditiously. These
efforts are important between individuals as well as between collaborating developer
teams. (Humphrey, 1990; Kraut & Streeter, 1995)

The coordination activities can involve several different means; some manual (e.g.
meetings, workshops, memos, verbal communication) and some computer-based
(e.g. CASE tools, versioning systems), some formalized but according to some stud-
ies, the most of coordination is made through informal channels. (Kraut & Streeter,
1995)
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7 MANUAL INFORMATION SYSTEMS

This chapter defines and discusses manual information systems and their development.

7.1 From manual systems to computers, and back again

The field of information systems has been broadened from pure engineering to in-
clude management and “social” areas. However, even if human and social aspects
have long been considered in the creation of successful systems, they have mostly
been seen as factors “outside” of, and not a part of the information system itself.
(Avgerou, 2000; Avgerou et al., 1999; Boehm, 1979)

The usual definitions of information systems imply their being computer-based but
they do not exclude the possibility of information systems operated manually. His-
torically, prior to computers, organizations produced, processed and distributed in-
formation, the work being performed by humans. As the details of the procedures
were (and are) not defined, the procedures could accommodate informal elements,
particularly as such systems rely almost entirely on the human factor. (Avgerou,
2000; Blume, 1999; Brooks, 1987; Tiamiyu, 2000)

Manual information systems could be defined as consisting of formalized procedures
which are not automated with computers, but rely on other types of information
technology for the processing of information within an organization. Although the
word “manual” in other areas is very closely connected to its etymological origin, the
Latin word “manus” meaning “hand”, its use today is more in terms of “not by ma-
chine”, which widens the concept. This is analogous with its use in many research
papers, as describing what computer-based systems have replaced. (Avgerou, 2000;
Blume, 1999; Brooks, 1987; Tiamiyu, 2000)

There are many situations in which manual information systems can be preferred;
when some specialist skills can not be replicated in a computerized system; when
organizations are simply unwilling to invest in new technology; in geographic areas
with inadequate technological infrastructure; or when security and legal considera-
tions arise, such as legislation relating to personal integrity or persistence of book-
keeping for tax-purposes. It has also become an awareness of risks with excessive
computerization of information systems. With the availability of both computer-
based systems and manual systems, the computer-based system has been preferred,
with the effect that information or knowledge that only existed in the manual sys-
tems has been overlooked. (Blume, 1999; Tiamiyu, 2000)

The evolution of development models has now moved the “systems border” further
away from the technology itself, once again including the users, the organization and
today even the “organization users” (customers and other business - B2B), even
though the focus is still on developing software as the end product, steps and activi-
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ties have been added before and in parallel with software development activities,
such as “business modeling”, to be able to produce software more suitable for a spe-
cific enterprise. (Boehm, 1988; Kruchten, 2000, 2002; Martin, 1991; Peters & Tripp,
1978; Stapleton, 2003)

7.2 Acknowledging the manual routines

In some explicit implementations of process models there have been activities aimed
at the manual routines associated with the use of software, or more precisely they
were “information centric” and modeled the information flow through the organiza-
tion, and hence could structure and develop both computerized and manual routines
for the coded information (data). One such model is ISAC” developed in 1971 by a
research group at the Department of Administrative Information Processing at the
Swedish Royal Institute of Technology and at the University of Stockholm, but the
model gained popularity outside Sweden as well, as one of the models integrated
into Euromethod. (Lundeberg, Goldkuhl, & Nilsson, 1978)

In the description of the MBI/SAK-method® developed in collaboration between
Programator and Chalmers/Gothenburg University, it is claimed that, in principle, it
would be possible to formalize all the information that exists within an organization,
but that it would not be appropriate. Even if it were possible to formalize the informa-
tion, it must be decided if its processing should be computerized. Figure 6 show
some of the aspects put forward along these lines. The appropriateness of mechaniz-
ing or computerizing routines must be considered, where work satisfaction is one of
many aspects to be considered. (Hugoson et al., 1983; Wigander et al., 1979)

Formalized Non formalized

Mechanized

Computerized

Figure 6. Formalized and non formalized processing and information
in a system (Wigander et al., 1979)

7ISAC: Information Systems and Analysis of Changes

8 MBI: Mal - Beslut - Information (Goal - Decision - Information)
SAK: Strukturerad Analys och Konstruktion (Structured Analysis and Construction)
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RAS? presents a similar reflection, though it is more on the lines of what is possible to
automate. In the “Processing Study”, the developers are required to propose alterna-
tives for the forthcoming system, including which routines should be manual and
which should be computer-based. In the later stage, “Process Analysis” the data rela-

tionships in automated and manual processing are analyzed. (Révay, 1977; SIS, 1973,
1975)

SSADMYY, originally developed by Learmonth and Burchett Management Systems
(LBMS) for the Central Computer and Telecommunications Agency (CCTA), has
been used by the UK Government in computing since its launch in 1981, In one activ-
ity in SSADM, “basic tasks” are specified, whether manual or computer-assisted, but
without the notion of any techniques for design or analysis. Apart from that, manual
procedures are only mentioned in terms of the importance of integrating them with
the automated procedures in the overall system. (Bentley, 1996)

These notions of even the possibility of considering manual alternatives have more
or less disappeared from later development models. Modern development models
such as RUP or DSDM contain no explicit directions on how to develop manual sys-
tems or even manual routines, while OPEN is explicitly aimed toward computer-
based systems only. (DSDM Consortium, 2002; Firesmith & Henderson-Sellers, 2002;
Rational Software Corporation, 2003)

7.3 Development of manual information systems

James Martin (1991) defined quality as “meeting the true business (or user) require-
ments as effectively as possible at the time the system comes into operation”. He ar-
gued that quality in most organizations is defined inappropriately as “conforming to
the written specifications as effectively as possible”. Humphrey (1990) took it even
further by saying that :

o The customer doesn’t generally know what is needed and neither does anyone else!
o The initial requirements are therefore often wrong and will change.

Although these arguments concerned computer-based system development, they
should be easy to generalize. If the customer doesn’t know what is needed, then he
also doesn’t know if the information system should be manual or computer-based.
Planners of information systems must be able to match the requirements of the sys-
tem to be planned with one of the alternatives from which the management can
choose. (Ashenhurst, 1972; Humphrey, 1990; Martin, 1991)

9 RAS: Riktlinjer for Administrativ Systemutveckling (Guidelines for Administrative System
Development), by the Swedish Standards Institution (SIS).

10 SSADM: Structured Systems Analysis and Design Method
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Dahlbom and Mathiassen (1996) discuss the problem of how to transform knowledge
into information and information into data. They state that codifying knowledge is a
difficult task as soon as we aim beyond anything but the most formalized and routi-
nized type of knowledge. An information system, no matter how effective at ma-
nipulating data, is of no help - or may even be counter-productive - to the user if the
relevant knowledge and correct information has not been encoded into the system.

Some of the concepts from computer-based systems development have been used,
though not extensively, in the process of engineering the total system, including the
experiences of the end-user in the context of not only the computer-based routines,
but also the manual routines (Berry et al., 2003). Another example is the use of tech-
niques to model the information system or information system development linked
to business processes (Beeson, Green, Sa, & Sully, 2002; Nilsson et al., 1999).

Checkland (1999) tested the use of the systems engineering approach to technical
problems on organizational issues. The approach could not be used directly but by
combining systems thinking with real-world practice Checkland developed an alter-
native approach - Soft Systems Methodology (SSM). Checkland distinguishes be-
tween four kinds of systems; natural, designed physical, designed abstract and hu-
man activity systems. SSM is aimed primarily at the human activity systems, as a
method opposed to the “engineering” approach. As Checkland himself points out,
SSM is not a technique which can guarantee a particular kind of result; it leaves room
for personal styles and strategies of problem-solving. Although Checkland’s work,
the methodology and perspectives had a great influence on ISD research, SSM is not
an ISD methodology (Holwell, 2000).

Some of the supporting processes mentioned in connection with system development
can be seen as separate development processes, usable in other areas than computer-
based systems development alone, e.g. management of quality, projects, human re-
sources, communications and procurement, to mention only a few. In business stud-
ies, we find several other models and processes, such as Enterprise Resource Plan-
ning (ERP), Business Process Re-engineering (BPR), Total Quality Management
(TQM), etc. that also can be considered to be such development models
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8 ORGANIZATIONS

As my presentation will show that the borders of the manual information systems and or-
ganizations converge, some of the relevant characteristics of organizations are presented
here.

8.1 Organizing

No information system can be considered in isolation from the organization or con-
text in which it is deployed. If it does not support the business processes of the or-
ganization, it is more counter-productive than productive (Nilsson et al., 1999). To
understand the development processes in an organization, one must understand the
organization itself, but just as the concepts of information and information systems,
the definitions of “organization” vary considerably (Burell, 1996).

Some refer to Barnard (1938) who argued that formal organizations arise when tech-
nological conditions demand physical power, speed, endurance, mechanical adapta-
tion, or continuity beyond the capacity of a single individual. March and Simon
(1958) argued that an organization will exist as long as it can offer its members in-
ducements which exceed the contributions it asks of them.

The focus on organizations as consisting of people continues with Blau and Scott
(1962) defining a formal organization as an aggregation of individuals who exert
concerted effort toward a common and explicitly recognized goal, even though
Simon (1997) claims that individuals within organizations rarely have a common un-
derstanding of the goals, which contradicts the necessity of a high degree of consis-
tency between organizational goals, structures, processes, behavior and outcomes.
This consistency is often referred to in terms of effectiveness (doing the right thing),
and efficiency (doing the thing right). The quality of achievement depends then di-
rectly on organizational structures and processes (Brunsson & Olsen, 1998; Pfeffer &
Salancik, 1978). Another obstacle presented by Powell and DiMaggio (1994) who ar-
gued that an institutionalization perspective shows that an organizational structure
does not necessarily support the work that goes on in the organization.

The definitions stem from a structural or a process point of view, with some specific
characteristics in mind, and some still try to combine those perspectives, e.g.
McKelvey (1980) defining organizations with four major properties, with both struc-
tural (resources and boundaries) and process characteristics (intentionality and ex-
change), that he sees as the minimum for recognizing an organization. (Barnard,
1938; March & Simon, 1958; McKelvey, 1980; Mintzberg, 1983; Scott, 2002; Thompson,
1967; Van de Ven & Ferry, 1980; Weber, 1978; Weick, 1979, 1995)

Organization theories mostly focus on the humans making up the “contract” of what
the organization is and what it’s used for. According to Yu and Mylopoulos (1994)
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organizations are built by social actors who are intentional, having motivations,
wants and beliefs and are strategic, evaluating their opportunities and vulnerabilities
with respect to each other. Winograd (1987) refers to them as “agents” who generate
the space of cooperative actions in which they work, emphasizing the social activities
carried out by language and communication. Modern organization theories tend to
lean more towards the verb “organizing” rather than the noun “organization”, espe-
cially with a perception of organizations as a means to achieve strategic goals, or
even making the organization equal to the strategy of the enterprise, as the verb form
emphasizes the processes of becoming and sustaining (Pettigrew et al., 2003).

8.2 People in organizations

In a rational organization, the operational roles are sharply differentiated and codi-
fied by established formal rules. Decisions are implemented by a disciplined, spe-
cialized, continuously and rationally operating staff. Staff recruited on the basis of
merit and given a life-long career in the organization can be expected to work accord-
ing to the rules and instructions for the position. The staff will execute general poli-
cies as well as specific commands and bring about compliance or sanction violations.
The organizational order, including the distribution of authority, power and respon-
sibilities, should, in a rational organization, be legitimate. That is, discipline is based
on a belief that actors holding certain positions have the authority to impose orders
and rules and others have a duty to obey. (Brunsson & Olsen, 1998; Weber, 1978)

In Weber’s ideal model, there is only one locus of final authority and power in the
organization able to make and enforce binding collective decisions and to sanction
non-compliance. Leaders at the center control the combined efforts of the organiza-
tion, making it a unitary, hierarchical actor. (Brunsson & Olsen, 1998; Weber, 1978)

However, management of an organization also implies leadership, which isn’t con-
fined to the managerial level as such as there are many executive functions through-
out the organization. Barnard (1938) defines the executive functions in an organiza-
tion as:

e maintenance of organizational communication (including scheme of organization,
personnel, and informal executive organization),

e the securing of essential services from individuals,

¢ the formulation of purpose and objectives.

To ensure those results from the executive functions the organization relies on differ-
ent types of authority. Weber (1978) talks about “ideal types” of legitimate domina-
tion. Associated with each authority type is a distinctive administrative structure.
Weber's typology of authority is of interest because it underlies his conception of ba-
sic changes occurring in administrative systems over time and serves as the basis for
his conception of bureaucracies. In Weber's view, only the traditional and rational-
legal authority relations are sufficiently stable to provide the basis for formation of
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permanent administrative structures. All economies of scale are inconceivable with-
out some bureaucratic form of organization and authority.

Weber defines authority as legitimate forms of domination, that is, forms of domina-
tion which followers or subordinates consider to be legitimate. Legitimate does not
necessarily imply any sense of rationality, right, or natural justice. He outlines three
major types of legitimate domination: traditional, charismatic, and legal or rational. Tra-
ditional authority is founded on traditional rights to lead, such as in religious congre-
gations, clans, tribals or families, etc. Charismatic authority is based on extraordinary
powers or qualities the leader possesses which makes people follow. These qualities
really need not exist; that followers believe that they exist is what is important. Legal
or rational authority is connected to the development of rationality and bureaucracy,
and is based on a belief in the legality of enacted rules and the right of those given
authority under such rules in systems of convention, laws and regulation, etc. These
three forms do not constitute the totality of types of domination but they show how
it is possible for some people to exercise power over others. Also note that these are
ideal types, with any actual use of power being likely to have aspects of more than
one type of authority, and perhaps even other forms of power such as the use of force
or coercion. (Weber, 1978)

Pfeffer and Salancik (1978) makes another division of the managerial roles based on
what the manager actually does; the symbolic role, in which the manager is a mere
symbol for the organization, its success and failures, the responsive role, in which the
manager is a processor and responder to demands and constraints, in order to assess
the context and adapt the organization in response to the demands of the environ-
ment, and the discretionary role, in which the manager is to alter the demands and
constraints to suit the interests of the organization.

8.3 Organizations as systems

One question in a discussion such as this is where the borders between the organiza-
tion and its information system really are, if there are any. In Weber’s (1978) ideal
model, the organization has clear and definite boundaries, and constitutes a social
unit which is either closed or limits the admission of outsiders. It has a collective
identity of its own and there is a strong differentiation between the personnel and
resources that belong to the organization and those that do not (Brunsson & Olsen,
1998). Pfeffer and Salancik (1978) claim that the organization’s boundary can be de-
fined in terms of its influence over activities compared to the influence of other social
actors over the same activities of the same participants. In that sense, the organiza-
tion can be viewed as a system of human action, where according to Susman and
Evered (1978) the means and ends are guided by values. They also describe organiza-
tions as humanly created in order to serve those needs.

Barnard’s (1938) definition of an organization concludes that an organization in itself
is a system, as does Deming (1986) who built a case for treating the organization as a
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total system, and maybe the most noted contribution in this respect was that made
by Scott (2002) with perceptions of organizations as rational, natural or open systems,
which to some degree questions the Weberian view of definite boundaries of an or-
ganization.

The general diagnostic model based on systems theory that underlies most of organ-
izational development is the open systems model, which focuses on the organiza-
tion’s relations with its environment. Open systems exchange information and re-
sources with their environments, which can make the boundaries seem fuzzy; as-
signment of actors or actions either to the organization or environment varies de-
pending on the function under consideration. Open systems cannot completely con-
trol their own behavior and are influenced in part by external forces. Understanding
how these external forces affect the organization can help explain some of its internal
behavior. (Cummings & Worley, 2005; Scott, 2002)

Any organizational system is composed of three related parts; inputs, transforma-
tions, and outputs (figure 7).

f External environment \
( Organization \

Input Transformation Output

K Feedback /

Figure 7.  The organization as an open system. (Cummings & Worley, 2005)

Inputs (resources) are raw materials, money, people (human resources), equipment,
information, knowledge, and legal authorization that an organization acquires from
the system’s external environment, e.g. a manufacturing organization acquires raw
material from an outside supplier. (Cummings & Worley, 2005; Harrison, 2005)

Transformations are the processes of converting inputs to outputs, including interac-
tion between individuals and groups. In organizations, a production or operations
function is composed of both social and technological components to perform the
transformation. The technological component involves tools, techniques, and meth-
ods of production or service delivery, whereas the social component consists of peo-
ple and their work relationships. Subcomponents of behavior and processes that are
particularly important for handling functional challenges include cooperation, con-
flict, coordination, communication, controlling and rewarding behavior, influence
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processes and power relations, supervision, leadership, decision making, problem
solving, information gathering, self-criticism, evaluation, group learning, and goal
setting. Members’ goals and objectives often refer to their expectations for current
system performance or for desired future states of inputs, processes, outputs and
other components. (Cummings & Worley, 2005; Harrison, 2005)

Outputs are the results of what is transformed by the system and sent to the envi-
ronment; products, services, and ideas that are the outcomes of organizational action,
ready to leave the system or to be used internally. Human outcomes, which are by-
products of the system function, include behavior such as work effort and coopera-
tion, turnover, and employee health and safety. In addition, there are subjective out-
comes, such as employee satisfaction and perceived quality of working life.
(Cummings & Worley, 2005; Harrison, 2005)

The question of closed or open systems is not a matter of black or white, rather a
scale ranging from rigidly controlled, deterministic, purposive, heuristic to purpose
seeking systems. Theatre is usually considered as being in the last category, purpose
seeking systems, which are complex, ideal-seeking systems guided by images of the
future they shape themselves. They are adaptive to the environment and are shapers
of the environment, as well as being able to seek and explore new purposes. Theatre
is hence considered among the “most open” types of systems, along with other artis-
tic/creative enterprises, integrative community systems, alternative educational sys-
tems, alternative security systems, peace development and other non-profit organiza-
tions, but it should also be noted that in many systems the boundaries of system
types are blurred and most systems embed other types. (Banathy, 1988)

8.4 Temporary organizations

Both theatre productions and system development take the form of projects, which
can be defined as temporary organizations, established by a base organization to
carry out an assignment on its behalf. In project-oriented organizations people with
different skills are brought together to develop innovative products and services
within fixed periods of time, and business functions become embodied in project
teams. In such organizations, knowledge, capabilities, and resources are accumulated
through the execution of major projects. The ideal project-oriented company is often
described as a flat organization with a strong project management culture, but in
practice, what defines a company as project-oriented is that these companies perceive
themselves as being project-oriented and shape their policies and practices for work-
ing, for organizational culture and for strategy towards the challenge presented by
the management of projects. (Huemann, Keegan, & Turner, 2007; Lindkvist, 2005;
Vaagaasar & Andersen, 2007; Whitley, 2006)

Project-oriented organizations are hence constructs, as they can vary in the degree of
their project-orientation, depending on the size, the number and the types of projects
they execute. These impact the relation between the permanent organization and the
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temporary organizations. An organization may decide that project-orientation is the
appropriate working form for it as a whole (as in a construction company) or only for
some of its organizational units (as development departments in companies or other
organizations). (Huemann et al., 2007)

The permanent organization gives the temporary organization an assignment and
resources for its work, describes the project’s areas of authority and responsibility
and defines its boundaries, thus giving it the embryo of an identity, but the direction
of the project is shaped by the interactions between the two organizations, and it is
also affected by other actors and events that are related to the project. The acknowl-
edgment of projects as continuously evolving processes has consequences for the
project owner’s control of the project. The base organization cannot fully control the
project and its products, and must in some cases transfer all responsibilities to the
temporary organization. (Vaagaasar & Andersen, 2007)

8.5 Organizational aesthetics

Aesthetics is concerned with knowledge that is created from our sensory experiences,
sensing and feeling, on empathy and intuition, and on relating conception to percep-
tion and how reasoning around our thoughts and feelings inform our cognitions,
making us experience something as beautiful, ugly, elegant, or repulsive. (Ramirez,
2005; Taylor & Hansen, 2005)

The entry of aesthetics into social science came broadly from the search for alternate
methods of knowledge building. It emerged along with the movement from positiv-
ist/functionalist to interpretive/critical perspectives in organizational studies. The
knowledge they generated was accompanied by the associated problems of represen-
tation and form.

Early aesthetic organizational research focused on physical organizational artifacts
such as offices, chairs or conference rooms; and on the benefits of analyzing organi-
zations through an aesthetic lens. The research continued to conceptions of the man-
ager as artist and the beauty of social organization, how management can learn from
artistic form and content. This research aimed for the understanding of organizations
and how people in them behave and understand them. (Ramirez, 2005; Taylor, 2002;
Taylor & Hansen, 2005)

The idea of organization as theatre has been used extensively and is closely con-
nected to another major metaphor for organizations and organizational activity, sto-
rytelling and narration. Here organizations are conceptualized as a collection of sto-
ries and organizational action is understood as enacting or relating stories. There is
an extensive literature on storytelling in organizations that covers all aspects of man-
agement. (Taylor & Hansen, 2005)
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8.6 Organizational change and development

The scope of organizations is widened when their goals, boundaries, significance,
acceptance, etc, changes over time, adapting to a changing societal context. Weber
(1978) claimed that organizations are rationally designed tools, structured and re-
structured in order to improve their problem-solving capacity and their ability to
realize predetermined goals, but as the organizational environment changes, strate-
gic responses must be made in order to survive, which leads to new organization
designs. Though Weber differentiates between internal changes (malleability) and
the effects of external changes (societal transformation), many researchers connect
these, considering internal structuring, to some degree, to be the result of external
pressures. (Park & Krishnan, 2003; Van de Ven & Poole, 1995; Weber, 1978)

Organizational change has become a more or less conscious process, with different
methodologies and perspectives in use. Van de Ven and Poole (1995) made a loose
typology of four “motors”, which emerged as the "least common denominators" of
the change theories reflected in research; life-cycle theory, evolution, dialectic and teleol-
ogy. (Van de Ven & Poole, 1995)

o Life cycle theories describe change in terms of institutional, natural or logical pro-
gress: start-up, grow, harvest, terminate, and (re) start-up. Change is driven by
maturation processes, and challenges reflect obvious gates as the organization
(and industry) moves from one phase to another. (Walton & Russell, 2004; Van de
Ven & Poole, 1995)

o Teleological theories describe change as goal-driven. Goals are envisioned as a re-
sult of dissatisfaction or ambition and drive implementation. The cycle is goal
set/ search/ evaluate to reset/search/ evaluate, and so on. Change is generated
by purpose and social consensus. (Walton & Russell, 2004; Van de Ven & Poole,
1995)

e Dialectical theory sees changes as events in which circumstances emerge, and then
make their opposites clear by their own existence. To put it simply, the emergence
of a thesis makes it possible to see the antithesis. The thesis and antithesis resolve
via a synthesis which then enables the identification of another antithesis. Change

is driven by pluralism, confrontation, and conflict. There is no clear or determi-
nate direction in this model. (Walton & Russell, 2004; Van de Ven & Poole, 1995)

e Evolutionary theory sees change as an event sequence of variation, selection and
retention among entities in a designated population. It has a generative mecha-
nism of competitive selection and resource scarcity. (Walton & Russell, 2004; Van
de Ven & Poole, 1995)

Though the definitions of organizational development differ slightly, they can all be
summarized as a structured process of change in or of an organization using meth-
ods based on behavioral science. (Cummings & Worley, 2005)
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8.7 Organizational learning

Definitions of organizational learning are numerous, usually focusing on a change in
behavior or cognition or the “range of potential behaviors” of an organization. Mul-
tiple theoretical models have been proposed; typologies have been delineated; learn-
ing-related processes such as knowledge acquisition, information distribution, in-
formation interpretation and organizational memory have been identified; and fac-
tors thought to influence the process of organizational learning have been discussed.
In addition, the literature on organizational learning is now distinguished from the
literature on the learning organization, the latter emphasizing a prescriptive ap-
proach and the former being more theoretical and empirically based. Others have
advocated exploring organizational learning as a multidisciplinary topic. (Casey,

2005)

The two primary frameworks that emerge from the literature on organizational
learning are behavior change (adaptation) and cognition (knowledge creation). Un-
derlying the definitions of organizational learning in these frameworks are varying
assumptions regarding learning. (Casey, 2005)

The organizational learning theories that focus on knowledge creation suggest how
knowledge is created, stored and transmitted, while the adaptation theories evolve
from the stimulus-response concepts of learning and describe how organizations
change on the basis of their experience. In most of these theories, knowledge creation
is viewed as a social process that is dependent on shared assumptions or frameworks
for communication in organizations. (Casey, 2005)

41



9 THEATRE

Even though my research on theatre was mainly inductive, it is appropriate to present
some central concepts from the literature of the theatre before the presentation of the
empirical study.

9.1 Theatre as an origin of information systems

Information existed long before the development of computers and software. Sys-
tems for handling this information also existed, using different technologies (cunei-
form script, petroglyphs, Gutenberg’s printing press, etc). We can go even further
back in time. Long before humans could use written language, they could communi-
cate information and knowledge through myths and rituals. These rituals may be
some of the first constructed information systems. Hunting stories and other extraor-
dinary events became part of the stories told, and when they were acted out in a
simple drama, divorced from all ceremonial concerns, the first significant step had
been taken toward theatre as a specialized activity. (Brocket, 1987)

Studies of primitive societies still existing in modern time have told us much about
the use of those rituals (Brocket, 1987):

e Ritual is a form of knowledge. Myth and ritual reflect a society’s understand-
ing of the universe, as they are attempts to define the human situation and its
relationship to the world.

e Ritual may be didactic. In the absence of a written language, ritual may serve
as a means of passing on traditions and knowledge, many human societies
(both primitive and modern) using initiation rites for this purpose.

e Ritual may be expected to influence or control events. One of the fundamental
premises of many rituals is that a desired effect - such as success in battle,
adequate rainfall, or the favor of some supernatural power - can be achieved
by acting it out.

e Ritual is often used to glorify - a supernatural power, a victory in hunt or war,
the society’s past or a hero.

e Ritual may entertain and give pleasure.

In this summarized introduction we can already see some similarities with the in-
formation systems of today. The dramas of the Greeks and Romans were a direct
continuation of their rituals, the “premise” of the plays often being simplified to a
sentenia; a thought expressed in words, a philosophical proposition, an aphorism,
apophthegm, maxim, axiom (Lewis, 1993). As early as these times, the power of
drama was feared by the government. Plato argued for censorship and strict state
control over drama, the powerful influence of which he feared. (Brocket, 1987)
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The “premise”, “sentence” or “maxim” has always been the main message of the
drama, but in modern history, it has evolved to “statements” about man or the soci-
ety:

e Theatre as positivistic science. “Realism” as an art form owed much to the "posi-
tivism" of Auguste Comte who argued that the sciences would supply the neces-
sary knowledge for predicting human behavior and controlling society. These ar-
guments were adopted by many artists, who sought to make art "scientific." Out
of these attempts emerged realism as a new form of the art of drama; art must
depict truthfully the real, physical world; truth can be attained only through di-
rect observation; only contemporary life and manners can be observed directly;
and the observer must strive to be impersonal and objective. (Brocket, 1987)

e Theatre as emancipatory science. Drama subsequently assumed a more active
purpose. Berthold Brecht wanted the audience to have an active role, to observe
critically rather than passively, in order to relate what they saw on the stage to
social and economic conditions outside the theatre; ultimately, he wished the au-
dience to apply its new perceptions by working for changes in the social and eco-
nomic system. The 1970s saw the advent of an approach, usually referred to as
"emancipatory theatre” that seeks to free its audience from false conceptions and
traditional repressions. Productions increasingly treated the stage as a place
where reality is to be examined rather than just presented. (Brecht, 1964; Brocket,
1987)

e Theatre as propaganda. Following the Russian Revolution, the Communists con-
sidered the theatre a major tool for instruction and placed it under the authority
of the Commissar of Education. Meyerhold staged Soviet propaganda pieces, in
which real news bulletins were read from the stage and a public meeting was
held with the audience taking part. (Brocket, 1987)

e Theatre as statements relating to man and society. Samuel Beckett was not so
much concerned with man as a social and political creature as with the human
condition in a metaphysical sense. Eugene Ionesco was, unlike Beckett, concerned
primarily with man's social relationships, typically those of middle-class charac-
ters in family situations. All of his plays seek to discredit clichés, ideologies, and
materialism. After 1960, several playwrights treated political and socioeconomic
themes. Cousin wrote in the Brechtian vein, although with a Christian rather than
a Marxist slant. Gatti advocated a humanitarian socialism and expressed hope for
the exploited people of the world. Since the late 1960s, Gatti has devoted himself
to encouraging audiences to question the assumptions of their society, and he has
worked directly with ordinary people in writing plays incorporating their views.
(Brocket, 1987)
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9.2 The Aristotelian handbook

Aristotle (384-322 BC) wrote the first “handbook” for playwrights and directors in his
Poetics, the first systematic treatise ever written on drama. In addition to its discus-
sion of tragedy, Poetics contains, in its early chapters, the oldest surviving history of
dramatic forms. Aristotle states that every drama has six parts: plot, character,
thought, diction, song and spectacle. He discusses unity of action, probability, and
the requirements of plot, characteristics of the tragic hero, problems of diction, and
many other topics. Even though some of the elements have been excluded in modern
drama, e.g. the chorus, Poetics remains one of the key works in theatre literature.
(Aristotle, 1961; Brocket, 1987; Szondi, 1987)

Tragedy, then, is an imitation of an action that is serious, complete, and of a certain
magnitude; in language embellished with each kind of artistic ornament, the several
kinds being found in separate parts of the play; in the form of action, not of narrative;
with incidents arousing pity and fear, wherewith to accomplish its catharsis of such
emotions. (Aristotle, 1961)

Aristotle considered that the medium of theatre is action rather than text; tragedy
“shows” rather than “tells.” His consideration shows a close relationship with the
discussion of “knowledge” and “wisdom” as Aristotle claims that history simply re-
lates to what has happened while tragedy dramatizes what may happen at any time
or place - because that is the way the world functions - and the audience can envision
themselves within this cause-and-effect chain. (Aristotle, 1961)

9.2.1 Thought

The concept of “thought” comprises both the rational processes through which char-
acters come to decisions, as represented in the drama, as well as values put forward
in the form of maxims and proverbs. In that sense it comes close to what modern
drama theorists consider the perhaps most important concept, the premise. The prem-
ise is the idea or theory on which the statement or action in the play is based, the
“theme” of the play. It can be expressed as a “statement”, “sentence”, “proverb” or
“maxim” that the writer intended to communicate to the reader/audience. In that
sense the premise can be defined as the purpose of a system, being formulated as an
“end to be achieved”, or, in terms of system development, the result of the analysis of
the requirements of the system. As being a statement to be mediated to an audience,
the premise can also be compared with the “information” in an information system,
which must be interpreted by the end-user, the spectator. (Aristotle, 1961; Dy-
fverman, 1949; Egri, 1960; Lewis, 1993)

In many cases the premise is formulated in the terms of a conflict, which in turn can
be expressed differently depending on the type of premise. It can be “a personal is-
sue” with an “inner conflict” within the character, with focus on psychological or
social psychological issues and dilemmas, or it can be an “outer conflict” based on

44



“societal issues” with more political or practical statements in focus, often expressed
as the different attitudes of the characters to the issue of the premise. (Aristotle, 1961;
Egri, 1960; Mills, 1996)

For Aristotle, different art forms incorporate mimesis (imitation) using different
means of representation of different levels of ethical behavior and different ways of
communicating that representation to an audience. Aristotle believed that poetry
springs from a fundamental human "desire to know". Humans learn through imitat-
ing and take pleasure in recognizing imitations of the perceived world. (Aristotle,
1961; Golden, 2004)

9.2.2 Plot

The story is the chronological chain of events; the chronological sequence of actions
in the play, i.e. what is actually happening, while the plot is the presentation of the
story, which can be in another order, how the story, the characters and the conflict
are presented, based on a chosen dramaturgy. Aristotle ranks the plot as the most
important element of a drama, emphasizing that it is first and foremost the represen-
tation of actions, and not of characters. Some drama theorists argue that Aristotle in
this way denied the importance of character, but among most, the plot accepted is
accepted as an important part of a well-written drama. (Aristotle, 1961; Egri, 1960;
Mills, 1996)

The classical dramaturgy of Aristotle has been scrutinized and criticized through his-
tory. Aristotle only defined three parts of the drama; a beginning, the middle and the
end; but Gustav Freytag developed this into five parts (figure 8). (Heed, 2002)

Climax
Rising
action Rgversdl Falling
action
Complication
Exposition Catastrophe

Antecedent action

Figure 8.  Freytag’s pyramid. (Heed, 2002)

The play begins with an exposition, referred to by modern critics as the incentive mo-
ment, which presents the context of the play, explaining the background to the situa-
tion (the antecedent action, that which has happened before the curtain rises) and be-
gins the cause-and-effect chain. (Aristotle, 1961; Egri, 1960; Heed, 2002; Mills, 1996)
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The action rises through a complication (the desis, where the protagonist is opposed) to
a high point or climax (peripeteia, the middle, a moment at which tension is high, and
which is a decisive turning point). This must be caused by earlier incidents and itself
cause the incidents that follow. From the climax the action goes through a reversal in
which the characters find themselves. (Aristotle, 1961; Egri, 1960; Heed, 2002; Mills,
1996)

Anagnorisis is the recognition, which accompanies the peripeteia, by the tragic hero of
some truth about his or her identity or actions. According to Aristotle, the change of
fortune for the hero should be an event that occurs contrary to the audience's expec-
tations and that is therefore surprising, but that nonetheless appears as a necessary
outcome of the preceding actions. (Aristotle, 1961; Egri, 1960; Mills, 1996)

The end (also referred to as the resolution, catastrophe) must be caused by the preced-
ing events but not lead to other incidents outside the compass of the play. (Aristotle,
1961; Egri, 1960; Heed, 2002; Mills, 1996)

The end should solve or resolve the problem presented during the incentive moment.
Aristotle therefore termed the more rapid cause-and-effect chain from the climax to
the resolution the lusis (the unraveling), in modern terminology the dénouement (the
unknotting). (Aristotle, 1961; Egri, 1960; Mills, 1996)

At the end, the audience should have experienced catharsis which is another Aristote-
lian term that has generated considerable debate. The word has been interpreted in
three main ways; metaphorically as a homeopathic purgation, moral purification as a
way of experiencing pity and fear virtuously (i.e. in moderation), or as a cognitive
pleasure taken from the learning and insight that anagnorisis and mimesis give. Cur-
rent research on tacit knowledge uses latter definition in the first place, as the kind of
insight we gain on the basis of intense emotional experience. (Aristotle, 1961;
Golden, 2004; Janik, 2005; Pateman, 1991)

The Aristotelian dramaturgy remains the most common dramaturgy used in dra-
matic theatre even if others exist. One example of an alternative dramaturgy is the
epic drama, in which the scenes are separated from each other, episodic, and only
loosely coupled in the overall story as they can, more or less, stand alone. (Brecht,
1964; Brocket, 1987; Heed, 2002; Pateman, 1991)

Even if Aristotle claimed that the more complex, the better the plot, it still had to be
“complete,” having “unity of action.” By this Aristotle meant that the plot must be
structurally self-contained, with the incidents bound together by internal necessity,
each action leading inevitably to the next with no outside intervention, no deus ex
machina; playwrights should exclude coincidences. (Aristotle, 1961; Egri, 1960;
Golden, 2004)
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9.2.3 Character

14 “”

Characters in tragedy should according to Aristotle be “good or fine”, “true to life
and yet more beautiful” and “necessary or probable”. They should also have “fitness
of character” and “consistency”. Each character must support the plot, i.e., personal
motivations will be related to the cause-and-effect chain of actions. Aristotle (1961)
defined several key roles for a play, the most important being the protagonist and the
antagonist. The protagonist is the character in the play whose conflict (inner or outer)
motivates the actions in the play, while the antagonist is his “opponent”. If the prem-
ise is expressed as an “inner conflict” the protagonist can be his own antagonist.
(Aristotle, 1961; Egri, 1960; Mills, 1996)

9.2.4 Diction

Aristotle addressed lexis (diction), the way in which the thoughts of the speaker are
expressed. Lexis includes words, syntax, and delivery; everything related to “the ex-
pression of the meaning in words” and how the language of the play is delivered by
the actors. Aristotle suggested that experts in the art of oratory and the actors them-
selves are more responsible for the success of this dimension of tragedy than the
poet. Lexis should be proper and appropriate to the plot, the characters, and the end
of the tragedy. (Aristotle, 1961)

9.2.5 Song

Aristotle argued that the chorus should not be separated from the play, interrupting
the plot, but should contribute to it in the same way as every other part of the play.
The chorus has more or less disappeared since the renaissance. (Aristotle, 1961;
Szondi, 1987)

9.2.6 Spectacle

Aristotle meant that though spectacular effects could attract emotions from the audi-
ence, they should not distract its attention from the plot. Superior poets should rely
on the structure and inner workings of the play. (Aristotle, 1961)

9.2.7 Rhetorical elements

In some works on drama, the concepts presented in Aristotle’s “Poetics” are often
confused with those of his “On Rhetoric”, almost as if the two works were one and
the same. This is not surprising as rhetoric can be defined as “the art of speaking or
writing effectively” which should be a necessity for a good playwright as well as for
good actors. Aristotle defines rhetoric as the ability “to see the available means of
persuasion” (pisteis) which can be divided into two classes: the non-artistic and the
artistic. Laws, witnesses, and contracts are all examples of non-artistic means of per-
suasion, because they involve no creative element on the part of the speaker. In con-
trast, artistic means of persuasion are those methods that are invented by the
speaker. It was these artistic means of persuasion in which Aristotle was chiefly in-
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terested in when writing “On Rhetoric”. Aristotle identified three means of artistic
pisteis (Aristotle, 2007; Merriam-Webster, 1998; Molina & Spicer, 2004):

o Ethos - appeal based on the personal character of the speaker,
o Pathos - appeal based on the emotions aroused in the audience
e Logos - the logical argument presented by the speaker.

Rhetoric also has a symbolic meaning beyond the literal. We find that meaning in
images such as silent advertisements, figures, tropes, symbols, signs or actions.
Rhetoric involves “the conscious, deliberate and efficient use of persuasion to bring
about attitudinal or behavioral change” and occurs in a context that suggests a per-
suasion motive. (Kallendorf & Kallendorf, 1989; Sillince, 2006)

Visual rhetoric is central to many genres of communication in the business world,
not only advertising, e.g. in the growth of e-business, with a special attention on
web-design where the message of a site may be conveyed almost entirely through
visual elements. (Brumberger, 2005)

9.3 People in theatre

Just as in any development process, the theatre production needs developers. There
are several more or less independent subprocesses in progress in parallel, each asso-
ciated with a specific role in the production process. The boundaries of each devel-
oper role in a theatre production have not always been distinct. The playwright’s key
role from the beginning is indicated by the term applied to him, didaskalos (teacher),
for he was considered to be the instructor of both the performers (during the process
of play production) and the audience (through the finished product). Often the re-
sponsibility for training the actors fell upon the sponsor (producer) instead. Other
combinations were also common, such as the playwright acting in and directing his
own plays. (Brocket, 1987)

The professions in theatre can be divided into three categories; the artistic, the techni-
cal and the administrative. They have different areas of work, but have a common
goal; when the audience is sitting in the auditorium they are to experience a good
theatrical performance. The division of the organization becomes emphasized on the
executive level where there is often a clear division between the administration on
one side, the artistic creativity on the other, and the technical considerations some-
where in between. In some cases the theatre manager is the executive for the whole
organization, but in many cases the leadership is divided into one executive manager
and one artistic manager. (Kull, 1997; Wetterstrom, 2001)

The artistic staff consists of people with different perspectives who contribute to the
shape of the performance through creative giving and taking, e.g. director, drama-
turge, play actor, understudy, swing, choreographer, dancer, scenographer, lighting
designer, costume designer, make up artist, etc. The playwright is one professional in
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the artistic field seldom directly employed by theatres.(Bergstrom, 1988; Dyfverman,
1949; Griffiths, 1982; Kull, 1997)

Theatre technicians are of many kinds, working in workshops and studios, on and
behind the stage, and on tours, e.g. blacksmiths, carpenters, painters and upholster-
ers, attributeur, tailors, cutters, dressmakers and seamstresses, patinator, property
master, wigmaker, stage manager, stage master, lighting manager, lighting techni-
cian (Griffiths, 1982; Kull, 1997).

The organization of the administrative staff in a theatre is usually similar to that of any
other enterprise, with personnel for marketing, handling of payrolls, etc. There are
other important administrative functions which are virtually exclusive to the theatre,
the artistic manager and the producer. (Kull, 1997)

9.4 Core processes

As in the development of a computer-based information system, theatre production
can utilize different procedures. There are also several more or less independent
subprocesses in progress in parallel, each associated with a specific role in the pro-
duction process. A theatrical performance must include at least two individuals; an
actor and a spectator. However, the actor must have a story to tell, or rather to enact,
which requires a playwright, and the story must be given a form for the stage presen-
tation, which requires a director. The creative part of any theatre production thus
needs at least three persons, the playwright, the director and the play actor. To make
it a completely deployed production there is also another role to be filled, the audi-
ence. Expressed in terms of individuals it can come down to two; the theatrical
worker (playwright, director and actor in one) and the spectator. (Bergstrom, 1988;
Brocket, 1987)

All the other roles in the theatre production can be more or less eliminated in some
way; if the artistic idea is to perform the play without any specific scenography or
costumes, there is no need for a scenographer or costume designer; if the play is to be
performed without special lighting effects, with only plain white light, or outdoors, a
lighting designer need not be employed, etc. I have also excluded the process of de-
ciding which play to perform as this has been done before the actual production
starts.

The three necessary processes in a theatre production, the core processes, are those
executed by the playwright, the director and the actor.

e The playwright is the author of the manuscript for the play. It is often said that
good novelists make bad playwrights; the dramaturgy can differ considerably
when writing for a reader as compared with writing for the stage. (Bergstrom,
1988; Dyfverman, 1949)

e From the script of a play, the director formulates an idea for its production, what
message to communicate to the audience (the premise), and how this is to be ex-
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pressed on the stage. The director is the leader of rehearsals and responsible for
the artistic quality of the production. (Bergstrom, 1988; Griffiths, 1982; Kull, 1997)

e The play actors express with their own bodies and voices the characters of the
play in the story told. This work is said to consist of creating plausible, living
characters of flesh and blood from the given text. The actors can have leading
roles in the plays as well as supporting roles. (Bergstrom, 1988; Griffiths, 1982;
Kull, 1997)

A performance is incomplete without at least one spectator, and therefore the pres-
ence and reactions of the audience can also be considered as a process. In many
cases, this process is out of the control of the theatre production as viewed by the
theatre company. This process will be included in type models of theatre production
presented in the following chapters but will not be given as much importance as the
other three.

Just as in system development, the more complex the system or context becomes, the
greater the need for the supporting processes mentioned. Most of the activities of the
supporting artistic roles were historically the responsibility of the director, who re-
mains responsible for the artistic entirety of the performance, but as productions be-
came more complex, the specialization in different roles began and continues to this
day. (Brocket, 1987)

Table 4. The phases of artistic creativity. (Bergstrom, 1988)

Preparation | The artist gets an idea. To find a solution he gathers all facts he can find on the sub-
ject.

Incubation | The subject is laid to one side and the concept ripens. Everything he has read and
gathered is worked on subconsciously. In the process the artist’s knowledge and
imagination remain active. It is important not to hurry this process and allow it to
take its time. A conscious search for the solution limits the imagination.

[llumination | The inspiration for the solution comes suddenly, often when the artist is otherwise
occupied. This is often called the artist’s “vision”, a conception which he formulates
and hence works further upon.

Verification | When the artist finds the solution the work of realizing the idea begins.

Each of the artistic roles are required to make use of their creativity, which can be
compared with the system development process for each role, but not with the over-
all development process, as the creativity process is individual. (Bergstrom, 1988)
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9.4.1 The playwright’s development process

At different times in history, theorists have attempted to create a specific formula for
writing plays. These include the Roman dramatist Lucius Anneus Seneca (5 or 4 BC-
65 AD) who has inspired many playwrights and directors in modern time. Among
the characteristics of his plays were his interest in morality, reflected through sensa-
tional deeds that illustrate the evils of unrestrained emotion and in senteniae (or
pithy, proverbial generalizations about the human condition), characters who are
dominated by a single obsessive passion (such as revenge) that drives them to their
doom, and the introduction of certain technical devices, such as soliloquies, asides,
and confidantes into the dramaturgy of the plays. Another playwright with great
influence on modern playwrights was Scribe who is remembered primarily as the
popularizer of the "well-made play" formula. The “well-made play” can perhaps best
be understood as a combination and perfection of dramatic devices, common since
the time of Aeschylus; careful exposition and preparation, cause-to-effect arrange-
ment of incidents, building scenes to a climax, the use of withheld information, star-
tling reversals, and suspense. (Brocket, 1987)

When a playwright has an idea for a play he begins by choosing raw material con-
sisting of the complications he wants to describe. The material is collected from folk-
tales, myths or other stories, articles in magazines, journals, trial records, the author’s
own experiences, etc. The same material can be used in several plays, but is seldom
recognized as the playwright transforms it into his own, with the story placed in an-
other time, another society, with changed names of the characters, etc. (Bergstrom,
1988)

The most important elements of a play script are considered by many theorists to be
“premise”, “character” and “conflict”, where the conflict is a reflection of the premise
and the characters are visualizations “in flesh and blood” of that conflict.

(Dyfverman, 1949; Egri, 1960)

The playwright decides in detail how the conflict is to be developed and presented.
He writes a scenario in which the story is structured, the ordering of the scenes is
decided, how diverging wills are confronted and how the conclusion will be reached.
(Bergstrom, 1988)

The end-product of the work of the playwright is the manuscript, the written text
which consists of four integrated elements which can all be utilized and interpreted
in different ways in the other core processes (Heed, 2002; Szondi, 1987):

the dialogue (and monologues)
stage directions

descriptions of the environment
descriptions of the characters

It is important to note that dramatic texts are not literature, and they should not be
confused with narrative forms other than theatre (Janik, 2005).
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9.4.2 The director’s development process

The director’s role in classical Greek theatre was that of a teacher, telling the actors
what to say, how to say it, and how to move on the stage. In more recent times the
director’s role has been more explicit, to provide the actors with discipline and orien-
tation and to realize the implicit intentions of the play, on the stage, through the ac-
tors” performance. (Brocket, 1987; Janik, 2005)

The director’s work begins when assigned a play to stage. His first step is to analyze
the manuscript in order to determine the premise of the play and to find the artistic
form of the staging, often in collaboration with a dramaturge. The text is interpreted
at many levels, from the author to the audience. Each interpretation is an extension of
the text into the context of the reader or spectator; his or hers experiences is the
foundation upon which the interpretation is made. Because of the multitude of pos-
sible interpretations, a common approach by the director is to clean the manuscript
from didascalies (words not to be spoken; stage directions, character list, title of the

play), so that the dialogue stands free from any given interpretation. (Bergstrom,
1988; Heed, 2002; Kull, 1997)

In this process the director disassembles the manuscript. The division of the manu-
script usually follows the following scheme; each part that follows the unity of envi-
ronment (occurs in the same time and space) is an act, each part within the act that
follows the unity of characters becomes a scene (every entry or exit of a character is
the start of a new scene), and finally the unity of consistency in action or subject be-
comes an action section (when something new happens in the scene, e.g. change of
subject in the dialogue). From this division the director often creates a fable, a recol-
lection of the totality of events that will occur in the play. (Heed, 2002)

At the collation, the first organized meeting between the director and the actors, the
director has done half the work. Most of the planning is done, and much is already
implemented. The director presents the intended premise, his staging ideas and,
starts his work as the guide for the actors in finding the characters. Some directors
already have a clear idea on how they want each character to be played, others have
formulated questions at issue and use the rehearsals to explore the course of events
to discover and set the actions. The former type of director gives the answers, the
latter asks the questions. (Bergstrom, 1988; Kull, 1997)

9.4.3 The actor’s development process

At the collation the director presents the staging ideas for the actors, and they read
from the manuscript together. During the collation questions relating to the play, the
staging and the premise emerge, and are discussed to create a common starting point
for the further work. This is also the starting point for the rehearsals. During the re-
hearsals the actors receive their blocking directions (when and where to walk, stand
and sit on stage) with instructions from the director. For the play actors the premiere
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is a new starting point where each performance must recreate the expressions con-
structed during the rehearsals. (Kull, 1997)

Janik (2005) claims that performing the text is far more than just saying the words, as
it involves imparting the appropriate shade of meaning to them by incorporating
them into adequate gestures with a fitting tone corresponding to the situation at
hand. This implies the actor’s need for specific tacit knowledge and skills in order to
enact the dramatic text in collaboration with equally skilled colleagues. (Janik, 2005)

There has historically been a continuous debate in theatre on how to act, with two
dominating schools; the empathic (experiencing) actor, and the displaying (illustrat-
ing) actor. The first school is represented by Stanislavskij, who argued that the actor
must empathize with the character so deeply, that he becomes the character, and
through this rich acting, make the audience recognize their own situation in life.
Brecht as a representative of the latter school on the other hand demanded from his
actors that they should keep a distance (alienation, verfremdung) from the character;
the actor should have a critical attitude towards the character as the audience should
question the character and the course of events on stage. (Brecht, 1964; Kemecsi, 1998;
Stanislavskij, 1936, 1949, 1975; Strasberg, 1988)

The common approach today is related to the methods of Stanislavskij, also called
“method acting”. The actor is intended to “become” the character in order to make
his acting as realistic and natural as possible. Some central concepts are (Kemecsi,
1998):
e theactor’s “W”:
0 Where am I?
0 WhoamI?
0 Why am I here?
0 Where do I come from?
0 Where am I going?
e the “given circumstances” - the context within the play

e the “magical if” - the actor acts “as if” it was true

The two former are brought to the actor through a thorough analysis and dissection
of the play, disassembling the descriptions of his character from the text; visible bio-
logical, physiological and psychological traits; followed by a synthetization of the
parts to a new whole, in collaboration with the director but possibly in solitaire. The
latter depends on the actor’s ability to empathize and to make use of the emotional
memory. (Kemecsi, 1998)

The premiere is the endpoint for most of the artistic roles, the director, scenographer,
costume designer, etc, but for the play actors and the technical crew it’s a new start-
ing point where each performance must recreate the expressions constructed during
the rehearsals. (Griffiths, 1982; Kull, 1997)
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9.4.4 The audience’ development process

Audience research in theatres by means of surveys has a long and venerable tradi-
tion, certainly within research oriented toward the arts and humanities. Through the
on-site collection of data by means of a survey, researchers try to map and analyze a
diversity of personal, aesthetical and attitudinal characteristics of a theatre audience.
Yet, these studies focus almost only on demographic variables, not on the audience
participation in the theatre production. (Roose, Waege, & Agneessens, 2003)

For the audience, the theatrical experience does not begin in the auditorium, but as
early as when the play is announced in advertising, reviewed in daily papers, maga-
zines or on TV. From that point on there are several possible paths towards the seat
in the auditorium. The experience is not confined to the performance only. In the
cognitive processes of the audience, several factors play their part. A good theatre
building provides isolation from outside influences, which allows the audience to
concentrate on the play; suspend their disbelief, and enter the theatrical illusion. In
the darkened auditorium the audience waits until the lights come up on the stage.
Before a word is spoken, the “stage picture” tell us where we are and what the physi-
cal place is like. Carefully planned lighting and sound creates atmosphere which
adds to the illusion and the context of the play. Supporting processes such as market-
ing and customer services also play a significant part. (Graham, 2002)

Experiencing live theatre performance is not like watching TV or going to a movie, as
the audience has an active role in live performance (Simon, 2003). We lack any de-
tailed picture of the theatre audience, especially in their roles in the production-
reception relationship. What is agreed upon is the complexity of a process that previ-
ously was considered “natural”, but involves decoding of several signifying systems.
Neither theories of reading nor theories of semiotics can go beyond the issue of indi-
vidual subjectivity (Bennett, 1997). This sort of experience is a production process -
not only consumption. We are producing the performance together, as we create im-
ages and emotions during the performance (Diesing, 1997). One of the perhaps most
important elements in the success of a well-rehearsed play is the non-verbal interac-
tion and communication between the performers and the audience, a play in the play
where the audience “feels together” with the actors on stage (Janik, 2005).

Attending a performance is also a social event, which makes the play live long after
the performance. We share the same experience as the other spectators, the same feel-
ings, and know we are sharing them. Later, at intermission and afterwards, we can
talk over our experiences, note similarities and differences, and appreciate the high
points again. We can also empathize with the characters and share their experiences.
Perhaps the difficulty of examining the audience through this social coordination
and cultural constraints is the reason to why theatre audiences tend to be neglected,
in research as well as in productions. (Bennett, 1997; Diesing, 1997)

One possible reason for this neglect, noted by Conway and Whitelock (2007), is that
for many theatres, the income from ticket sales is really marginal, as they rely on
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subsidizes. For them, their relations with other stakeholders are more important than
their relations with their audiences. The demands made on the theatres by stake-
holders, has shifted the perspective from “what message to bring?” to “what plays
will attract the required audience?”, and to “how marketing efforts can bridge the
gap”. (Rentschler, Radbourne, Carr, & Rickard, 2002)

As even theatre research itself recognizes a lack of theories on how the audience ac-
tually conceives the performances and what significance it might have, we must con-
sider other factors that could explain this process. One such area is pedagogy (which
has almost the same ancient ancestry as theatre itself), in which theories from experi-
ential learning might be the best suited. As the spectator might know conceptually
what he’s going to experience, without knowing the actual outcome, the performance
from the spectator’s point of view can be regarded as an adventure. One model from
the field of experiential learning that then comes to mind is the adventure-based learn-
ing model, proposed by Richards (1992). There are four distinct phases of the cycle;
separation, encounter, return and reincorporation:

o Separation - It's necessary to leave old ideas behind, dare to experiment with
new ideas and be open. This demands great motivation to begin the journey. Mo-
tivation and preparation are the most important parts of this phase.

o Encounter - When the “traveler” leaves the comforts of his home, she’s ready to
meet the new and unpredictable. The challenge in solving problems and the un-
predictable outcome is what makes it an adventure.

e Return - The adventure is incomplete if you can’t talk about it, write about it or
reflect upon it, connecting the experience to your own life.

e Reincorporation - After a successful adventure, incorporated into your other ex-
periences, the participant is ready to take on new challenges to seek new experi-
ences. This phase is important as it makes sure that the experiences come to use in
a learning process.
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9.5 Theatre, knowledge and conception

The creative processes in theatre involve interpretations at several levels, as well as
in parallel, from the author to the audience (figure 9). Each interpretation is an exten-
sion of the text into the context of the reader or spectator; his or her experience is the
foundation upon which the interpretation is made. It begins with the playwright’s
tirst interpretation of reality which is expressed in the manuscript. All of the artistic
workers read and interpret the play, which results in several individual interpreta-
tions. A common approach in the different analysis steps in the core processes is to
try to eliminate any interpretation, so that the exact wording of the text and a multi-
tude of possible interpretations emerges. They then compare the different interpreta-
tions with each other and agree upon a single interpretation for the staging of the
play. The audience experiences the performance and each spectator makes his own
interpretation on the basis of how he associates and understands what occurs on the
stage, i.e. simultaneous cognitive processes lead to a great number of interpretations
to be stored in each individual’s memory. (Bergstrom, 1988; Heed, 2002)

The ’reality”

|
The playwright’s
interpretation
|

‘ The manuscript
The director’s Actor a Actor b etc.
interpretation
<The performance>
Specta- Specta- Specta- etc.
tor A tor B tor C

Figure 9.  The levels of interpretation.
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Derrick De Kerckhove (1982) argues that the Greek theatron had played an important
role in introducing the new cognitive standards of the alphabet and literacy even to
an audience with a large percentage of still illiterate spectators. Theatre worked as a
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perfect training ground for these new perceptional standards, especially as the visit
to the annual theatre festivals had been mandatory for the people of ancient Athens.
The theatrical performance educated its public to a new, detached, and unified per-
ception of itself. Space itself became a mental construct, a neutral, abstract container
for a programmed experience. (De Kerckhove, 1982)

At the media-technological watershed of the introduction of the phonetic alphabet,
theatre as a mass medium thus helped to overcome traditional oral culture by im-
plementing all relevant new cognitive strategies within the sensorial apparatus of its
spectators. Traditional drama today addresses an equally traditional audience which
might tend to be “illiterate” with computer technology. (Boenisch, 2003)

The cognitive science is related to another aspect of communication, that of semiotics.
Marvin Carlson (1990) consider what he calls the “corporeality of theatrical signs”,
an attribute that can interfere with the satisfactory use of signs as aesthetic devices.
We are presented on stage not with the linear focus of a novel, but with a multiple
perception of presences from which the spectator is necessarily left free to choose. At
the same time a performance has the compensating power of “psychic polyphony”
through the way the audible and visual elements (including the actors) offer a multi-
ple perspective to the observer. (Carlson, 1990)

There has been extensive research on theatre semiotics, one of the dominating areas
in theatre science, as it has given the discipline an instrument to theoretically explore
something that has been an essential part of the theatre since antiquity, its way to
create meaning with the use of signs. (Heed, 2002)

The semiotic signs in theatre are not confined only to the dramatic text. It includes all
verbal and non-verbal visual and audible signs that can occur on stage or in its vicin-
ity. With this approach we come closer to the theories of information processing in

the cognitive sense, as more of the contextual information can be considered. (Heed,
2002)

All of the artistic staff in the theatre production are aware of the importance of the
signs in the staged production, and thus an important part of the process is to struc-
ture this amount of information, to support the final interpretation from the audi-
ence. As the theatre production includes the audience cognitive processes, the theatre
performance is not only a medium for information; it is also an information technol-
ogy. Just as classical drama has entered into the world of IT, business information
systems can make use of the information processing of the theatre. (Lan, 2003)

With the communication of knowledge and statements of different types the theatre
form can be used in several areas. Simple divisions of “art for art's sake” or art with a
clear social function do not express the possibilities presented by the many different
artistic traditions. There are examples of how drama and theatre have been used in
therapeutic situations or rehabilitation programs, several ethnic groups interact to
produce dynamic debates about how and why art should be involved with society.
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Theatre and other forms of dynamic, transitive rehabilitation and education have the
potential to create active, critical citizens. As a public, social experience, theatre is
appropriately politically financed in large part by the community and provides
young people with an educational, socializing experience; it gives youths the experi-
ence of a social process and encourages them to develop such skills at home.
(Diesing, 1997; Kincaid, 2002; Orme & Salmon, 2002; Thompson, 1998)

Theatre and arts programs which are participatory have a real role to play. They en-
courage young people to be subjects of a learning process, and stimulate self-
reflection and a wider reflection on society. Innovative drama can be an effective
medium for communicating topical issues and increase the audience” knowledge and
skills in a variety of contexts. (Kincaid, 2002; Orme & Salmon, 2002; Thompson, 1998)

The “enacting” of situations, as in different scenarios, through “role-playing”, has
been fruitful in many areas where the anticipated outcome of a specific course of

events has been uncertain, or when a specific behavior pattern has been educated
(Stickley, 2003).

Janik (2005) points to three aspects of theatre that are particularly relevant to an in-
vestigation into practical knowledge:

1. Theatre is first and foremost a practical activity. Therefore theatre is a reposi-
tory of practical knowledge.

2. Theatre can provide us with insights into human problems on the basis of our
emotional responses to performed stories.

3. Theatre has a very special place among the arts.

Theatre powerful enough to induce catharsis in the audience involves a complex set
of skills that have been developed over 2,500 years, skills that can be obtained only
through “learning by doing”. Catharsis is a kind of insight into the nature of a situa-
tion that one gets from experiencing a theatrical performance, and theatre hence
transfers a species of knowledge; the kind of emotionally laden insight that theatre
can produce in an audience which experience a narrative acted out “live” before it.
Although all of the arts can lead us to experience catharsis, it is most fully experi-
enced in encounter with live actors performing stories on the stage. Theatre is the
only human activity that aims at “concentrating” human life, without simplifying it;
no two performances of a play are identical. As such theatre is an extraordinary re-
pository of tacit knowing. (Janik, 2005)
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10 MY CONCEPTION OF THE CONCEPTS

In this chapter | present my conception of the central concepts from the different areas.

10.1 Concepts from information systems

Even though I have established that there exist differences between the concepts of
data, information, knowledge and wisdom, the use of them in this dissertation be-
comes even more problematic, as an IS in reality deals with “all of the above”, mainly
because what is considered information by one is considered data by another, etc.,
e.g. with the debate within knowledge management that which some consider ex-
plicit knowledge is considered information by others. AsI see no consensus on these
issues, I even question if such a consensus really is fruitful. The debate as such is.

I consider data as the smallest pieces, really just signals or expressions of signals, the
bits and bytes in a computer-based system, the sound waves of speech, the letters in
a written text, etc., hence closest to Shannon’s and Weaver’s (1949) use of the concept
of signals as not containing an explicit meaning,.

It becomes information (or misinformation, disinformation) at the point someone un-
derstands some meaning in it, whether intended or not from the sender. When mean-
ing is applied on the data, it must be with some knowledge within a specific context.
If we can inform someone using simple signals, that data is the bearer of some infor-
mation. This also means that the definition of information really should consider the
purpose of the informing process. Communication is implicitly used, but the informa-
tion as such must be the meaning of the content, as constrained by the purpose.

Though some connect knowledge only with the use of information, I connect this use
not only with practice, but also with e.g. reflection. The ability to apply meaning to
data in order to use it as information is in itself an expression of knowledge.

Finally, I mean that wisdom only is useful as a philosophical concept, as it concerns
the expansion of knowledge, perhaps even beyond the ability to foresee consequences,
“thinking outside of the frames”, etc.

In this dissertation I will use the definition of information technology as the tools and
techniques used to acquire and process data and information in support of human
purposes, hence closer to techne than to technologia. (Ferre, 1988; March & Smith,
1995)

Finally, I use the definition of an information system as a system by means of which
data is acquired, processed and distributed with the purpose to inform, including the
informers and the informed, as the information processing wouldn’t be complete
without them.
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10.2 Concepts from information system development

I will focus on the core concepts; analysis, design, implementation and operation, as
defined in chapter 6, only on a generic level.

10.3 Concepts from organization

Most theatre productions are temporary organizations, as are most system develop-
ment projects. Still, they are organizations, with the necessary characteristics.

But also a permanent but dynamic and adapting organization needs some of the
characteristics of temporary organizations, as new premises need to be defined con-
tinuously.

The modern view of organizations, shifting the perspective to “organizing”, leads to
the definition that it becomes an organization when several units are assembled, in
order to achieve a specific purpose.

In the context of manual information systems, the significant units are humans, who
achieve the goal, preferably by performing certain activities.

10.4 Concepts from theatre

I will not disclose my own previous use of the concepts from theatre at this point, as
that would be to forego the empirical study of theatre productions. My present and
somewhat revised use of the concepts can be found in the final conclusions of the
dissertation.
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FIRST INTERMISSION
METHODOLOGY

| don't understand.

| don't know what that Method is.

I've read Stanislavsky, naturally, and it seems to me that the Method is:
if you say something, you've got to say it as interestingly as possible.
But that applies to life--and acting is life, to me, and should be.

Actress Vivien Leigh in interview (Funke & Booth, 1961)

Before we go on to the real world and the empirical material, I'll take a moment to
explain my study method. In this intermission you'll read about epistemological
and ontological concerns, which led me to some quite specific use of research per-
spectives and methods.

This far, I have tried to make my point by presenting the “why” and “what” of
my story, i.e. the “facts” retrieved from previous research. Here comes the story
on “how”.
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FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

Didn’t you work as a director before?

That’s correct, and as an actor, producer, light and
sound technician, playwright. ..

You name it; I’ve dabbled in most theatre occupations at
some point.

So, doesn’t that mean that you’re too colored by those experi-
ences? Shouldn”t scientific research be objective?

Firstly, 1 think that could be debated as such. 1 don’t think any
researcher can be truly objective, at least not in social sci-
ences. You’ll always be colored by your experiences, values, et-
cetera. ..

Hmpf, 1 don’t think Darwin would agree...

...secondly, It"s rather how you USE those experiences that might
affect the "rigor"” of your research.

IT you can persuade the reader to believe that the methods you®ve
used should point in the same direction, whoever would have done
the research, should be evidence enough.

You mean that another researcher could interview the same people,
reading the same scientific articles...

Well, do you think the people I’ve interviewed can be "the same"
next time they’re interviewed?

Yeah, sure, (giggle) or do you mean that they’re replaced with
clones?

No, but are you the same guy now as you were five years ago? Don’t
you have more experience now? More knowledge?

(thoughtful pause) But then nobody can ever replicate your re-
search?

Cratylus, a Greek philosopher, once said that "You cannot step
twice Into the same river'". The water will be different water the
second time.

(longer pause) Then no research dealing with humans can ever be
replicated! How can you trust any research in social or behavioral
sciences?

It’s always up to the reader to judge whether the results are
trustworthy or not. All I can do is to present what | have done in
the research as truthfully and transparent as I can...
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11 PERSPECTIVES AND METHODS

This chapter presents the viewpoint of the researcher in order to explain some of the
choices made on methodologies and methods.

11.1 The views of a researcher

When I now return to the world of theatre, but as a researcher, I must formulate what
I already know about the similarities between theatre production and system devel-
opment in a scientifically acceptable manner.

My standpoint is that theatre production is an information system development
process. This viewpoint is based in part on the education I have for the professions of
drama pedagogue and system developer, but mainly on my practical experiences
from theatre productions and system development. These in turn affect the ontologi-
cal and epistemological views on my research.

Qualitative research is often performed in accordance with one of three underlying
epistemologies; positivist, critical and interpretative. However while these three re-
search epistemologies are philosophically distinct (as ideal types), in the practice of
social research, these distinctions are not always so clear cut. (Lee, 1989; Orlikowski
& Baroudi, 1991)

In my experience from the processes of both theatre and system development, the
“developers” in both fields have their own personal views of what the processes are
really comprised of, and have different views on how they should be executed. A
social constructivist view could influence part of the research, but there is an “engi-
neering” view in both fields that tries to mechanize the process as if no humans were
involved, and hence a form of positivism. However, Orlikowski and Baroudi (1991)
claim that the positivist research approach is not complex enough to reflect all of the
inherent complexity, ambiguity, and instability of organizational systems. I agree
with Klein and Myers (1999) that the interpretive research can help information sys-
tem researchers to understand human thought and action in organizational contexts.

Although I agree with the critical epistemological concept that social reality is his-
torically constituted and that it is produced and reproduced by people, and although
some of the restrictive conditions of the status quo will be brought to light, the objec-
tive of this dissertation is not to be social critique (Myers, 1997).

As my research is based partly on my personal experiences and that of other practi-
tioners is based to a large extent on their experiences, a pragmatic approach could be
seen as a possible alternative view. Some pragmatists claim that there is no authority
to which we can appeal outside of our own experience. In the absence of any uncon-
troversial higher ideal, we are faced with the necessity of constructing our own
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norms and institutions. As the pragmatic view gives the result of an investigation of
a subject matter the properties of fitness and efficacy rather than the properties of
truth-falsity, there has been the misconception that pragmatism is simply another
version of constructivism. Pragmatism does not deny the concept of truth, but as
pragmatism accepts a naturalistic reality, its definitions of knowledge and truth are
not exactly similar to those of social constructivism. (MacGilvray, 1999; McCarthy &
Sears, 2000)

Table 5. Ontological and epistemological views on social constructivism and pragmatism.

Ontology Epistemology

Social con- | The world exists only as a social con- Understanding phenomena through the

structivism | struction, in “social agreements” on meanings that people assign to them
what’s “true”. (Myers, 1997; Orlikowski | (Orlikowski & Baroudi, 1991; Walsham,
& Baroudi, 1991) 1993)

Pragmatism | The pragmatic perspective is one that is | Those things are true which are verified

ontologically realist; the world exists as
a reality, but during the course of hu-
man thinking one ontologically real
situation is changed into another. Those
positions render meaningless the ques-
tion of whether objects have an exis-
tence independent of the mind.
(MacGilvray, 1999; McCarthy & Sears,
2000)

through experience. A proposition may be
said to be verified if it serves as a useful
guide to future conduct. Pragmatic ap-
proaches take a stance against absolutist
foundational epistemology, and do not
make a distinction between the theoreti-
cal and observational aspects of science.
(Boylan & O'Gorman, 2003; Creath, 1998;
MacGilvray, 1999)

Though the ontological and epistemological views in this respect are somewhat dif-
ferent from each other, it is still to some degree possible to combine the perspectives.

The ontological assumption in this dissertation is that the social world (social rela-
tions, organizations) is not given. The social world is rather produced and reinforced
by humans through their action and interaction. Organizations, groups, social sys-
tems do not exist apart from humans. I look upon the development process as a hu-
man construction, built upon experience from a practitioner’s point of view, but as
such constructions, they exist not only in our minds, but as real entities that can be
observed and tested for fitness for their specific purposes.

The epistemological belief applied in this dissertation is that understanding a social
process involves getting inside the world of those generating it, rather than capturing
it through hypothetical deductions and measurements. The epistemological perspec-
tive is then extended to verification of those processes by determining whether or not
the experiences are fit.
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11.2 The research settings

My research traveled between four different settings, as described in figure 10. These
settings are all on a general level, some more general than others.

System development

Manual systems
development

Computer-based
systems
development

Theatre
production

Figure 10. Relations between the settings of my research

The settings of my research are closely connected but are not identical. They are
rather different specializations of a generic concept of system development which
causes systems development for computer-based and manual systems to overlap to a
certain extent. In the case of theatre production, there are elements that up to now
have not been considered part of the system development at all. In my research I
have studied theatre productions to recognize concepts, methods, techniques, etc,
that are possibly lacking in other system development models, but could very well be
generalized into the common base.

11.3 The collection of data

In the Prologue I argue that a theatre performance is an information system, al-
though this is not really necessary for my research. The important task is not to argue
for theatre production as a system development process, but to present a picture of
the theatre production process and to determine how in that way, I can contribute to
the theories of system development.

My research is focused on information systems based on human action and interac-
tion. Interpretive research is the best choice as it can help information system re-
searchers understand human thought and action in social and organizational con-
texts. It has the potential to produce deep insights into information systems phenom-
ena including the management of information systems and information systems de-
velopment. Interpretive research focuses on the complexity of human sense making
as a situation emerges and it attempts to understand phenomena through the mean-
ing that people assign to them. Interpretive methods of research in information sys-
tems are aimed at producing an understanding of the context of the information sys-
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tem, and the process whereby the information system influences and is influenced by
the context. (Klein & Myers, 1999)

I could make use of the theatre as metaphor to simplify the comparison between the
settings, but that would be a road too easy to take, since I am interested in studying
the theatre production process in practice to acquire new knowledge. Apart from
that, the theatre as metaphor has already been used extensively (Laurel, 1993).

A purely deductive approach can only “map” the terms of ordinary system devel-
opment onto the theatre production, to determine if it is possible and if doing so
would provide benefits. I already know it to be possible and this approach would
have narrowed my research to what was already known in the system development
area, and therefore contribute little.

Since its purpose is not to contribute to the models of theatre directing or theatre
production in themselves, my research must be more inductive than deductive, to
determine which elements in the practice of theatre production I can translate or
transform into useful knowledge for use in system development theories.

The key to this approach is to study the differences between the processes. To do this
in a manner that can contribute to information system development theories, I need
methods suitable for inductive research.

An inductive approach can in itself use several techniques for collecting data for this
purpose. Of those I first used two:

e Interviews with practitioners in theatre production on different levels, such as
playwrights, directors, play actors.

e Literature studies, descriptions of the processes of theatre production, includ-
ing notebooks and other works from practitioners.

It can be argued that my research cannot be truly inductive as I have foreknowledge
of the theatre, but I was required to transfer this knowledge from the discipline of the
theatre to the discipline of information systems. In that sense, my research is still in-
ductive from the point of view of information system research. Being already familiar
with most of the concepts my own experience has been of benefit in the study and
analysis of the material collected. Even though they were familiar to me, the concepts
can still be considered new in the context of information systems research.

I had to compare the new concepts I recognized with what was already known and
practiced in information systems development and research. As with all inductive
research, there is always the possibility that I would find no really new knowledge. I
could not rely on the inductive method alone, but had regularly to shift perspective
and study the material from the view point of traditional system development and
then made use of yet another source.

e Literature studies; previous research on information system development.
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In part the latter has been a deductive approach as it broadened my basic theoretical
framework from the information systems perspective, but it has also been part of the
abductivity, as I explicitly searched for references to or similarities to the new con-
cepts I found.

11.3.1 Interviews

The empirical study of theatre productions consists mainly of interviews of play-
wrights, directors, actors and other key figures in professional theatre, mainly insti-
tutional and publicly financed (appendix 1). To capture the differenices between the
processes of theatre production respectively information systems development with-
out affecting the respondents too much with my own foreknowledge, I had to con-
struct a method that went more into the respondent’s “patterns of thought”, rather
than with a set of prepared questions.

My first interviews were inspired by the repertory grid method. Since the repertory
grid method is constructed to compare similar elements (e.g. companies in the same
business area), with the purpose of evolving the single element (e.g. the one com-
pany), it could not be used directly. What suggested the possibility in the repertory
grid method was its being built on “personal constructs”, that is the “patterns of
thought” of individuals. To capture those in a research situation, as much of the re-
searchers foreknowledge as possible must be eliminated in the interview situation.
(Fransella & Bannister, 1977; Kelly, 1969; Stewart, Stewart, & Fonda, 1981)

One disadvantage of the repertory grid method is that it is primarily a quantitative
method, although repertory grid analysis associated with personal construct theory
has sometimes been treated as qualitative. Hunter (1998) is an example of this opin-
ion and says that repertory grids generate a vast amount of richly qualitative data,
grounded within the context of the current business environment in a relatively un-
biased manner. He continues to argue that this technique can be used to investigate
new ground or theory generation with the grounded theory approach.

The rationale for this conception is probably that it is focused on understanding the
reasoning or cognitive organization of single individuals rather than working exclu-
sively from population statistics. However, as it originally involved quantitative
manipulation of elicited responses from participants I have not dealt with the pure
repertory grid technique but have used it as an inspiration for the “objectiveness” in
the interview situation and as a means to generate richly qualitative data.

Since the research object was the theatre production, I used the following as “ele-
ments in the grid”, the respondents being asked to elaborate upon advantages and
disadvantages in comparing their current situation with:

e Other theatres (as organizations)
e Other theatre productions and performances

e Other types of art forms, to convey a “sententia” or “information”.
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e Other forms of communication, to convey a “sententia” or “information”.

This preliminary “template” was sufficient to capture factors (from their personal
constructs) without influencing the respondents too much in the introductory stage
of the interviews. From these factors I then drew the specific concepts, in terms of
specifications or specializations, of the elements of the generic model of system de-
velopment processes.

It can be argued that this approach differs little from semi-structured interviews, but
since the repertory grid was constructed to capture personal constructs instead of the
respondents’ views on my own constructs, I found that I came closer to open-ended
interviews suited to an inductive approach. The respondents told me what was im-
portant, without my guidance, but still focusing on the structures of the theatre as a
development organization and the processes of the production.

I also prepared a second “template” for the interviews, using general concepts from
system development models, as when using the first template, aimed at catching the
constructs and concepts more explicitly if they did not emerge spontaneously. This
template expanded as I added the concepts emerging from each interview but it was
only used as a reserve at the end of each.

As the material was analyzed through constant comparison inspired by the
grounded theory, this second template had, at “half-time”, become the first proto-
type of a development model for the theatre production. After the tenth interview, I
concluded the interviews with a walk-through of the model to get the respondents
impressions. I presented it with questions in terms of what was wrong with the
model, or what they did differently, so the focus was still on what was missing in the
model, rather than on its confirmation. During the last interviews, divergent opin-
ions and comments from the respondents became more and more sparse.

The respondents were selected for convenience, persons at the theatres closest to
home, but also persons at theatres at the locations of the many research courses in
which I participated as one of the doctoral students within the Swedish national re-
search school of management and information technology. If there was an institu-
tional theatre at that location, I simply asked if any of the staff was available to be a
respondent for my interviews. I made a total fourteen interviews, all recorded, with
respondents from all the essential categories of theatre professionals. Most had ex-
perience from several different theatre occupations and therefore had the perspective
of both the executive and various other theatrical functions.

11.3.2 Literature studies

One difficulty in researching the literature in this field is that theatre research lies on
the border of what can be considered “scientific”. Research in the disciplines of per-
forming arts is rather focused on a practitioner’s view than on scientific generaliza-
tions. The object of theatre studies is the theatrical experience, considered both from
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the point of view of its producers (author, actor, director, art designer, etc.) and of its
receptors (spectators, society, theoreticians). (Pavis, 2001)

“Theatre Research International”, the journal published for the “International Fed-
eration for Theatre Research” is one example of this approach, the articles published
dealing with “theatre practices in their social, cultural, and historical contexts, their
relationship to other media of representation, and to other fields of inquiry”. The
journal seeks to “reflect the evolving diversity of critical idioms prevalent in the
scholarship of differing world contexts”. (Cambridge University Press, 2003)

Theatre research as an academic discipline of its own has never had any clear bor-
ders, and its relationship to other disciplines has been the focus of constant conflict
and negotiation. In an attempt to compete with literature departments for the study
of dramatic texts, theatre departments have put more emphasis upon the staging his-
tory and historical context of dramatic texts. More recently such emerging fields as
performance studies and cultural studies have sought to go beyond such traditional
disciplinary boundaries. The resistance from existing academic and publishing struc-
tures is a hindrance to the breaking down of these traditional boundaries. (Carlson,
2001)

This is another argument favoring the use of the inductive approach in my research.
There is much written on the subject, but those texts must be considered as “data” in
the same sense as the results of my interviews. In that sense, a study of the literature
can be even more fruitful than ordinary research reviews, since I can utilize an induc-
tive approach directly on the “research” on theatre productions, as well as in pub-
lished notebooks and diaries from productions performed.

Production notebooks can illuminate the overall process as well as its subprocesses.
It does not matter whether the resultant staging received critical approbation, as I am
interested in the evolution of the project, particularly discussions about the obstacles
encountered, temporary detours and choices made. (Bly, 1996)

The results from both interviews and the above mentioned literature studies must be
scrutinized from the point of view of information system development, and I must
therefore still perform traditional studies of that subject, to ensure that what I per-
ceived as “new” concepts were really new in information systems research.
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12 THE RESEARCH PROCESS

This chapter presents my search for a research model suitable for the discipline of Infor-
mation Systems and explains how | finally made my own

12.1 Research models in information systems

Research in “informatics” or “information systems” has advanced from the pure en-
gineering objects of the 50’s, when the focus was on the development of software for
computers. Modern IS research is now a part of the social sciences with not only
technological aspects. The “systems border”, including the users, the organization of
the enterprise for which the systems were developed, and today even the “organiza-
tion users” (customers and other businesses - B2B) has expanded further and further
away from the technology itself, During this process several process models were
developed, each to come to terms with deficiencies in the previous, from the original
life cycle model, through the waterfall and the spiral model to the iterative models of
today. (Benington, 1956; Boehm, 1988; Kruchten, 2000, 2002; Royce, 1970; Stapleton,
1997, 2003)

Among these models the focus has still been on finally developing software, but
steps and activities have been added before and in parallel with the software devel-
opment activities, such as “business modeling” and others, to be able to produce in-
formation systems more suitable for the specific enterprise. (Kruchten, 2000, 2002;
Martin, 1991; Peters & Tripp, 1978)

The technologies that in some respect are the foundation of our field are subject to
rapid and continuous change, which is one of the main reasons why new develop-
ment models based on a “Rapid Development” approach have emerged. During the
development of an information system the actual needs have changed from the initial
requirements because the context of the organization and the technological environ-
ment have changed (Martin, 1991). If that is the case for our research object, the same
problem develops for the researcher, with a continuously changing context and set-
ting for our research, we must develop research methods that can cope with new and
changing conditions.

Ackoff (1981) says that the more the rate of change increases, the faster the problems
that face us change and the shorter is the life of the solutions we find to them. By the
time we find solutions to many of the problems that face us, the problems have
changed so that our solutions to them are no longer relevant or effective. On a similar
note Martin (1991) defines quality of system development as “meeting the true busi-
ness (or user) requirements as effectively as possible at the time the system comes into
operation” [my italics]. Although his arguments concerned actual system develop-
ment, we can transfer his arguments to the field of research. Instead of trying to find
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a theory based on “a clear research focus” (Eisenhardt, 1991), we could try to find
theory in the material we research. Humphrey (1990) even goes beyond Martin by
saying that the customer generally does not know what is needed and neither does
anyone else, and therefore the initial requirements are often wrong and will change.

Nor do we know what the outcome of our research process will be. If we knew the
answers beforehand, there really would be no need for research. Novel and inspiring
results can only come out of truly unbiased research. Hence, just as the practitioners
baseline the requirements at a high level, the researcher can baseline the purpose of
the research and the research questions at a high level.

One question that the researcher has to answer is if the results of the research should
have immediate practical use (relevance) or be only for the academic community
(rigor). This debate has been in progress for decades, and addresses the discussion of
the boundaries of science and where science and practice meet in different arenas.
(Engwall, 1992; Gieryn, 1999; Nowotny, Scott, & Gibbons, 2001; Whitley, 2000)

Some researchers argue that research can performed with both rigor and relevance,
with research models based on applied theory, evaluation research or policy re-
search, while others suggest that researchers and practitioners simply approach each
other in organized arenas. One problem of mixing theory and practice in our field is
that it can blur the difference between what is “theory” and what is simply
“method”. Since “applied theory” in itself is mostly normative and prescriptive, the
borders between “theoretical models” and “methods for practitioners” are somewhat
blurred in IS research. (Mathiassen, 2002; Robey & Markus, 1998; Senn, 1998; Walls,
Widmeyer, & El Sawy, 1992)

System development process models have developed from sequential to many vari-
ants of iterative and incremental processes. It is somewhat contradictory that in the
field of information systems we have created such a diversity of methods uniquely
designed for information systems development, but have created few unique meth-
ods for actually performing the actual research.

Research in information systems has been forced to become more dynamic and flexi-
ble, but the flexibility has not, to any larger extent been required from within the
field but rather has been borrowed from our sister disciplines in social sciences. In
many cases it has came under the disguise of “interdisciplinary” or “multidiscipli-
nary” studies (Knights & Wilmott, 1997).

The flexibility in modern system development models has emerged through an in-
teraction between theoretical findings and the evaluation of practical implementa-
tions of those theories. Rules and guidelines such as “best practices” are produced as
the result of these iterations (Lehman & Ramil, 2003).

As the rules and guidelines are produced as the result of the interaction between
theoretical findings and the evaluation of practical implementations, they become
both guidelines for practitioners and theoretical models for our research. Hence, their
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testing should be possible on the research process itself. Some of these rules and
guidelines are better known as “best practices” for system development. If these
“best practices” have emerged to meet the needs of the constantly changing context
for practitioners, they could very well be suited to the research process for the same
area as well.

“Best practices” can be defined simply as the “best” way to perform some activity
(O'Leary & Selfridge, 2000), while Morell and Stewart (1996) argued that “best prac-
tices” should have specific characteristics. They were arguing from a practitioner’s
point of view, and only in the field of Software Development, but we can easily
translate the concept of best practices to the field of scientific research; best practices
should be seen in terms of a comprehensive well-managed process, with appropriate
measures to ensure continuous progress. Within the process, specific tools and meth-
odologies are needed; an array of “micro-level” best practices must be inserted to
assure quality for specific activities. The fundamental purpose of the effort is to sup-
port the development of a result that has practical relevance.

A starting point for a “best practice” approach to the research process could be from
experience from the field itself, such as the system development process, just as it has
historically been one of the main focal points for information systems research. My
own research process has been much influenced by the practitioners’ approach of
iterative and incremental models, with many time-boxed activities. (Hull, Taylor,
Hanna, & Millar, 2002; Kruchten, 2000, 2002; Rational Software Corporation, 2003)

12.2 An iterative and incremental approach

Some research methods are indeed of an iterative nature with a continuous change of
perspective from holistic to atomistic; changing from inductive to deductive ap-
proaches. One example is the grounded theory that through an iterative approach
creates a continuously growing package of concepts and constructs. Hermeneutics is
another common research approach with an iterative element. One of the main
themes of hermeneutics is that the meaning of a part can only can be understood in
connection with the whole and that the meaning of the whole only can be under-
stood through the parts. This circular reasoning is dissolved by making it a spiral;
one begins at some part and connects it tentatively to the whole, which sheds new
light on the problem at hand, returns to the studied part, etc, at which a deeper un-
derstanding emerges. (Alvesson & Skoldberg, 2002; Glaser, 1992; Glaser & Strauss,
1967; Strauss & Corbin, 1990; Odman, 1979)

In the Rational Unified Process, each iteration is a “complete lifecycle” of its own,
each iteration resulting in some visible artifact (Kruchten, 2002; Rational Software
Corporation, 2003). Translated to the research process, this would mean that each
iteration would result in some visible part of the research artifact (e.g. a new theoreti-
cal model) for the overall process.
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Many iterative process models stress the need for “time boxing” which guarantees
that the process shows visible results after each iteration, and that an iteration can’t
extend forever. The time boxing principle for iterative software development is that
each iteration is performed in a time box of fixed duration, and the functionality to be
built is adjusted to fit the time box. It also has the advantage that during the shorter
time span, it is unlikely that the world would have changed sufficiently to make the
requirements for the specific iteration irrelevant, a problem that has plagued tradi-
tional software development. (DSDM Consortium, 2002; Jalote, Palit, Kurien, &
Peethamber, 2004; Rendell & Cowdale, 1999; Stapleton, 1997, 2003; Teasley, Covi,
Krishnan, & Olson, 2000)

For system development there are several frameworks that can and should be explic-
itly configured for a specific development project such as RUP, DSDM and OPEN
(DSDM Consortium, 2002; Firesmith & Henderson-Sellers, 2002; Kruchten, 2002; Ra-
tional Software Corporation, 2003; Stapleton, 2003). For the research process there are
also frameworks that could function as an overall process model, e.g. Eisenhardt’s
(1989) roadmap for building theories from case study research. Her framework can
work to some extent, with methods other than just case studies. Lewis” and Grimes’
(1999) maps over the theory-building process of traditional induction compared to
meta-triangulation can be another starting point for a suitable framework for a spe-
cific process.

Overall time box for the research project

Time box Time box Time box Time box Time box Time box
~ ~ - ~ ~ Final
ArtlfactJ ArtlfactJ ArtlfactJ ArtlfactJ ArtlfactJ results

Figure 11. The overall time box for the research project consists
of several time boxes for each distinguishable artifact

Research within information systems is mainly focused on applied theory and to a
great extent on explicit models. Dubin (1983) sets forth some guidelines for the con-
struction of such theoretical models. The features he outlines are:

units: things or variables for the subject matter of intention

e laws of interaction among the units of the model

e boundaries: the limits of the setting or context for which the model is applied
e system states: in which the units interact differently

e propositions: conclusions that represent logical and true deductions of the
model in operation
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e an empirical indicator: each term in each proposition is converted to real world
entities

e hypothesis: appropriate empirical indicators are substituted in the proposi-
tional statement, to make the theory testable.

Each of the features in Dubin’s model can be the presumptive target for a single time
box in the research, though in most cases more than one element of Dubin’s model
should be combined to make an adequate increment.

Defining a unit of analysis can be considered one of the most important choices in the
development of a research design. The unit selected will be the main analytical level
for the case or phenomenon being studied. At the same time, a single study may
have more than one unit of analysis. A common design involves the “embedding” of
units within one another. (Yin, 1989)

Choose Conduct
methodology study
Analyze Analyze
setting for result
research Deploy result into

Select unit of analysis - the overall
operationalized research
research question

Figure 12. A single time box/iteration

One important aspect to consider is the role “theory” plays in the research process.
The investigator should define carefully specific theoretical propositions related to
the topic of study. The simplest ingredient of a theory might be a single statement, as
will a single statement to represent a possible rival theory (Markus, 1983; Yin, 1989).
As such, a theory itself can be one possible “unit of analysis”.

Sutton and Staw (1995) argue that references, data, variables, diagrams and hypothe-
ses are not theory, and try to explain how each of these five elements can be confused
with theory and how to avoid such confusion. This could be seen as an argument for
not “modularizing” the research efforts too much, but both Weick (1995) and Di-
Maggio (1995) claim that there is a value even in non-complete theories, since they
can make a starting point for the researcher to go further on a tentative subject.

If we follow the principle that each iteration should be a full lifecycle in itself (figure
12), then each iteration should have its own complete research design, which is based
on the unit of analysis for the iteration in question (Markus, 1989; Yin, 1989).

74



12.3 Analysis

From the specifications and specializations of the general concepts that emerged
from the interviews I iteratively and incrementally created a model comparable to
those for system development processes. From that I have extracted those fac-
tors/concepts that have no exact counterpart in existing models, and analyzed each
of them to see if and how they can fit into “ordinary” system development models as
possible “additions” to those. This has been an iterative process, in which the foun-
dation of concepts grew larger after each performed interview. Each interview began
as an open interview. Towards the end of the latter interviews I elaborated on the
concepts from previous iterations, and finally made a walk-through with the respon-
dents through the emerging models.

L next interview
Open interview
new
concepts
v
—> Elaboration on Literature
) concepts research
axial | | o oo
coding :
I l
1
1
s Elaboration on
— the models

Figure 13. The iterations in the empirical study

Since there are few theories describing theatre production as the system development
process it is, grounded theory is one approach that has influenced my research. The
idea is that the first data collected is analyzed inductively, the results constituting the
deductive base for the next selection and collection of data, which in turn is analyzed
inductively, etc. Through the process the analysis consists of constant comparison,
which builds on the idea of continuously comparing data from different sources, to
determine what is important and essential in the material collected. The theory will
then be generated or grow from data, being “grounded” in data at the same time.
(Glaser & Strauss, 1967)

What can be considered as grounded theory is a matter of opinion, but in general it is
considered to be a quantitative method. While Glaser (1992) argues that the re-
searcher must begin his research from scratch, Strauss and Corbin (1990) acknowl-
edge that the researcher cannot disregard his foreknowledge.
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Though not quantitative, my approach to analysis is close to Strauss’ version of
grounded theory as it gives me the opportunity to use the general concepts of system
development as well as my foreknowledge of theatre as a reference framework and
“coding paradigm” in the analysis of gathered material. At the heart of grounded
theory analysis is the coding process which consists of three types; open, axial, and
selective coding. (Strauss & Corbin, 1990)

e open coding; the process of breaking down, examining, comparing, conceptu-
alizing and categorizing data,

e axial coding; a set of procedures whereby data are reassembled in new ways
after open coding, by making connections between categories,

e selective coding; the process of selecting the core categories, systematically re-
lating each to other categories, validating those relationships, and filling in
categories that need further refinements and development.

Similar approaches to the coding approach in grounded theory have been used in
qualitative analyses, e.g. to categorize concepts with the intention to capture the
“meaning” of the concepts based on the respondents “living experience”. To that
end, the pragmatic perspective has supplemented this coding approach as the coding
paradigms have grown out of the perspective of the practitioners” experiences. (Miles
& Huberman, 1994; Van Manen, 1990)

It is important to realize that I did not use a pure grounded theory technique, since I
remain influenced by what I already know and my own personal constructs. Nor
was the pure grounded theory technique fully appropriate in the part of my investi-
gation in which I compared the models for differences. However, in the early stages,
where my aim was to find and discover the elements of system development in the
process of theatre production, the approach I used was basically borrowed from the
grounded theory.

In my work, the “coding paradigm” was the generic system development structure,
with its elements and their relations.

e In the “open coding” the purpose was to identify and classify concepts of theatre
production and their relations to clarify and describe the conditions and context
of the process.

e The “axial coding” focused on the relation of cause-consequence between the
elements, to create models of the processes of theatre production.

e In the “selective coding” the emerged elements and relations were elaborated in
relation to the general concepts of system development, as the latter in a sense
was the coding paradigm given beforehand, to see to what extent the concepts
and relations correspond to similar elements in existing system development
models

Though it thus coincides with the pragmatic epistemology, I have not seen the
grounded theory technique as conflicting with social constructivism. Even with a
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pragmatic and social constructivist approach there is a definite need for interpreta-
tion of the material gathered, as the experiences and constructs can never be medi-
ated fully from one person to another. Language as the intermediary of information
and exchange of thought suffers from the disadvantage that words and expressions
have different meanings in different contexts. This means that in every text there is
important information to be read “between the lines”. This in turn, means that the
interpretation of the text depends on associations that are not expressed. In that re-
spect hopefully my own experiences have been useful in my making correct interpre-
tations of the material gathered. (Egidius, 1986)

Logical analysis in qualitative research is often considered to be bound by context,
but through the generalization of the setting in my research I consider these bounda-
ries not to be confined to the context of theatre, but rather to the context of system
development. In the logical analysis emphasis was on discovering concepts, behav-
ior, events, etc, in the meaning of them for the respondents, which correspond to the
social constructivist ontology. (Miles & Huberman, 1994)

From the analysis of the empirical material I have created a “type model” for theatre
productions. The empirical material consisted of:

1. interviews of playwrights, directors, actors and other key figures from profes-
sional theatres;

2. production notebooks and similar publications from practitioners’ experiences,
such as directors, dramaturges and producers.

The first interviews gave a first overview of the concepts used in theatre productions.
These were further explored through the studies of the literature, and incorporated
in the open coding phase. In the axial coding, concepts and relations from literature
on system development were used and integrated into a prototype model, which in
turn was discussed in further interviews, to see if it was consistent with the practitio-
ners’ experiences, and if some concepts were missed.

This iterative approach continued into the selective coding phase, the interviews and
turther literature studies becoming more of a confirmation phase for the type model
for the processes of theatre production. In the final analysis, the concepts were scru-
tinized from a system development point of view.

N N

Interviews Concepts Literature
studies

N NS

Figure 14. Iterative conceptualization
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12.4 The second phase: studying a folk high school

To determine the degree to which the theatre concepts could be generalized, another
study was made in a type of organization different from theatre productions; The
Labor Movement’'s Folk High School in Gothenburg (AFiG - Arbetarrorelsens
Folkhogskola i Goteborg).

As much of the concepts and models in theatre are built upon relations and interac-
tion between several individuals, I wanted to study a context with considerable hu-
man to human interaction. The organization should be neither too small nor too
large. An organization too small would result in too few possible relationships
within the organization, which I considered a disadvantage from the perspective of
possible analysis and generalizations. In an organization too large, my work could
not be done expeditiously and the spectrum of relations would be too complex to
overview, as I intended to investigate all types of relations.

As the area of research is relatively new and can be considered somewhat “specific”,
I needed contact with an organization with an “open mind” and hopefully an interest
in this kind of research questions. It could be prejudicial on my part, but from that
point of view, I eliminated all organizations producing goods, and narrowed my
search to the service sector.

An aspect of my research was the relation between the concepts of data, information
and knowledge, and from that perspective I found it interesting to focus my search
for research objects among knowledge-intensive organizations, particularly schools.
As also the relation between staff and students could be investigated, I further nar-
rowed my search to schools with adult pupils.

Considering the size and type of enterprise in mind, I began to ask around in my vi-
cinity among different possible objects, until I finally had a positive response from a
folk high school in Gothenburg, with 25 employees and 200 students.

There are several intriguing similarities between theatre companies and educational
institutions which made it especially interesting to select a folk high school; they both
contain temporary subsystems; (theatre productions and courses), they both are based
on frequent human to human interaction (collation, rehearsals, performances, lessons,
meetings), and they are both creative and social contexts.

It could be argued that I had a similar institution closer at hand, the School of Busi-
ness at Malardalen University, but that would have been too close. Even though
there’s no such thing as perfect objectivity, I saw it as easier to hold myself inde-
pendent with AFiG as the research object.
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12.5 The research process at the folk high school

Though the study included all formal participants in the process, principals, execu-
tive board, headmaster, teachers, pupils and administrative staff, this study will only
discuss two; the teacher and his interaction with pupils, and the teacher’s interaction
with colleagues. The study was made with ca 500 hours of observations followed by
formal interviews with the teachers, some of the members of the executive board and
a sample of the pupils (Abelli, 2006a, 2006b).

I spent most of my time for a semester in the premises of AFiG, and became almost
considered a part of the school itself. After that I made occasional visits to make ad-
ditional observations and interviews.

All of the staff of AFiG during my period of research have given input to my re-
search in one way or another (appendix 2). In many cases they have only participated
through informal conversations, e.g. in the staff office or on lunch breaks, but the
formal interviews are listed in the table with dates. Most of the teachers have also
participated by permitting me to make observations during their lectures, but most
of all in staff and team meetings. Apart from the staff I also interviewed with some of
the members of the executive board and a sample of the pupils.

12.5.1 Observations

I attended as many formal meetings and lectures as possible, but spent also much
time in the staff room during coffee breaks. It was not possible to use a video re-
corder but have relied on my notes. As assistance in making notes, I had the models
and concepts from the first study, during which I made notes directly. For this sim-
plified test of a possible analysis I thought this was sufficient, even though a more
complete recording of events, etc, could have revealed even more.

12.5.2 Interviews

I made the interviews at AFiG in much the same way as I made the interviews for the
first study, using the concepts from the first study as mapping concepts and the thea-
tre models as conceptual templates for the interviews as well as taking notes during
the observations.

12.5.3 Conceptual analysis

The analysis of the folk high school was a straight-forward logical analysis, more like
the use of a normative development model, comparing the various situations in the
folk high school with the theatre concepts, in order to see if these could give a further
explanation of what happened in those situations.
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12.6 Putting it all together

In parallel with and after the study at the folk high school, I continued the analysis of
the concepts from theatre productions. As the similarities between theatre and folk
high schools became even more apparent, other patterns emerged than had before
entering the second study, which made it necessary for me to recategorize the con-
cepts, finally ending up with three key categories, that “made it all connect”. In table
6 the concepts that after the second study were moved or removed are struck
through, while those that emerged are in italics.

Table 6. Categorization and recategorization.

Key concepts | Categorization before the second study Final categorization

Premise Premise and conflict Contextual elements
Conflict
Conception

Context Context and environment
Connection
Environment

Role Characters, their functions and traits Interacting people
Identity

Character
Individual

Collation Collation and rehearsals
Rehearsals

Performances | Performances and their conception

Conception

Manuscript The manuscript, deconstruction and recon- Narrative and dramaturgical ele-
Deconstruction | struction ments
Reconstruction

Story Story, plot and dramaturgy
Plot
Dramaturgy

Some of the concepts were reconsidered in different ways, e.g. as conflict in theatre is
a direct reflection of the premise, I have toned down that concept as a separate entity,
and instead seen it as included in the concept of premise. Context turned out rather to
be seen as a category as inherent in the two concepts of premise and environment,
while the connection between and within those two emerged as a separate concept.
Previously I connected conception to the performances, but later I regarded it as con-
nected more closely to the premise, as it defines the intended conception of the play.
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13 GENERALIZABILITY

This chapter gives an overview on how the results of the studies have been generalized.

It is crucial that the researcher identifies the critical evidence, e.g., interviews, docu-
mentation, and observations that will support the major hypotheses of the study in-

cluding potentially contrary evidence that would support rival hypotheses. (Yin,
1989)

Dubin (1983) outlines some critical elements of theory-research linkage:

e A theoretical model is limited only by the imagination of the theorist in what he
may use as elements in building the model, or the laws of interaction or bounda-
ries he chooses to set.

e A theoretical model is not simply a statement of hypothesis; nor is it a catalogue
of units employed and their definitions; nor is it a descriptive statement of a
world of the scientific imagination

e The argument about the adequacy of the theoretical model is always and only an
argument about the logic employed in constructing it

e The argument about the reality of a theoretical model, that is, whether or not it
indeed models the empirical world, is a scientific issue that is resolved by re-
search tests

e A theoretical model is a scientific model if, and only if, its creator is willing to
subject it to an empirical test.

An appropriate developed theory not only facilitates the data-collection phase of the
research, but also reflects the level at which generalization will occur. This latter role
of theory may be characterized as “analytic generalization” which may be contrasted
with another “statistical generalization” for generalizing e.g. case study results inap-
propriately (Yin, 1989). Not just any negative instance is sufficient to disprove a the-
ory, if the instance doesn’t “fit” the theory well. In order to disprove a theory con-
vincingly with a single critical case, the researcher must be able to assert persuasively
that the case is more “like” other cases in which the theory could be tested than it is
“unlike” them (Markus, 1989).

Table 7. Generalizability of a measurement or observation. (Lee & Baskerville, 2003)

Generalizing to empirical
statements

Generalizing to theoretical
statements

Generalizing from empirical
statements

Generalizability of a measure-
ment or observation

Generalizability of a theory
within a setting

Generalizing from theoretical
statements

Generalizability of a theory to
different settings

Generalizability of a variable,
construct or other concept
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In the process of building a theory one important aspect is that of “generalizing”,
that can be more or less problematic depending on which research method is chosen
(Yin, 1989). Lee and Baskerville (2003) have made a significant contribution to the
explanation of what could be generalized from what, in the context of which setting
the research is conducted in (table 7).

“Generalizability of a measurement or observation” is the extent to which a meas-
urement or observation can be transferred to, or said to describe, a phenomenon
other than the one that was actually measured or observed. Perhaps the most well
known form of this is the generalizability of a measurement, obtained through a ran-
dom sample, to the population from which the sample was taken.

“Generalizability of a variable, construct, or other concept” is the extent to which a
concept in a theory can remain the same when it is transferred to a different theory. It
refers to the plausibility of making use of a theory in another setting than it was cre-
ated for, hence creating a “new” theory. Examples of this category are Strauss and
Corbin’s “theoretical sensitivity,” which is the grounded theory researcher’s familiar-
ity with the theory in the existing literature and Eisenhardt’s “a priori constructs”. In
both cases they refer to the generalizing of new theory from existing theoretical con-

cepts. (Eisenhardt, 1989; Lee & Baskerville, 2003; Strauss & Corbin, 1990)

“Generalizability of a theory within a setting” refers to creating a theory from em-
pirical material for the specific setting. This form of generalizability involves no
statements about anything external to the setting examined in the study. (Klein &
Myers, 1999; Lee & Baskerville, 2003)

“Generalizability of a theory to different settings” is the extent to which a theory
can remain valid when transferred to a different setting. A theory that has been con-
firmed through deductive testing in one setting can be generalized to a new setting if
one is willing to make three extra-logical assumptions (Lee & Baskerville, 2003):

e “uniformity of nature”; the closer two events are in time, space, and measured
value on any or all dimensions, the more they tend to follow the same laws,

e “successful identification of relevant variables”; if all the variables that were pre-
sent in the first setting and that were theorized as relevant to the shaping of the
phenomena observed are also present and relevant in the second setting. This also
includes the assumption that any variables not identified are indeed irrelevant,

e “Sufficient similarity in relevant conditions”; if a relevant condition is conceptual-
ized as the particular value taken by a relevant variable, then this assumption
would be that the value of this variable is sufficiently similar in both settings.

In addition to stating these assumptions, a researcher claiming the generalizability of
his or her theory to a different setting should also clearly delineate, first, the values
taken by the theory’s variables in the researched situation and, second, the difference
in these values at the new setting to which the theory is being generalized. A reader
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of the research could then take the responsibility for making his or her own decision
as to whether the theory can be reasonably generalized to the new setting. (Lee &
Baskerville, 2003)

In the first chapter of this section I believe that I have already shown that there exists
“uniformity of nature” as well as “sufficient similarity in relevant conditions”. As
some of the assumptions are made from my personal experience, it can also be said
that a naturalistic generalization has been made, in which I, the researcher, to some
extent have made my tacit knowledge into “explicit knowledge”. (Kvale, 1997; Stake,
1995)

I hope that it has been sufficiently evident that I also have made a “successful identi-
fication of relevant variables”, as another view in qualitative research is that the de-
gree of generalization should be decided by the reader, not the author. This means
that if I as reader can see the similarities and relevance, then the results can be gener-
alized and applied to my organization, project or whatever the study concerns.
(Kvale, 1997)
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Figure 15. Generalizing in my research

Following the scheme of Lee and Baskerville (2003), I have drawn the following gen-
eralization paths for my research (figure 15):

1. Inductive research into the process of theatre production
2. Generalizing the concepts of system development from different settings
3. Elaboration of implications of the findings to different settings
4. Testing of the findings in different settings
The first step conforms to “generalizability within a setting”. The second and third

steps conform to the “generalizability of a variable, construct, or other concept” as
they are generalizations at the theoretical level only.
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The third step can also be considered “generalizability between settings” as I have
discussed the practical implications of implementing certain practices from one set-
ting to another, which was successful in the fourth step, the study at a folk high
school.

As I pointed out earlier, even if these settings are to some extent overlapping, they
can be considered as different settings as some of them are more theoretical and ab-
stract than others. From this perspective it can even be argued that the setting of
“system development” in itself has no level of practice, as the practice only can be
seen in the specific implementations in the other settings.
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14 THE CRITIC’S REVIEW

As there have been many other possible research approaches to choose from, | present
here advantages and disadvantages of those I’ve chosen.

14.1 The empirical material

Though I used a choice of convenience when selecting respondents for my interviews
in the part concerning theatre productions, I believe that the picture outlined in this
dissertation has captured the most significant concepts from theatre production.

The pragmatic approach required me to focus on capturing that which in the proc-
esses has worked in their practical experiences. As the theatre productions are to a
very large degree dependent on individual efforts, their experiences are of course
also their individual impressions or constructs of the situations in the productions.
With the iterative approach, in which each new concept was supplemented with
practitioners’ references to them in the literature, and, in the next iteration were
added to the concepts for the following interviews, I believe that a comprehensive
picture of the process and how the concepts relate to each other has been obtained.

I have seen no need to present a complete picture of all possible process models, only
of certain type models that can be further elaborated in future research. This disserta-
tion is only a starting point in which the models outlined are only tentative in their
nature.

14.2 The perspectives and methodologies

Methods which may seem obvious for my use are observations or in-depth case stud-
ies. I have not used these as I have used a pragmatic approach. I did have some ini-
tial possibilities to explore these at some theatres in my vicinity. The timing of the
theatre productions, however, did not synchronize with my time-schedules and col-
lided with other commitments such as doctoral courses and the scheduled work at
my department. Nevertheless, I believe the interviews and literature studies have
been quite sufficient to provide the necessary material for the preparation of this dis-
sertation.

It can be argued that the pragmatic approach and grounded theory are incompatible
but I make no claim to being either a pure pragmatist or a pure grounded theorist. A
pure pragmatic approach would be insufficient to draw conclusions from other areas
than the actual practitioner’s field of work. A pure grounded theory approach can
only to some degree capture the “true meaning” of the emerging concepts, their con-
nection to the processes, and their usefulness. To that end a pragmatic perspective
has complemented supplemented the grounded theory as parts of the coding para-
digms have grown out of the perspective of the practitioners” experiences.
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14.3 The researcher

It can be argued that my research has been excessively colored by my background as
I could not possibly have disregarded my own knowledge or my own experiences in
my research. In this case I rather argue that it has been more of an advantage than a
disadvantage.

As my experiences from the world of theatre correlate with the experiences of my
respondents, my performance of the analysis has benefited as there has been less risk
of misinterpretations than if a researcher without my experiences had performed this
study. The foremost advantage has been that I could use the terminology within the
tield directly, with less time consumed in familiarization with the basic concepts. The
interviews began on a higher level and were more effective than if I had needed
those explained.

Lee and Baskerville (2003) as well as Kvale (1997) place part of the responsibility for
the validation of research in the hands of the reader, to decide as to whether the the-
ory can be reasonably generalized and applied to an organization, project or what-
ever the study concerns. Even if this is consistent with the arguments in the previous
chapters, that the final interpretation is in the head of the recipient, I have tried to
make the conditions for my own interpretations as visible as possible.

A pragmatic validation of the models has been made through their reiteration with
the later respondents, and as such my research for the dissertation is more than a
mere description of the practice in theatre productions. I have, on the basis of these
descriptions, made some further reflections on what this can mean for system devel-
opment in other settings and in general.

I cannot claim honestly that “anyone” can take the models and concepts as described
in this dissertation, and use them in the described way. I simply don’t know if my
pre-knowledge and experience from real playwriting, directing and acting might
have given me an unconscious advantage in the use of the material. If that should be
the case, the dissertation rather points to another conclusion; that in order to analyze
an enterprise with the “theatre” approach, the developer needs to have practical and
theoretical experience from the theatre. Still, I won’t go that far, as I hope the presen-
tation as such will give sufficient material to at least suggest further research in a
similar manner, regardless of background and foreknowledge.
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ACT 2

THEATRE PRODUCTIONS

Art is the close scrutiny of reality and therefore | put on the stage

only those things that | know happen in our society.

I'm not interested in an imaginary world. I'm interested in the real world.
And in fact, of course, all things that | put on the stage are understatements.

Playwright Edward Bond in interview (Stoll, 1976)

This act presents the study of theatre productions, which has mainly been induc-
tive, inspired by grounded theory. The chapters hence correspond to the open and
axial coding of concepts found foremost in the interviews, but also the literature
on theatre has been viewed as empirical material.

The quotations interwoven in the text have been translated from Swedish to Eng-
lish, and are to be seen merely as examples of responses to enhance certain points
made.
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FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

ABELLI:

Isn’t it a bit farfetched to compare theatre productions
with information system development?

Not at all, as theatre productions are organizations
with the purpose of producing information systems,
the theatre performances.

How can you say that theatre is information?

1 go to the theatre to be entertained...

...as some use other information systems to be entertained. The
usage of an information system isn’t always limited to a single
purpose.

But theatre is an art form...

...and why not consider information system development an art form
as well?

Huh?

You need creative skills to be a systems developer, just as any
painter, actor, etc.

But system development has to be so structured, with phases,
steps, activities...

And so does theatre productions. Let me show you...
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15 THEATRE CONCEPTUALIZATION

This chapter presents the most central concepts, as presented in the interviews.

15.1 Creating categories

Most of the concepts from the literature were mentioned in the interviews at some
point or other, along with synonyms and related concepts. As the interviews were
based on the repertory grid technique, some concepts from the literature were never
mentioned as I didn’t force the respondents to discuss matters other than those that
came to their own minds.

This final categorization of the concepts was not made until the end of the analysis,
as part of the selective coding, but I have chosen to present the concepts in this for-
mat, as it makes an easier connection to the results when “returning” to information
systems development.

Contextual elements - The theatre production deals with contexts at different levels,
environments within the play as well as the external environment, the different time-
space boundaries and all else that constitutes the setting of the play, such as different
psychological, social, political settings. Most importantly, it also includes the most
central concept of them all, the premise, which is the one thing that connects all
things in the play, from the beginning to the end.

The interacting people - This category evolved from the realization that the indi-
viduals in a theatre production must be seen from several perspectives; the organiza-
tional individuals, as managers and staff; the artistic individuals as playwright, di-
rector, actor and spectator; and finally the theatrical constructions in their roles and
characters. The explicit focus on “humans meeting in flesh and blood” in this cate-
gory makes the theatre significantly different from other art forms and development
processes.

Narrative and dramaturgical elements - This category includes the concepts related
to the core of theatre; the staging of a play and the prerequisites for that artistic activ-
ity, all aesthetic elements, the use of signs and symbols and all parts otherwise con-
nected with artistic creativity.

In the theatre, all three categories are closely connected to each other; the contextual
elements make up the conditions for the play, which becomes a frame within which
people act and interact, making use of all their artistic creativity to make the per-
formance a memorable experience for the audience.
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15.2 Contextual elements
The concept of context has a double meaning and can be considered as follows:

e As a preconditional setting, it includes the premise, and thereby guides the con-
nection of events and artifacts to communicate the message,

e As an implementation it also refers to the time-space environment in which the
play is set.

The perhaps most important concept in theatre and drama was said to be the “prem-
ise”, what the play is all about and what it is intended to communicate to the audi-
ence, beyond its pure entertainment value.

The play must have a conscious message to build upon. Those who say that they don’t
have a specific message just don’t know what message they will be telling. (from inter-
view)

Yes, it’s important, but we can’t make it too obvious. We must let the audience think for
themselves, or we just could hand out books or pamphlets. ... It's more of asking the
questions than to give the answers. (from interview)

The double notion of the premise as both the “message” and the “purpose” is shown
clearly in this study, as “premise” has different meanings for different respondents.
To some extent it can be connected to the question of what purpose the theatre itself
should have; as only entertainment, or as something that will “change the world”, or
at least “change the conceptions of the audience”. A common conception among the
respondents is that theatre must have some meaning in the sense of the two latter, as
the plays otherwise would be “uninteresting”.

The premise should be so short and concise that it fits on the back of a matchbox. ...
When we decide to stage a specific play, in most cases I don’t decide on the premise be-
forehand, but let it grow during the rehearsals. In many cases it’s better not to define a
single premise, but to leave the room open for many interpretations. (from interview)

The “conflict” is a reflection of the premise, but not all respondents agreed that it
should be present. During the interviews, I began to suspect that even those who
said that it wasn’t necessary really meant another type of conflict.

The tradition says that there must be a conflict in the play, but I don’t think so. The
play can be on psychological or social issues instead. (from interview)

Even if playwrights build their scripts around a specific premise, they are also aware
that when it leaves their hands, they lose control of what the play will communicate.
In some cases they go so far as to simply leave that part completely to the director.
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I don’t build the play around any premise. I'm only trying to write an interesting story,
as the director anyway makes his own premise on the play. (from interview)

There’s an awareness of the differences in reception of the audience so that you never
can be sure that the intended meaning is communicated.

We can never know the actual outcome of the play, as each spectator has his own back-
ground and his own frames of reference. But we do the best we can to give the right con-
ditions to guide their thoughts into the direction we want. (from interview)

There’s a saying that the author writes one play, the director stages another and the ac-
tors perform a third. And then each spectator still creates his own image of what he has
seen. (from interview)

Although it contradicts the notion of mediating a specific message, some respondents
have the opinion that the message is not really necessary as long as the audience gets
something.

The most important is that the audience get something out of the performance, whether
it’s what we intended or something else; they come to get an experience. ... When we
stage something on a specific issue, we don’t want them to be indifferent; we want to
stir up emotions. It’s better that they feel that it’s a lousy play, with a lousy message,
rather than being indifferent. (from interview)

Just as the purpose and information of any system must be incorporated in the con-
text of the organization concerned, the characters, their motivations and actions are
incorporated in the context of the situation of the play - “the given circumstances”,
the time and space of the story, in some specific environment in which the conflicts
foreshadowed by the premise can be resolved?

Some critics reacted strangely when we put up Macbeth as a fascist dictator, allegoriz-
ing on the neo-Nazism a couple of years ago. (from interview)

Just as individuals can be seen at different levels from different perspectives, the con-
text can be viewed differently. In the theatre, it is also a layered environment, as we
have both the context within the play as well as the environment of the performance,
both of which are significant for the audience’ conception. Some productions even
try to cross the borders between the two with different techniques.

The closer we can get to an illusion of the real world, the more we can touch the emo-
tions of the audience. (from interview)

“The study of context” is an integrated part of the theatre productions development
process, since the actions of the players are differently motivated depending on the
time-space boundaries, characters and plot in the play.
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We have to be careful to not overuse special effects. It can be too much of the red light in
the love scenes. ... One scene was supposed to be in the evening, and the director be-
came furious when the thunder and lightning on that stormy evening began. He actu-
ally wanted a soft and clear summer night instead. (from interview)

The spectator’s conception of the performance of the play including the context and
environment of the performance determines what message they take with them
when they leave the theatre.

You can’t put up Hamlet the same way as in Shakespeare’s time. The audience has other
references today. (from interview)

15.3 The interacting people

That’s what differentiates theatre from most other art forms; the meeting between hu-
mans in flesh and blood. (from interview)

The collation is the first formalized meeting between the director and the cast, but in
most cases all personnel involved in the staging are gathered. It usually begins with a
presentation of the premise, by the director, to the ensemble, often followed by dis-
cussions and explanations of certain elements of the play, especially if the director
has made significant changes from the original manuscript.

The collation can also include a presentation of the work from supporting processes,
such as those working on scenography, costume and light, where the initial ideas for
those visual elements are presented, including the overall staging idea from the di-
rector.

At the collation the director often gives each actor the identity of his character. The
director builds an elaborated identity for each character, which he will use later in
the directing phase to instruct the actors. I have chosen to use the term “identity” as
the concept of “role” is closely associated with the function of the character, without
including the traits of the character. The identity is also neither the character from the
manuscript, as that is only the author’s description of the character, nor the complete
character, as that only can be constructed by the actor with the inner workings, to
give “flesh and blood” to the character. By “identity” I mean the “image” of the
complete character, as the director has constructed and envisaged it from the outside.
The identities are the actors’ keys to the relations of the characters to the premise and
the other characters in the play. As the director must envisage these identities be-
forehand, the collation in most cases doesn’t occur until the director has performed at
least the first iterations of analysis and design.

It’s important to realize that the actors never can play the character I wrote, they can
only play their image of what they think I meant, as they can’t read my mind. (from in-
terview)
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During the collation, questions emerge about the play, the staging and the premise,
and are discussed to create a common starting point for further work. The collation
usually ends with a first joint reading of the play which marks the starting point for
the rehearsals.

During the rehearsals the actors receive their blocking instructions from the director.
The rehearsals are the real implementation of the play. In these situations the director
interacts directly with the actors, using speech and body language as the preferred
means of communication.

It’s not about telling the actors what to do, but to motivate them to figure out for them-
selves what the characters should do. (from interview)

In the first rehearsals the actors and director concentrate on one scene at a time, but
toward the end of the rehearsal period, longer sections of the play are acted and at
the conclusion of the period, the entire play is performed in general rehearsals.

Previously, the analysis and design of the characters were the sole responsibility of
the actors, as they also included the learning of the dialogue, but in modern times,
many professional theatres have extended the rehearsal period to include this. With
this change, the exploration involved in the analysis and design phases has also be-
come more of a collaborative effort.

The actors of today have become lazy. In the old days they learned their lines before they
came to the rehearsals, but nowadays they use the rehearsals to learn the lines. (from in-
terview)

In collaboration with the director, the actor analyzes the script to explore his own
character in the play, to chisel out its visible characteristics and traits as described
there. Some directors already have a clear idea on how they want each character to
be played, others formulate questions at issue and use the rehearsals to explore the
course of events to discover and set the actions. The former type of director “gives
the answers”; the latter “asks the questions”. The director ensures that the actor
doesn’t “fall out of character”, and guides the actors to enhance the communication
of the premise.

The directing is much a question of making the actors believe that they discovered the
characters themselves, though I really have conned them into doing what I wanted them
to do. (from interview)

The actor studies the visible traits of his character as they are described in the text,
deconstructing his part of the dialogue in the script, disassembling the character into
biological, physiological and psychological traits, i.e. creating a background to the
character to discover the motivations of the character’s actions and reactions in any
situation that occurs. The actor then reconstructs the character into the play, mapping
the actual actions and reactions of the script and the emotions and expressions the
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character should show for each section and scene of the play on the basis of the
character’s motivations.

During the first rehearsals, when I'm exploring the character, the lines trigger certain
emotions, which in turn can trigger certain actions. If the play is well-written, these se-
quences follow naturally, and not much analysis has to be made. (from interview)

One actor drew a “concept-line” to explain how these concepts follow sequentially
when constructing a scene:

Script line = Thought = Action

He also drew another concept-line which he referred to as the “Finnish” approach, as
he had the experience that it is more common in Finland than in Sweden:

Action = Thought = Script line

Each of the concept-lines describes different views of the dialectics of human nature,
whether we do things consciously and deliberately or if we “act first, think later”.
Depending on which of these views of a specific scene is applied, the scene will be
structured differently. In the “Finnish” variant the “action” can in itself be delivered
by either the play actor himself or his co-actor.

Among the respondents, the most common approach to directing and acting is asso-
ciated with “realism”, most referring to “method acting” as presented by
Stanislavskij and Strasberg, even if it is seen as very important to maintain the differ-
ence between being the character and the real life actor.

I get upset if my actors can’t see the difference between acting and real life. If the char-
acter is to get horny, it would be a catastrophe if the actor actually got horny. The key is
to make the audience believe he gets horny without actually being it. (from interview)

In the development of a theatre performance, nothing can be truly “routinized”, since
every movement and gesture must be motivated in the context of the “premise” and
“plot” of the play. On the other hand, they must be routinized to some extent, for the
actors to be able to play the same performance some hundred times or more. The
technique described by many respondents is to enter into the character as far as pos-
sible during the rehearsals and analysis of the play, in order to find the right expres-
sions, but then to “mechanize” them, finding the body language that gives an image
of these emotions and expressions, without the need to actually experiencing.

I have seen several actors who have been broken down to mental basket cases, when they
have played a role too many times, and have not been able to distance themselves from
their character. ... There’s a classic dialog between Dustin Hoffman and Laurence Oliv-
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ier, when Hoffman was supposed to play tired and worn, and hence didn’t sleep for three
days. Olivier then asked him “have you ever tried ‘acting’?” (from interview)

Even though the common paradigm among the respondents seems to be the “natu-
ralistic” and “realistic” approaches, they also consider acting with “distance and
irony” as important concepts, although not only always completely separated from
the realistic framework.

We strive to surprise the audience, and a comic affect comes from mixing characteriza-
tions and styles. Imagine an ordinary family sitting at the dinner table, and then there
enters a character as cut directly from Commedia dell’arte, with hunger as the only
driving force. (from interview)

In the theatre productions all participants are “knowledgeable agents”, but there is
also an element of “emotions” and “feelings” that makes some actions not fully ex-
plainable. They just know that “it works” in the particular scene. In some cases, the
“art” takes upper hand over the theatre production. Although every professional
playwright, director or actor has developed techniques for their tasks, there is still
the element of “imaginative creativity” crossing paradigm borders, which explores
new and different ways of expression.

You could think that it’s extraordinary that we’re always on schedule, but it’s really a
matter of a team effort. If we're running late in the rehearsals everybody gives that little
extra that’s needed to get us on track. As long as I have worked with this theatre, for the
last ten years, we have only canceled one premiere. The leading actor had broken a leg
the day before. (from interview)

15.4 Narrative and dramaturgical elements

Even if the theatre performance is foremost an enactment of human actions, it is
based on a text, the manuscript, containing the dialogue and the didascalies, but es-
pecially revealing the structure of the events. A “cleaning” of the manuscript from
didascalies makes the participants free to apply new meanings and possible interpre-
tations.

The first thing to cut out is the author’s stage directions. They are only in the way when
we interpret the play, and chisel out the premise. But every now and then I have stum-
bled upon very well-written plays. One example is when the author had written
“pause” in the stage directions and however I tried; the pause actually had to be there.
(from interview)

In this process, the text is deconstructed; the director separates the manuscript into
acts, scenes and action sections; as well as performing a deconstruction of the charac-
ters and dialogue, in order to reveal the possible interpretations and premises. I have
used the term deconstruction instead of disassembling, as it is a means to get behind
foregone interpretations of the elements. My use of the term deconstruction hence
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includes more than Derrida’s use of the concept. While it still signifies his notion of
getting behind the “obvious” meanings of words and actions in the play, I also in-
clude the “physical” disassembling of the play into its smallest parts, in order to per-
form the deconstruction. (Fortier, 2002)

The disassembling of the manuscript into acts, scenes and action sections has several
purposes, one being to simply structure the manuscript to get a better overview.

Sometimes you wonder at the first reading of a manuscript what the author really
means with some passages. After the division of the manuscript it suddenly becomes
very clear what he meant, and gives a completely new light on what the author’s mes-
sage is. (from interview)

From the basic material obtained, several possible interpretations have emerged and
the director chooses one from these. When these decisions are made a reconstruction
follows from the deconstruction; the director can e.g. decide to exclude scenes or sec-
tions, or reorder them, to emphasize the premise decided for the production.

Especially when we're playing the classics, we have to cut out much of the manuscript. I
don’t know how long the performances were in Shakespeare’s time, but if we put up
Hamlet without any changes in the script it would take at least five hours. (from inter-
view)

From the division the director often creates a fable, a recollection of the totality of
events that will occur in the play.

At the collation it’s important to give the ensemble a quick glance on what it’s all about.
The fable can be one approach to do this before the first reading. (from interview)

Each section can then be further elaborated regarding tempi, emotions and motiva-
tions for each character.

I actually have two collations in one, directly after the first reading together with the
ensemble; 1 walk through the manuscript, telling the actors to number each section.
Then it’s so easy to say which sections we’re working with during the rehearsals. (from
interview)
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16 TYPE MODELS FOR THEATRE PRODUCTIONS

This chapter presents type models of the processes in theatre productions, describing a
possible implementation of the theatre processes.

Modern theatre productions are performed in a sequence of phases in which some
activities are performed iteratively. If we strip down modern theatre productions to
the bare necessities to create a performance, we have extracted “the core processes of
theatre production”. Input is the message or knowledge the producers of theatre
want to pass over to the audience; output is the information and/or experience of
emotions the performance in itself mediates to the audience.

The phases in a theatre production are closely connected to different developer roles,
although these can overlap in practice. This is similar to computer-based systems
development in which one and the same individual can be analyst, designer and pro-
grammer. The core processes of theatre productions maps to the roles defined as
playwright, director, actor and audience. Figure 16 illustrates how these processes
relate to each other.
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| Premise : playwright’s Manuscript
| B process :
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Figure 16. The transformation of the premise to a message for the audience.

The pure text in the manuscript is in most cases the bearer of one or several possible
premises that can be modified through the process at several stages and levels of the
production.

16.1 The playwright’s process

Most theatre productions begin with a ready manuscript and develop a performance
from the text with the addition of visual, audible and other elements. Some ensem-
bles, however, prefer to create the script through improvisations over a specific
theme.
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Writing a manuscript for a stage play can not be described as one standardized proc-
ess, as it is very different from writer to writer. It can still be described as a structured
development process, since most successful plays contain some crucial elements that
will be emphasized in this description (figure 17).

Analysis Design
Premise / : -
Conflict ,| | Environment (time, space) - Roles
Story Characters | |¢ Plot

Implementation -
.| Manuscript
Dialogue Stage directions

Figure 17. The playwright’s process I.

Not all playwrights consider the premise to be as important as the story or plot.

I have several possible starting points where to begin the story, often it’s something I
have heard on the news that upsets me, but it can be something simple as a conversation
I overhear on the bus. (from interview)

In the analysis phase the playwright makes use of his imaginative, creative and nar-
rative ability in determining how the premise should be presented and how the in-
formation is to be coded into interpretative data as dialogue, emotions, expressions,
actions and reactions in formalized scenes. The playwright creates tentative situa-
tions in a specific environment for which he invents characters for the play, these
characters supporting or objecting to the issue in question.

Sometimes the antagonist isn’t a person, but the situation itself, something that the
character can’t do anything about, it just happens, falls upon him. (from interview)

In working with the situations, the playwright creates a story; the chronological se-
quence of actions in the play, i.e. what actually happens. The story is often set in
some specific environment in which the conflicts inherent in the premise can be de-
veloped.

I often imagine an empty room, where I let the characters simply talk to me, telling me
who they are and how they relate to each other. Most of it never makes it to the script,
but lingers in their behavior. ... Then I try to put them into an awkward environment,
something that could trigger unexpected responses from them. (from interview)

In the design phase the playwright works on the plot, determining how the story, the
characters and the conflict are to be presented on the basis of a chosen dramaturgy.
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It’s a bit to easy to get stuck in my own image of the characters, but theatre must have
action. There must be plenty of space in the script for them to move and act, not just sit
and talk, not even when I write for radio theatre. (from interview)

The implementation phase is the actual writing of dialogue and stage directions e.g.
directions for emotions and expressions or placements on stage. In practice this is
done in parallel with the analysis and design phases.

If I'm writing a drama, something supposed to be realistic, I visit some environments
that could be part of the play, and just sit and watch, taking notes and lines from what’s
actually happening (from interview)

All phases are iterated several times as the plot constructed can reveal gaps or incon-
sistencies in the story or within characterizations which must be further worked on.
This, in turn can lead to changes in the dialogue and stage directions. Note that there
is no operations phase in the playwright’'s work, as the manuscript is not set in op-
eration until the actual performances.

The playwright’s work is one of the most individual processes in theatre production,
and will differ significantly, depending on the playwright concerned. The model in
tigure 18 approaches closest to the “scholarly” view on the playwright’'s work (Egri,
1960), but other authors de-emphasizes the character and focus more on the analysis
of the functions, i.e. their roles in the premise. The definition of character then be-
comes a question of design rather than of analysis.

At the other end of the spectrum there are even playwrights who focus only on the
story and characters “as the director anyway makes his own premise on the play”
(figure 18).

Analysis Design
Inspiration R Characters Dialogue .| Manuscript
Story P Plot

Figure 18. The playwright’s process Il.

16.2 The director’s process

The pure text in the manuscript supports several possible premises that can be al-
tered during the process at several stages and on different levels of the production.
The director, often in collaboration with a dramaturge, works up the manuscript to
emphasize certain aspects of the original premise, or to chisel out another premise for
the actual production. The final goal for the director’s process is to direct the actors in
performing a play ready for presentation on the stage.
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Figure 19. The director’s process.

In the analysis phase the director reads the manuscript to get a broad picture of the
play and a first feeling of what alternative interpretations there can be of the play. He
then divides the manuscript into acts, scenes and action sections; as well as making a
deconstruction of characters and dialogue, in order to determine more definitely the
possible interpretations, and chooses one to be the tentative premise for the actual
production.

In the design phase the director reconstructs the play, to see how the sections, scenes
and acts work together e.g. regarding tempi and rhythm, entrances and exits. Al-
though the reconstruction sometimes results in the original plot!!, the director may
change the sequence of sections and scenes to build a plot somewhat different from
that in the original manuscript. From this work he has created a first draft of revised
and more detailed stage directions.

The previous deconstruction may also have revealed possible alternative actions and
reactions for certain characters to further enhance the communication of the premise.
In this work the director builds a modified identity for the characters concerned,
which he will use later in instructing the actors in the directing phase.

The implementation phase begins with the collation, the first formalized meeting be-
tween the director and the cast. It usually begins by the director presenting the prem-
ise to the ensemble and continues with discussions and explanations of certain ele-
ments of the play, especially if the director has made significant changes from the
original manuscript. The collation can also include a presentation of the work from
supporting processes, such as those working on scenography, costume and light,
where the initial ideas for those visual elements are presented. The collation usually

11Tt is most common for revisions of the plot to be made, especially when playing the “clas-
sics”. The plot remains unchanged mostly when a play is being performed for the first time
and will have its world premiere.
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concludes with a first joint reading of the play. The collation meeting is usually held
after the director has performed at least the first iterations of analysis and design.

It then continues with rehearsals, the director interacting directly with the actors
through the explicit directing.

Though it’s really a collaborative effort, as a director I'm responsible for the overall ar-
tistic performance. (from interview)

If flaws in stage directions, characterizations or even the story or plot are revealed in
this process, it will be necessary for the director to make another iteration in order to
analyze and further rewrite the script.

There are of course pure technical aspects of the directing as well, to make the actors
come in and exit in the right directions, to put them in places on the stage where they're
seen and heard, etc. (from interview)

16.3 The actor’s process

The analysis phase for the actor usually begins at the collation, where the director
presents the premise for the production, and gives each actor the identities of their
characters, the keys to their relations with the premise and the other characters in the
play. The manuscript is collectively read and any revisions of the manuscript made by
the director or the dramaturge are noted.
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Figure 20. The actor’s process.

Often, the actor does not see the manuscript before the collation. It has however, be-
come more common in modern times for the actors to receive a copy beforehand, to
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learn something about his character and hence be better prepared. He analyzes the
script to explore his own character in the play, to chisel out the characteristics and
traits as described in the script.

The actor further deconstructs the character into biological, physiological and psycho-
logical traits, thereby creating a background to the character to discover his motiva-
tions. This is part of what is called “giving the character flesh and blood”. Some cen-
tral concepts in the actor’s work with his character are the so-called actor’s “W’s”.

We really use more than the “five W’s” to build our characters. Sometimes you need to
write a complete biography with a complete CV in order to understand his behavior.
What happened in his childhood, what traumas made him become the human he became?
(from interview)

In the design phase the actor reconstructs the character into the play, to map out the
actual actions and reactions, as well as what emotions and expressions the character
should show in each section and scene of the play, based on the character’s motiva-
tions.

One of the most creative parts of the rehearsals is when we sometime improvise on
scenes that really aren’t in the script, like when Othello and Desdemona®? first met.
What was their meeting like? How did they fall in love? How did their love become so
strong? These improvisations give a lot to the characters. (from interview)

In the implementation phase the actor makes use of the traits, motivations, actions
and reactions gathered from previous phases, making the character alive by merging
the actions and dialogue with the blocking directions.

To be an actor is about listening, to interact with the others, rather than to just play
your own part. (from interview)

Although many actors try to comply with the old traditions of “learning their lines
before rehearsals”, some claim that they don’t really “set” until they come into the
actual context of the play, when meeting the other actors.

The hardest part for me is not to learn the lines, though I know several colleagues that
have trouble with that, no, it's to make the lines sound credible. Especially the older
plays, like Shakespeare, Moliere, etc. There is the challenge, to make the words my own.
... When I have come into the character, and the lines sit there, I can concentrate on the
acting, and let the words flow. Like it’s really spontaneous, here and now, for the first
time, every time. (from interview)

During the rehearsals the actor is directed by the director; how to say the lines, sug-
gesting motivations and actions, where to stand and walk on the stage, etc.

12 The main characters in the play Othello by William Shakespeare.

102



16.4 The audience’ process

I have had no direct input from audiences in this study, but several theatrical profes-
sionals have given me their thoughts on the subject, mostly confirming what the lit-
erature says or perhaps even quoting the literature. Several of the theatre companies
have rehearsals open for the public, experiencing this differently.

One problem with inviting the audience to open rehearsals is that our actors become so
nervous; they try to play the performance instead of seeing it as just a rehearsal. Then
they might be stuck in behaviors that should have been eliminated. (from interview)

Even if we could express the audience” process in terms of a development process, it
might be a most illusive one. When we discuss their processes with the other core
roles, they tend not to use the term “development model” in their work, and there-
fore we can expect even less from the audience.

Analysis Design Implementation Operation
Influences > Selection > Realizing L 5 Conception of
lans
Comparisons Planning P the performance

A 4
Message

Figure 21. The audience’ process.

Nevertheless, we could tentatively divide even the audience cognitive work into the
phases of a development model:

o The analysis phase includes the influencing of the spectator by his reading and
comparison of advertisements, reviews and comments from friends, leading to a
decision to attend a specific theatre performance.

e In many cases the attendance at the theatre is not an isolated event, but is incor-
porated in social interaction with family and friends. We can then consider the
planning of the evening out as the design phase.

o The implementation is then the realization of those plans, e.g. possible reserva-
tion of table at the restaurant, buying the tickets, and other active preparations,
etc.

o Finally, the system is put into operation with the actual experience of the per-
formance, with the spectator’s reception of the play including the theatrical envi-
ronment, which together determine the message taken with them when they
leave the theatre.

103




Such a model could be of help in viewing the audience process as a structured proc-
ess, in order to categorize the audience” elements of development activities, whether
active, reactive, proactive or reflective. On the other hand, the audience’ perception
and conception of the theatre play is neither structured nor even a finished process,
as it continues long after the actual performance. In this sense the audience” process
could benefit more from being compared with the adventure-based learning model,
as each performance is a new experience with an unpredictable outcome (figure 22).

Context and environment of the
theatrical performance

Familiar context
and environment

SEPARATION

Motivation
Expectations
Selection
Preparation

ENCOUNTER

REINCORPORATION

Conception of
the Performance

Making use of
experiences

Gaining experience
Problem-solving
Unpredictable outcome

Seeking new
challenges

RETURN

Reflection

Connection
Message

Figure 22. The audience’ process.
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16.5 Summary of the core processes

During the research process several alternative models of the core processes
emerged. Those presented were chosen after the final analysis as the most typical
recognized from the practice of theatre, but that still accords with the general de-
scription of the information system development process.

The type models show clearly the iterativeness within the core processes, but it must
also be said that the concepts can appear in a different order depending on what type
of play is produced e.g. some of the concepts relate in some productions to analysis,

while in others, they rather relate to design.

Table 8. A tentative comparison of the stages in the processes

The play- The director’s The actor’s The audience’ process
wright’s process process
process
Analysis Selecting a Deconstructing Reading the manu- | Being influ- Separation
premise to the manuscript, | script to decon- enced by the
write from. selecting a struct the traits environment,
Creating the premise and motivations of | comparing
characters and the character plays, re-
the story, for views, etc
a specific en-
vironment
Design Constructing Reconstructing Reconstructing the | Selecting and
the plot, de- of story and character to design | deciding
fining roles for | plot, elaborating | actions and reac- which play to
the characters | stage directions | tions, emotions and | attend
expressions for
each scene and
action section
Implemen- | Writing dia- Directing the Making the charac- | Realizing
tation logue and actors ter alive plans
stage direc-
tions
Operations Execution of the Conception Encounter,
performance of the per- return,
formance reincorpo-
ration

Each of these development phases is more at a conceptual than a practical level, i.e.
they are not really phases in the same sense as in information system development.
They are mostly not performed consciously as “phases”, not used as actual steps in
theatre productions, although my respondents claim it would be possible.
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SECOND INTERMISSION
REFLECTIONS FROM THE THEATRE STUDY

Art consists of knowing the basic rules and
realizing when it is time to deviate from them.

Prof. Joseph Mashkan in “Old Wicked Songs”. (Marans, 1996)

The analysis of theatre productions is concluded in this part, as the reflections on
categories and concepts are now being related to information systems develop-
ment.

This intermission is then concluded with suggestions on how to use the model for
analysis of organizations in other contexts than theatre.
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ABELLI:
FRIEND:
ABELLI:
FRIEND:

FRIEND:

ABELLI:

FRIEND:
ABELLI:

FRIEND:
ABELLI:
FRIEND:
ABELLI:
FRIEND:

ABELLI:

(FRIEND enters with two cups of coffee)
Thank you. ..

Thank you?

(pause) ...for the coffee...

It’s not for you! I need two cups myself, so I won’t fall asleep
when you get started on epistles and ondulations.

(ABELLI looks surprised, pause)
(laughs)

Just Kidding.

(hands a cup to ABELLI)

Are you done yet?

No, 1 have just begun. 1 have to draw some tentative conclusions
from this research to begin with...

To begin with?

I have shown how the theatre production can be formulated in terms
of a system development process, but what are the consequences of
that?

Consequences?

How can 1 use that knowledge? How can others use that knowledge?
Isn’t that a task for you? To point out how it can be used?
(sigh) That’s what 1 just said...

1’11 shut up for a while...

Thank you.
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17 BACK TO INFORMATION SYSTEMS DEVELOPMENT

This chapter concludes the analysis of the theatre concepts, by comparing them with con-
cepts and practices from information system development

Thus far I have shown some similarities between the development processes for
computer-based information systems and the development process in theatre pro-
ductions. These include the information-based purpose “the premise”, the structured
production process with clearly separated activities, and the core and support proc-
esses common to both.

17.1 Contextual elements

One of the most important notions from the core processes of theatre production is
the importance of context. Context as a concept can be many things; on one hand the
pure environmental aspect, which in a theatre has several layers; on the other hand it
also connotes “that which connects”. Every single item in the performance is in-
tended to have some meaning in the overall system, on the basis of the premise of the
play. In this sense we can consider the processing of data as “the story to be told”,
and the user interfaces, including the time and space environment, as parts of the plot,
both having significant meaning in the purpose of the system.

In the theatre production the function of the playwright is mainly to give an outer
setting to the play; the story, characters and the plot, based, in most cases, on a spe-
cific premise. In relation to information system development this premise is not as
interesting as the premise the director decides to work upon, while remaining within
the framework established by the manuscript.

The premise of a play has the double function of being both the purpose and being
the information to be processed. The basis of the play is a conflict, which is to be re-
solved, between a situation and a desired outcome. As in traditional system devel-
opment, we define a task to be performed by the system, but as the use of a premise
is both purpose and the information to be processed, it can be further elaborated than
a traditional task, as well as kept on a more general level.

One of the main differences between the theatre as an informing system and com-
puter-based information systems, apart from the theatre not being computer-based,
is that the theatre includes elements of information that are not easy to codify other-
wise, but enhance the experience and can make it easier to interpret expressions of
emotion and the articulate reasoning in dialogues between the characters.

The notion of the importance of context cannot be overemphasized as the actions and
sentiments of the characters are based on the specific situation, determined by the
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environmental factors of time and space, both before and after the curtain is raised,
as well as the actions and events occurring in previous scenes.

No information system can be seen in isolation from the organization or context in
which it is deployed. If it does not support the business processes of the organiza-
tion, it is more counterproductive than productive. An information system can be of
particular importance during changes in an organization and the need for bridging
the communication gap between business people and systems people has become
more important than ever. As the context for an information system emanates from
the organization, the premise for an information system, i.e. its purpose, goals and
available information and knowledge, is determined by the premise for the organiza-
tion. In the theatre, it is important that the ensemble, particularly the director, re-
mains in touch with reality. If the director is divorced from reality, the transmittable
contextual conception is missing.

To make practical use of the duality of a “premise” in IS/IT, we must first identify
the types of systems for which its use could be appropriate. The double use of the
premise could indicate that the information system most appropriate for an approach
of this kind could be one we need (purpose of the information), but has yet to be de-
veloped (the purpose for development), on the basis of the information available.

On the other hand, other signs indicate that it would be best suited for systems that
are constructed “indefinitely”, i.e. are not to be deployed and set into production
once and for all, but are to be reevaluated and reconstructed constantly as the or-
ganization changes constantly due to changes in requirements, its context and in the
technological environment.

This context can be an issue in the case of manual systems which are under constant
development, as they cannot be codified and programmed. Skyttner comments on
soft systems, the boundaries of which are not easily defined and also on systems as-
sociated with social problems, which can never be solved, only resolved over and
over again. (Skyttner, 2001)

In traditional system development one or more ways of performing a task are devel-
oped and the “the most suitable solution” is chosen. In the processes in theatre pro-
duction there is also a tendency to develop several, different alternatives i.e. not to
confine the process to a single way to perform a task. More contextual information
then becomes available, that from the additional perspectives. This notion is also
supported by research into cognitive processes that claim that the larger the part of
the context that can be “transmitted” the more it facilitates a “correct interpretation”
(a holistic view on context, e.g. “feature analysis” from cognitive psychology).

Lundberg (1994a) points out the difficult in specifying information both desirable
and obtainable in many decision-making situations. The specification of such infor-
mation is often in broad terms, more of “something about” the topic concerned,
rather than specific items of information.
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It is important not to formalize or codify the information and knowledge with the
individuals in systems of this type, as we then run the risk of disregarding knowl-
edge important for solving problems arising.

In theatre production each character is deconstructed and reconstructed to give it the
traits required for the role it is to have in relation to the premise. This gives a new
perspective on the skills and competence required of developers and users of the sys-
tem, especially if the system is such that it needs to transmit uncodifiable informa-
tion. The context has a great influence on the individual, both as “character” and as
“role” (function of the individual within the organization or system).

Contextual definitions can be captured through iterated “improvisations”, i.e. con-
stant and repeated questioning of what is transmitted (purpose, information, mean-
ing, knowledge). This is consistent with the objective of creating more “naturalistic”
systems, rather than merely engineering “machine systems”.

Table 9. How the contextual elements correspond to 1S/ISD

Concept Correspondence

Premise On the surface, the premise can be seen as the same as “scope”, “purpose”,
“goal”, etc, but the premise is both simpler as concept and more complex. It signi-
fies both the intent and purpose as well as incorporating the sententia of the play,
thereby being both input and signifying output.

While the conflict in theatre is an expression of the premise, the conflicts in ISD are
rather conflicts between different premises, between different stakeholders, user
groups, etc.

Conception | In the theatre, the developers are aware that the outcome will be different percep-
tions by the audience.

Connection | In IS/ISD the context is considered in certain static terms, such as how the system
can be incorporated in the organization, but it is not included into the system to
the same extent as in theatre.

Environment | The hardware and software environments (platforms) are considered, but the envi-
ronment as a social arena is seldom recognized.

17.2 The interacting people
As part of the information system, different aspects of the individuals must be con-
sidered. From this study we see that they can be viewed from least four perspectives:
e The roles as the function in the play,
e The identities as the image of the character,
e The character itself, an enacted individual.
e The individual himself, the physical and social being.

The distinction between role and character has long existed in the theatre but during
my study of theatre production I recognized the need to introduce an intermediate
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concept to describe what the director expects from the actor, but distinct from it, as
the character only can be what the actor himself makes of it. The theatre production
then gives us at least four levels of views of the individuals involved; as the individual
performing as a character, making visible the given identity based on a given role.

Table 10. How the concepts of interacting people correspond to I1S/I1SD

Concept Correspondence

Role The concept of role has long existed in IS, ISD as well as in organizations, but the
notion of the manifold application of role has not been expressed clearly; the ex-
plicit function as a developer or user in the development process, as a user of the
process, and as a member of the organization. These three roles can in certain
situations generate different perspectives, which make the development process
more complex.

Identity The development management ascribes certain traits to each individual of the
staff; e.g. specific technical as well as social competence.

Character The enacted character is a social being who tries to “fit” into the structured and
regulated context.

Individual The actual individual is a social being who moves between different contexts;
work-related as well as private. His actions and reactions relate to all of these
contexts and are formed by his biological, physiological and psychological traits.

Collation At most meetings in a development project, issues are presented for the first time,
some with an allocation of resources (casting), but the collation should also in-
clude the director’s presentation of the underlying premises.

Rehearsal A direct correspondence is the test phase of the system, in part or as a whole.
Education of the users on the system can also be regarded as rehearsals, but there
is seldom a notion of testing the manual routines in the existing models.

Performances | The concept of performance can be compared with the actual use of the system,
but computer-based systems mostly do not recognize the need for meetings face-
to-face. When dealing with computer-based systems, most models do not have
routines for creating the manual scripts.

This could be further extended to a meta-level, as the theatre production has this di-
vision into roles, identities and characters of the participants, not only the actors, but
also the staff and coworkers engaged in the production. We could then see the actor
as a role in the theatre production, taken to suit an identity at the casting, with the
necessary traits as an individual, etc.

With further elaboration of this in the concept of manual information systems, we
can see that the distinctions can coincide as the “developers” and “users” also per-
form “functions”; they are the system. The traits and competences to be considered
more important than others becomes a subject for the specific information system to
develop.

When we discuss characters we must consider the relations between them. Every
relation between any two individuals includes a social relation which means that all
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messages in formal communication are accompanied by some kind of “subtext”, de-
pending on the informal communication that occurs at the same time. Information
can be transmitted through several types of media, but the actual content of the
“message” is transformed by the context.

Although theatre production is focused on strong leadership (the director), collabora-
tive work and the determination of all involved to succeed is the norm (IS develop-
ment depends in most cases on individual work, with tools for collaboration between
the individuals, configuration management, CVS and others)

Time-plans almost never fail for a theatre production! Premieres are held at the
planned date and time. This can be explained to some extent by Thompson’s (1967)
notion of the synthetic organization, in which there is a consensus on what must be
done throughout the organization when a crisis develops (e.g. when the time plans
are in jeopardy). However, it does not depend on this consensus alone, as the staff
must also have some authority and the means to act in the event of difficulties. One
of the artistic managers referred to this as individual leadership.

This requires certain traits of the individuals as they would become developers, users
and functions in the system simultaneously. It could even be said that the develop-
ers would, in effect, have to be playwrights, directors, actors and even the audience
at the same time, as this kind of system demands all traits from each of the roles.

In the analysis of characters, the existing, visible traits must be compared with the
traits necessary for the enhancement of the premise. One important factor to consider
is whether the existing traits are sufficient for creating the right motivation for the
individual agent in the specific environment. Any discrepancy in this matter must be
further analyzed and becomes a subject for the further design of the
agents/characters.

All information systems include some kind of interaction between human beings and
although this is less obvious in computer-based systems than in manual systems,
someone must provide some input to the system for someone to utilize. In manual
systems it is more likely that this interaction occurs face to face, and a good starting
point would then be to consider the characters in a theatre play and what is needed
for their interaction.

At some points in the theatre productions the activities of the different roles are over-

lapping, where the “developers” meet in collaboration, though from different per-

spectives. These activities are:

e The collation: the director meets the actors to describe the premise for the play as
it will be produced.

e The rehearsals: the director guides the actors into character, their movements on
the stage and the diction of the dialogue. In this part of the process, the actors of-
ten continue the analysis and design of their characters.
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e The performances: the audience experiences the production, the totality of ex-
pressions from the actors and the environment.

We have in traditional system development made use of different types of collations
and rehearsals; e.g. facilitated workshops, prototyping, etc. With the double notion of
the development process as the system, we can turn the table to make use of those
concepts not only during the development process, but also as part of the informa-
tion system itself.

The theatre production is an ongoing process. Even if other information system de-
velopment models demonstrate something similar in the operations phase, it is not
quite the same. The operations phase is performed to meet new and changed re-
quirements for the system, but from the play actors” point of view, the deployment of
the system is performed from start to finish at every performance.

Each developer in the core processes has his own “end-product”:
e The playwright: the manuscript,

e The director; the staged play, as it is presented at the premiere,
e The actor; the performance,

e The audience; the conception of the performance.

Unlike the finished and deployed computer-based system, each theatre performance
is different. Here I find one significant factor that distinguishes non-computer-based
from computer-based information systems. Since manual routines are performed by
humans, and humans cannot replicate a routine exactly each time, there is a possible
difference in perception of the information, depending on “which performance” the
user consumes. Actually, in the case of theatre, not only the information is consumed,
in some respects, the complete information system is consumed, as it will not be the
same performance the next time! The information system is rebuilt again the next
night of performance.

As the final elaborations of the results are made through the cognitive processes of
the spectators, they cannot be considered as only the “users”, but must also be con-
sidered as developers and functions in the system. As such, we possibly need to ex-
tend our modeling of the information systems to even model the users.

The divisions in levels of human to human interaction are dissolved in real life. We
don’t “act” in the same sense as the actors on stage, in front of a paying audience, but
rather perform a “rehearsal” with fellow actors.

17.3 Narrative and dramaturgical Elements

The “data” in the finished performance is more or less fixed at the premiere, but it is
also important to understand that it will be performed with some variation, as it is
created at the instant the audience experience it, and no performance is like another.
The dialogue on stage is strictly bound to the manuscript, but can in exceptional
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situations be changed, such as when an actor doesn’t remember the exact wording,
or when something happens outside the stage, to which the actor must refer. We
have a similar notion with the user interfaces in a computer-based information sys-
tem, but without the possibility of the interface to act differently in exceptional situa-
tions. It is also worth noting that the “data” is created “after” the decision to use a
particular premise has been made. The data and the processing of data (dialogue,
signs, movements, actions, etc) then become the means to communicate the premise.

The stage directions are similar to the dialogue in this sense, but rather than consist-
ing of words and sentences to be spoken, they state what actions are to be performed.
In the simplest sense they can be compared to user manuals, but can obviously be
more elaborated as in theatre it is always in connection with the overall system, and
the information (dialogue).

We recognize some of the deconstruction in the “stepwise refinement” in system and
program development, where we break down the “problem” into smaller and
smaller parts, until we finally reach the solution of the problem.

The characters and the context are given from the structure and processes of the or-
ganization, but the plot is a concept worth looking further into. As the story is the
chronological sequence of actions, the plot can be something quite different. It can
add to the perception and conception from all involved parties within the organiza-
tion, as well as external parties, customers, suppliers, etc.

The story is more the processing of information while the plot is more the presentation
of the information and the context, since in the play it is constructed to enhance the
premise. As the presentation of the information is possibly even more important in a
manual system than in one computer-based, it is perhaps more correct to begin to
refer to “informing” systems rather than information systems.

Apart from the story of the system, there is also the story of the development process
to consider. Here we find another striking similarity to theatre, as there are some sig-
nificant phases to be executed, e.g. analysis, design, implementation and operation,
but different development models have different approaches to their execution.
Older models were in favor of the chronological, sequential way of working, while
later models use iterative, incremental workflows, which make up a different “plot”,
the order in which the phases are executed.

In terms of system development, the dramaturgy selected can have several conse-
quences. The choices of which milestones to have in the development project, the
choices of what specific activities to use, and how they will be arranged, will affect
not only the project as such, but can also affect the outcome. Traditional system de-
velopment often follows the classical type of dramaturgy (Aristotle, Freytag), in
which a linear order of events is followed, though later models (e.g. RUP, DSDM)
follow a combination of classical dramaturgy and epical dramaturgy, in which each
part is a play in its own (iterative and incremental). The dramaturgy can also be
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compared to the business process that is the object of the system. Each business proc-
ess has a beginning, a middle and an end, which can be expressed in different ways,
depending on which outcome is intended.

There is a difference between the methods used when creating stories and plots. In
the theatre production the main methodology is based on a narrative and dramatur-
gical approach, which in traditional system development is only used for parts of the
development, not for the whole process. In theatre productions there is an element of
individual artistic creativity, that may or may not exist in computer-based develop-
ment, but is essential in theatre productions. The focus in computer-based develop-
ment is on the engineering perspective, rather than on imaginative creativity.

Table 11. How the narrative and dramaturgical elements correspond to IS/ISD

Concept Correspondence

Manuscript System documentation and user manuals, etc. are abundant, but the notion of
instantaneously made scripts; improvisations; does not exist.

Deconstruction | Some models acknowledge the PDCA-cycle, in which each artifact is scrutinized in
respect to the need for it, the purpose it really fills, etc, but the individuals’
cognitive processes can give even further meanings to parts of the system.

Reconstruction | To some degree, the assembly of components can be rearranged in order to cre-
ate new functions in a component-based development.

Story In the IS the story can be seen as the processing of information, while in ISD the
story can be seen as the required activities. The story that seems to be forgotten
is the one of the organization. How does the IS and ISD fit into the premises for
the organization? This could be further discussed.

Plot In the information system the plot can be seen as the presentation of informa-
tion, while in ISD it is the order of development activities.

The plot follows from the story, and should hence follow the dramaturgy of the
organization even closer.

Dramaturgy Older IS and ISD mostly follows a sequential dramaturgy, while modern ISD can
have an iterative, incremental dramaturgy, and modern IS are more interactive
and event-driven.

The awareness itself of dramaturgical issues could be greater. Even if there is a
conscious making of plots (though not with that term), there could be even more
focus on the dramaturgical concepts, e.g. anagnorisis, catharsis, etc. The use of
dramaturgical concepts could enhance both IS, ISD and the organization.
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18 USING THE CONCEPTS FOR ANALYSIS

This chapter presents a tentative template for use in organization analysis.

Just as the playwright, director and actor use the concepts in order to analyze, design
and implement the play as a whole and in parts; it should be possible to use the same
approach with any type of organization.

One possible approach is to simply map an existing organization into the concepts of
theatre, and by doing so, see whether the premise of the organization remains valid
all the way from the premise of the organization to the actual outcome and results.

Every organization has by definition at least one purpose and by using the glasses of
theatre it should be possible to analyze the activities of the organization in scenes and
action sections, it should be possible to compare the persons involved as different in
both roles, identities and characters, as well as in their roles as actors, and hence it
should be possible to see whether those elements work together to enhance the
premise of the organization, both in detail and as a whole.

In this analysis it should be important to see how the participants relate to the prem-
ise of the organization, as well as premises for specific situations, and their relations
and interaction with other participants.

The development model from theatre production is not a modeling technique, but
rather a process model, and as such, a model for conceptual thinking about issues not
addressed by traditional models. To test the degree to which the model can be gener-
alized, we must consider other types of organizations as if they were theatre produc-
tions.

One way to use the concepts is to tentatively map probing questions to each of them.
Table 12 presents examples of tentative questions to use as a starting point, but there
should also be a need for specific follow-up questions, suited to the specific organiza-
tion.

Apart from posing these questions, a study of another type of organization should
attempt to detect other correspondences between the concepts and the elements, re-
sources, participants and processes of the specific organization.
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Table 12. The concepts used for analysis (tentative)

Concept

Analysis

Contextual Elements

Premise

What are the premises in the organization?

On what level are they decided?

Who formulates the premise?

Are the premises explicit or implicit?

Are there conflicts within the premise (inconsequences)?
Are there conflicting premises?

Conception

How does the organization follow-up the fulfillment of the premises?

Connection

Does the context correspond with the premise?

Environment

Is the environment adapted to the premise?
Are other environments considered?

The interacting

people

Role What are the formal and informal functions of each individual?

Identity How is each individual perceived by his manager, co-workers, and staff?

Character What personal traits correspond or do not correspond with his roles and identi-
ties?

Individual How does the individual interact with others outside his role and identity?

Collation Are all participants given the necessary information on the premises?

Rehearsals Does the organization support human resource development, in order to enhance
the participants’ knowledge of the premises, and the participants’ possibilities to
adhere to the premise?

Performances | Are staff-customer relations in accordance with the premise?

Narrative and Dramaturgical Elements

Manuscript

What documents exist, regulating the premise?
Are there other formal or informal rules in the organization?

Deconstruction

Do rules, regulations, events and activities support the premises?
What premises do they otherwise support?

Reconstruction

Which rules, regulations, events and activities are missing in order to fulfill the
premises?

Story Which event is the most crucial in order to fulfill the premises?
What information is the most crucial in order to fulfill the premises?
Plot How are the events executed and presented?
How is the information presented and used?
Dramaturgy Does the organization have alternative ways of doing things?

Why is this way chosen?
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ACT 3

THE FoLK HIGH ScHoOL

Good teaching is one-fourth preparation and three-fourths theater.
Gail Godwin: “The Odd Woman™ (Godwin, 1974)

This act presents a study of a folk high school, similar to a pre-study in a system
development process, in which the concepts from the theatre are tested. By using
models and concepts from the theatre, the organization appears in a different light

than when other 1SD analysis methods are used.
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FRIEND:
ABELLI:
FRIEND:

ABELLI:

FRIEND:
ABELLI:

FRIEND:
ABELLI:

FRIEND:
ABELLI:

FRIEND:
ABELLI:
FRIEND:

ABELLI:

Aren’t you going too far now?
What do you mean?

First you claimed that theatre productions are
information system development processes, or whatever.

Now you claim that a folk high school is an
information system?

I can understand that it seems far-fetched, but it’s just a way
for me to emphasize one of the main theses in my dissertation.

Which is...?

...that information systems can take many forms, almost any form.
I believe 1 already have shown that when we include the people in
the information system, as we must do when considering manual sys-
tems, we must consider the organization as such as more or less
equal to an information system per se.

Huh?

Not just organization as a concept, but really any organization
should be considered as an information system.

So why a folk high school?

Because like theatre, the school is another manual iInformation
system.

So what if you had done it the other way around?
What do you mean?

Couldn’t you have extracted a model from the school, and tried to
apply it on theatre?

(pause)
1 have to think about that for a while...
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19 THE FOLK HIGH SCHOOL IN BRIEF

This chapter is a summary of the theory and practice of the folk high school.

19.1 The concept of folk high schools

The folk high school is a unique Nordic creation which has never been replicated
with any success outside Scandinavia. The concept was created by Nicolai Frederik
Severin Grundtvig, a priest who founded the first folk high school (1844) in Rod-
dinge in Denmark, with the idea of spreading “general enlightenment” on the basis
of a “spiritual revival”. The concept attracted great interest in Sweden and several
folk high schools were founded (the first in 1868), with a focus different from that of
the schools in Denmark. In Sweden, the farmers had increased their political influ-
ence through the legislation of 1862, and sought a means of increasing the “civic
enlightenment” of the adult country population. (Gustavsson, 1991; Nordin, 1996;
Sandstrom, 1997)

The original pedagogical concept of the folk high school was the “lecture”, as in-
spired by Grundtvig’s ideas about the “living word”, the teacher being an articulate
idealist, who could tell “captivating stories”. In other words, it was not the tradi-
tional lecture, intended only to communicate a certain amount of knowledge, but an
address intended to inspire and “promote passion” for further reading. The lectures
were originally followed by “dialogue lessons”, with the character of “examinations”
but the pupils presently found that the “living word” was not enough, feeling a need
to be active in cooperation with their teachers. (Hoghielm, 1992; Johansson, 1985)

Oscar Olsson (father of “study circles”) criticized the pure “lecture”, questioning the
perception that the “living word” was the only method suitable for the education of
adults. He meant that every good teacher must develop his own method based on his
own capabilities and personality. Eventually, the dialogue lessons developed into
class discussion. At the end of the thirties, the pedagogical practices of the folk high
schools had stabilized, and the method of discussion and emphasis on the pupils
own activities, including group activities, had been accepted. (Hoghielm, 1992; Jo-
hansson, 1985)

To this day the folk high schools have no central curricula, which makes it possible
for each pupil to be viewed as an individual pedagogical resource. Important in this
perspective are the meetings in the folk high schools of people from different social
backgrounds and the tradition of close collaboration with the local community. This
makes the folk high school seen more as a unique pedagogical environment, rather
than a number of applied pedagogical methods. Historically, role playing has been a
central method, the school functioning as a community with all units represented.
(Nordin, 1996)
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One of the central concepts of folk high schools is the term folkbildning, which is diffi-
cult to translate into English. It could be translated directly as people enlightenment,
but more commonly as liberal or popular adult education. The specific conceptual foun-
dation of folkbildning extends, however, far beyond the term “adult education”.
(Folkbildningsrddet, 2005)

Nordin (1996) defines it as a general concept relating to people’s insights and orienta-
tion in areas outside their own special interests and work-related knowledge, provid-
ing them with a clear and structured overview of today’s chaotic information flow,
thereby enhancing the quality of the life of the individual and increasing tolerance of
the unknown within the collective and society.

Berndtsson (2000) uses the concept of “self-enlightenment”, which means not only
the individual’s own search for knowledge, but also implies a focus on the contents
of the education rather than formal merits. Berndtsson means that pupils choose folk
high school education more for the self-enlightenment it provides than as a means of
making themselves eligible for higher education.

There are approximately 150 folk high schools with different profiles, distributed
over Sweden, their characteristics depending on the nature of their sponsoring or-
ganization, approximately one third being driven by county councils; the remainder
by different popular movements and organizations such as the Labor, Temperance or
Free Church movements. (Nitzler, 1997)

19.2 Pedagogy

Larsson (1995) describes a difference in “grammar” between traditional education
and liberal adult education. This depends on the choice of contents, the disassem-
bling of knowledge in small pieces, homework, the division of time in between les-
sons, tests and examinations, the unequal relation between pupils and teachers,
which characterizes a great deal of traditional education, regardless whether it is per-
formed in Europe, North America or Africa. Liberal adult education on the other
hand has established other habits in the use of time, the constitution of its contents,
without tests, examinations and grades, and to a degree, a more equal relation be-
tween pupils and teachers. Overall, the folk high school has a looser framework and
less definite borders between sections of knowledge. (Larsson, 1995)

Previous legislation regulating governmental grants to liberal adult education re-
quired it to differ significantly in form, pedagogy and working methods from public
education. Even if these requirements are now discarded, the common opinion is still
that they differ significantly. The pedagogy of folk high schools has been described
as a combination of activity and dialogue pedagogy, together with the integration of
subjects. The pupils should be active and have a considerable influence on their own
studies. The dialogue between pupils and that between pupils and teachers are espe-
cially important. This in contrast with what is perceived as traditional pedagogy in
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public education in which lectures are based on the technical and instrumental view
of learning, the teacher communicating knowledge and the pupils in turn reproduc-
ing it in examinations. (Kulturutskottet, 1997; Nitzler, 1997; Nordin, 1996)

Studies of folk high schools emphasize the open relation between the teachers and
pupils, the open conversations and free discussions. The education provided de-
pends on the pupils own needs and interests, and requires their active participation.
A result of the pedagogy applied by the folk high schools is an awareness gained by
pupils of the social aspects of the competence they have acquired during their stud-
ies. Personal development is seen as a important element in folk high school educa-
tion, engendering greater self-confidence and raising self esteem (Garefelt, 1997;
Nitzler, 1997; Sundgren, 1996)

Integration of subjects means the use of knowledge from two or more disciplines in
the study of a certain phenomenon. Education based on the integration of subjects
aims at replacing the fragmentation of knowledge with a holistic perspective. Experi-
ence has shown that projects crossing the borders of disciplines will give as much
knowledge as traditional courses, perhaps even more of the practical foundations of
each subject, even if not as much curricula-specified knowledge as subject-specific
courses. (Gustavsson, 1996; Lundgren, 1996; Mallow, 2001; Vargas, 2000)

By activity pedagogy is meant all types of pedagogy that assume that learning
through activity is more effective than learning through passive reception. It con-
trasts with traditional lecturing in which it is assumed that the teacher conveys
knowledge, experiences and values to a passively receptive pupil. By encouraging
pupils to define problems and solve them actively, the knowledge gained is more
easily integrated. The pupils are given more power over their own intellectual proc-
esses, focusing on their own needs and interests. At most folk high schools, activity
pedagogy extends beyond the scheduled education, as the pupils are organized in
activity groups engaged in school magazines, café enterprises, culture groups, etc.
This is seen as an important integrative part of the folk high schools, which increase
the perception of the folk high school form as essentially different from public educa-
tion. (Berndtsson, 2000; Lundgren, 1996; Stensmo, 1994; Sundgren, 1996)

Dialogue pedagogy is a term signifying knowledge acquisition through a continuous
dialogue between teacher and pupil, otherwise equal, but with differences in experi-
ence and knowledge, the pupil’s experience and knowledge being seen as equally
important as the teacher’s or those expressed in curricula. This is contrasted with
traditional lecturing in the same way as activity pedagogy. It is also seen as a more
democratic form of education, often associated with the folk high school organiza-
tion, in which the pupils tend to have more influence than in public education.
(Berndtsson, 2000; Lundgren, 1996; Stensmo, 1994)

123



20 THE LABOR MOVEMENT’S FOLK HIGH SCHOOL

This chapter presents the research object for this part of the study.

20.1 The organization of the school

The Labor Movement’s Folk High School in Gothenburg (AFiG - Arbetarrorelsens
Folkhogskola i Goteborg) is sponsored by member organizations of the Labor
Movement in Western Sweden. These organizations and a few individual members
constitute an umbrella organization; The Folk High School Organization of Workers
in Western Sweden (VSAF - Vistra Sveriges Arbetares Folkhogskoleforening). Two
folk high schools, AFiG and Viskadalen Folk High School, function under the aegis
of VSAF.

VSAF ™
Member organizations ]

representatives
D A 4
. Annual
Individual members . »| VSAF Board
meeting
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AFIG Executive Board " -
Statutes, Headmaster |[---
|, |appoints etc | temporary
| Board members |< - + employ-
| Headmaster I: is adjunct | ments, ete

] . elects
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: Course \—
""""""" ™ plans, etc

Figure 23. The organizational structure of AFiG.
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VSAF convenes an annual meeting at which it selects a board of directors for the
umbrella organization, and two executive boards, one for each of the folk high
schools. The board of the principal organization is responsible for the employment of
the headmasters, but delegates all daily concerns to the executive boards. The execu-
tive board includes representatives of the staff and the pupils (figure 23).
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20.2 The courses and the teams

The full time general course is in part regulated by the government. Each folk high
school must present this course to be eligible for governmental grants. It is primarily
intended for those without a complete education on the compulsory or the upper
secondary level. The general course often has a broad spectrum of common subjects,
but can also have specific profiles, which means that the pupils can choose studies in
a special direction, e.g. aesthetics, media, computers, environment, international is-
sues, sports, etc. The part time general course is similar to the full time course with
respect to the common subjects, but does not have the profiles, as the pupils have
lectures on only two days per week. The half time general course is somewhat simi-
lar to the part time course with respect to the common subjects and is also without
the profiles, but here, it is combined primarily with Swedish for immigrants.

Pupils Teachers
4 General course full time R (— """""" \
' Team !
1

Profiles , j

Base groups ! !

K j N @ e e e e e =~

s ) N e m s .

General course part time i Team |

1 1

[ Year 1 ] [ Year 2 ] i ,:

L V' s

[ Introduction to Social Science ] : Team E

Swedish w Computer Support ]K [ Team \

[ P PP . Team E
[ General course half time ]/&_ ____________ y

Figure 24. The teachers assigned to courses and teams.

The goal of the introduction to social science is to impart such knowledge, skills and
experiences as will increase the pupil’s possibilities of beginning a university educa-
tion. The content of the course is focused on perspectives in social sciences and re-
search methodologies. A premise for the course is its contribution to a change in the
skewed social recruitment to Swedish universities. Swedish with computer support
is primarily intended for pupils with reading and writing disabilities (dyslexia), pro-
viding the pupils with tools, methods and techniques for improving their possibili-
ties in the labor market or of obtaining further education.

Beside these longer courses, AFiG also presents a number of short courses, mainly in
collaboration with the member organizations of VSAF.

The teachers at AFiG are organized in teams according to the courses to which they
are assigned (figure 24). In practice the teams overlap, as the teachers can be assigned
to more than one course at the time.
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21 THE THEATRE CONCEPTS IN THE SCHOOL CONTEXT

In this chapter | discuss the concepts from theatre productions in relation to the folk high
school.

21.1 Contextual elements

The premises of the school are formulated on several levels, overall premises for the
school, as well as premises for each course and for specific subjects.

The overall goal of The Labor Movement’s Folk High School in Gothenburg (AFiG) is to
promote general civic knowledge and culture. Its activities are conducted in accordance
with the goals stipulated by parliament and according to current regulations for gov-
ernment grants. The school will be pervaded by a humanistic and democratic maxim.

The school will make it possible for people to affect their position in life and encourage
people to participate in the positive development of society through political, trade union
or cultural work.

The Labor Movement’s Folk High School shall constitute a pedagogical resource for the
labor movement and further contribute to educational activities in the unions. Its activi-
ties aim at reducing educational differences in, and at raising the educational level of so-
ciety. The education provided is to be permeated by the fundamental values of the labor
movement. Tutoring in democracy is a central goal for all course activities. It is also im-
portant, in the general courses, to develop knowledge of how to work in associations and
the ability to cooperate, and to develop knowledge and understanding of different cul-
tures. AFiG will, through its condemnation and active opposition to the use of illegal
drugs, promote a social and rich life. (translated from statutes)

The statutes refer to some governmental constraints and other somewhat intangible
concepts such the “values of the labor movement”.

The explicit overall premise of the school is hence to provide education in long and
short courses, but the premise also includes some directions on how this is to be

done, through the concepts of “humanistic and democratic maxim”, “values of the
labor movement”, etc.

The significance of the premises is discussed with every new class in the school, e.g.
on what the “values of the labor movement” really are, but surprisingly, the staff,
themselves, seem not to have discussed the effects of that and other similar state-
ments on the education itself and other work in the school. It is rather experienced as
something “in the walls”, hence not regarded as necessary to analyze.

Although the boundaries of the organization might seem clear, the integrated in-
volvement of all participants in all topics struck me as evidence of the converging
borders of “the organization” and the “information system”. As so much of this in-

126




volvement related to strategic and operational issues, it also became the development
process at the same time.

As a part of fulfilling the overall premise, several courses with their own specified
goals are created thereby generating new premises. The “general course” is a requi-
site for eligibility for government grants, but apart from that, the school can start al-
most any course for specific educational needs or which is in the category of “general
knowledge and culture”.

A folk high school is a school without central curricula. The education shall have its
starting point in the pupils needs, prior knowledge and experiences, and give them eligi-
bility for university studies. (translated from the brochure presenting the general
course)

The subjects that will give the pupils eligibility for further studies have specific cur-
ricula, stipulated by The Swedish National Agency for Education, with explicit con-
tent and goals. This inserts a conflict in the premise, as the possibility of satisfying
those curricula constrains the possibility of adapting the courses to the “pupils’
needs, prior knowledge and experiences”, as well as conforming to the “humanistic
and democratic maxim” and “values of the labor movement”.

In any organization, there are “organizational premises” more or less explicit, such as
how the organization is to be managed, how the workforce is to be organized, etc,
which are in parallel with the premises for the specific organization or activities.
These are also very much present in AFiG but are influenced by the overall premise.
As the statutes enjoin the “humanistic and democratic maxim”, and the “values of
the labor movement”, the organizational premises include these maxims as well, as
evidenced by e.g. the frequent staff meetings, distributed information, etc, but also in
how they are conducted.

The discussion flows freely, but without real structure. Only YY is raising her hand in
order to take the word, the rest just take it, speaking out their opinion. (notes from ob-
servation at staff meeting)

Each activity in the school has its own premise, mostly emanating from some of the
overall premises for the school, courses or subjects (lectures, team meetings, etc), or
from one of the organizational premises (staff meetings, union negotiations, etc)

The premise to be communicated can vary even within an explicit situation, this re-
quiring the teacher to become the playwright instantaneously, in addition to playing
any other role during a specific situation. This makes the premises for explicit situa-
tions more implicit and in many cases intangible for an outsider.

The context of the folk high school is one of values stemming from the labor move-
ment, some of the consequences being the use of dialogue- and activity-based peda-
gogy with much participation from the pupils. Through the dialogue and activities,
the audience’ (pupils’) conception can give more instantaneous feedback, than is ob-

127



tained when dealing with computer-based systems, although it became clear that not
all teachers actually use those pedagogies with all their potential.

The pupils are processing information constantly during the whole period of their
study.

Sometimes you don’t get it the first time, not the second time either. But then you sit in
the coffee room, talking about something completely different, or you think it’s com-
pletely different, and there you get it. Everything is about the society, the whole picture.
(from interview)

The diverse cultural backgrounds of the pupils pose a problem in the possibilities to
give all pupils the same or similar experience of the education.

At one time we had the lesson practically in four languages. What 1 said was translated
by a pupil into Farsi to another pupil that neither understood Swedish or English very
well, but I had no control of whether the translation was accurate or not. (from inter-
view)

Although many students begin with the personal goal of obtaining an education that
will give them eligibility for higher education, the most valued result of their time at
the folk high school, is their increased self-esteem.

They give more attention to the pupils, I think. They encourage you incredibly much,
giving me a better self-confidence. They really see you here, which they didn’t there [re-
ferring to the public school]. (from interview)

Just as with real theatre productions, the environment is incorporated into the con-
text and plays a significant part in how the performances are received, but there was
very little conscious thought from the teachers of how the surroundings were con-
structed. The scenography and the surroundings of the performances were only con-
sidered on special occasions, such as when taking field trips to cultural landmarks, or
in outdoor activities.

One of the main issues perceived by the pupils, especially at the beginning of each
semester, was on the localities; from time to time the lecture rooms were shifted. The
class rooms were constructed for “general purposes”, and hence didn’t emphasize
the audience’ likely conception of “the play”, but still a common remark made occa-
sionally was that “the spirit of the folk high school is in the walls”.

The context of the team meetings was given by the agendas, or other forms of formu-
lation of the purposes of the meetings. Still, there were many occasions when reality
departed from the agendas. During many meetings, the dialogue was “stalled” when
the computer system on pupil documentation (grades etc) failed to function as in-
tended. Much of the discussion then consisted of how to make that system work, in-
stead of the important issues at hand.
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21.2 The interacting people

The “playwrights” in the school context have no need to create characters as they
already exist in flesh and blood, as teachers, pupils, principal, etc, but in the school
environment, there is no one-to-one mapping of the roles in the school to the core
roles in a theatre production. The processes are rather mixes of and shifts between
the core processes in theatre productions. Each of the school roles vary between per-
spectives or rather functions in explicit situations. In the one and same situation, a
teacher can change from being the director and an actor in the play, to become an
audience for the pupil’s or colleague’s performances.

Some of their functions and traits are associated with their formal roles, but much of
the traits of the characters do not appear until they perform in their informal con-
texts. The teachers relate to a traditional view of the actual role of a teacher, which
seems to simplify matters as they then have some common basic ideas regarding
how to perform their roles as teachers. This also includes the preparation of material
for lectures, tutoring and other teaching activities. In this work, the teachers, as direc-
tors, look for alternative ways to communicate the premise for the actual subject.

As actors, the teachers in this study did tend to forget to explore their own charac-
ters in the play; to chisel out the characteristics and traits explicitly needed to com-
municate the premise, although they also tended to make use of the more stereotypi-
cal teacher roles. They could possibly make more of the performances if they also
took into consideration the significance of their own traits in specific situation. There
were also some differences between the amounts of preparations (rehearsals) the
teachers made for their lessons.

In the educational situation the pupil can be considered as the protagonist, but who
is then the antagonist? On the one hand the teacher is the one trying to develop,
evolve or change the pupil’s perception of the world; on the other, the teachers in this
context are using problems in society as images for a need to change. Considering
further the concepts of performance and conception the pupil could also be seen as
his own antagonist, struggling with his background and pre-conceptions.

The teachers in this study try to acknowledge the different traits of the pupils, in or-
der to make the material even more appropriate for and comprehensible to the pu-
pils. Each lesson or meeting can be seen as a continuous rehearsal for generating
teedback to the teacher that it “works” (the information has been passed) or not. If
not, the teacher once again takes on the role as director to analyze and redesign the
script further.

I will focus on two human to human relations; teacher and pupils (e.g. pure lectures,
task assignments, tutoring and other types of lessons), and teacher and teacher (e.g.
the staff or team meetings).
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21.2.1 The interaction between teacher and pupils

Collation-like situations occur frequently, e.g. at the beginning of a new study,
theme, subject or specific assignment. In this situation, the teacher assigned responsi-
bility for the study presents not only the goals and purposes of the task at hand, but
also tries to give a further meaning and context to it, in order to better motivate the
pupils. They try to give the pupils as many practical tasks as possible, in order to put
the knowledge into a broader context. Even though mostly goals are presented, it’s
not always the case for the premise.

I can read in the documents we were given what we are expected to accomplish, and they
tell us in class, but for some things, I still don’t know why. (from interview)

Pure performances are scarce, in benefit of an iterative approach, giving and receiv-
ing information during the lessons, all of the participants having considerable influ-
ence on the script used. The situations start in a collation, giving the frames for the
subject or items at hand, moving onto a rehearsal, with the teachers and pupils “im-
provising” on the theme, refining their motivations for themselves, this in turn giv-
ing a more detailed script, in which the overall context has been narrowed to several
sub-contexts, each subject to new iterations and recursions.

Teacher’s roles

The playwright’s The director’s The actor’s The audience’
process process process process

Performance Performance

Feedback, adjusting to situation

Pupil’s roles

Feedback, adjusting to situation ( The audience’

v L process ]
The playwright’s The director’s W The actor’
process process J process

Figure 25. The interaction between the teacher and the pupils during lectures.

We will study more closely, two typical scenarios, much simplified, for the meeting
between teacher and pupils. The first scenario shows the division of roles when the
performances consist of pure lectures. With the use of e.g. curriculum and course
literature (which in this school he has decided upon himself), the teacher prepares a
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script for the lecture (playwriting), which he plans (directing) and performs (acting)
with the pupils as a mere audience (figure 25). In this scenario the teacher makes use
of all the traits of the playwright, the director and the actor, more in a sequential
tashion, when the lecture is completely structured and planned in detail. The focus
on the traits is on their use in acting, as the meeting between the pupils and the
teacher is in a performance setting.

The most important thing to get the pupils’ attention is to be committed. If they don’t
see that you're engaged in the subject; how can you expect it from them? (from inter-
view)

In this scenario, the pupil adapts to the situation, incorporating his new-found in-
formation and experience in a new script, This, in turn, will be used to return feed-
back to the teacher in some way, e.g. in a written or oral exam, but also instantane-
ously as a request for an explanations. Even small details such as the pupil’s body
language give the teacher feedback, indicating that the pupils have or have not re-
ceived the intended information. In turn, the teacher reacts with a new script for the
same premise, providing the pupils with a new route to an understanding of the ma-
terial.

Teacher’s roles

v

The playwright’s The director’s The audience’
process process process

Collation >
Performances >

Feedback, adjusting to situation

Rehearsals
Pupil’s roles
The actor’s
process
Figure 26. The interaction between the teacher and the pupils in e.g. tutoring.

The second scenario shows the division of roles when the performance is in the form
of tutoring or exercises. With the use of e.g. curriculum and course literature, the
teacher prepares a script for the tutoring (playwriting), which he uses to give the pu-
pils certain knowledge or skills (directing), allowing the pupils to perform what they
learn (acting) in different ways, in order to see if they have received the intended in-
formation (figure 26). In this scenario the teacher makes use of traits of the play-
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wright and the director in order to make the pupils “skillful” and “knowledgeable”
through practice, more in an iterative fashion. The focus of the traits is on their use in
directing, as the meeting between the pupils and the teacher is in a rehearsal setting.

The pupils have a lot to say in the classes. We're bound by the curriculum criteria, but
apart from those, I try to plan the lectures as much as possible with the pupils. (from in-
terview)

For the pupils, the second scenario appears to be a shortcut, compared with the first
scenario. The pupils in the study experienced that they learnt more in the “tutoring”
scenarios, where they were able to make use of the information directly, than when
the obtained information from pure lecturing.

We have a lot of “field visits”, especially at the beginning of the term. They serve double
purposes, to learn something about society, and maybe more important, to learn how to
interact with their class mates. (from interview)

In both scenarios the teacher is keen to adapt himself to the situation, and change his
teaching method immediately if he senses that the first has not succeeded. General-
ized to a higher level this could be seen as a double-loop learning approach (Argyris
& Schon, 1978).

I don’t prepare too much of the lectures, as I believe that the most important in my meet-
ing with the pupils is where I listen and they speak. How can I know if they have learnt
anything if they are silent? (from interview)

With this feedback loop we see that the “plain” sequentiality in the first scenario is
only superficial. When studying this scenario in more detail, we discover that the
roles really shift during the performance. Almost none of the teachers in this study
uses pure uni-directional lectures, but rather emphasize dialogue- and activity-based
pedagogy (Lundgren, 1996), which changes much of the teacher’s performance into
instant playwriting and directing rehearsals, as in the second scenario.

The directing and acting part performed by the teachers in this study were more of
an unconscious process; how they talk, write on the whiteboard, move and other
uses of body language merges with the playwriting of dialogue and stage directions.
In this sense the three roles; playwright, director and actor; are really merged into
one, where, as playwright, he has one overall premise, as director searches for alter-
native interpretations and reconstructs the play, and as actor, performs the chosen
parts in order to give the pupils as many angles as possible on the subject at hand.

Most of the teacher’s playwriting occurred in the direct situation, where he needs to
create a new script based on the instant feedback from the pupils. The premise can
then be the same as before, but more often in more detail, or an extracted part of the
premise with which he began. The characters of the new script are often based on the
pupils themselves, the script being a story to which they can more easily relate. The
dialogue and stage directions mostly come spontaneously from, and in parallel with,
the teacher’s cognitive processes, i.e. instantaneously.
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As an audience to the pupils’ performances, it was obvious during my observations,
that the surroundings of the performance influenced the teacher’s conception of what
the pupils had to say, which in turn determined what the teacher experienced as in-
stant feedback, and consequently also influenced his further playwriting, directing
and acting.

The pupils in this school do not just sit and listen, but react and act on the subject at
hand, making their own scripts to perform. Hence the lessons become sequences of
continuously directed, enacted and performed small scenes. The individual traits of
both teachers and pupils played a significant part in how the information was per-
ceived. If the pupil had personal problems at home, or generally a “bad day”, those
issues could be used as input to the process, in order to supplement the script with
further elements of the context.

21.2.2 The interaction between teachers

Collation-like situations occur frequently during the team meetings, e.g. when plan-
ning for a new module or before a new class begins. In these situations the teachers
with assigned responsibility present not only the goals and purposes of the task at
hand, but also try to add further meaning and context to it, in order to better moti-
vate their colleagues.

The team meetings are the teachers’” formalized occasions for planning and evaluat-
ing the education in the course which they are teaching. The contents of these meet-
ings differ considerably between the teams; the meetings for courses consisting of
single classes are more apt to discuss pedagogic issues and the overall purposes of
the course, whereas the meetings for courses with several classes tend to discuss only
logistics - which pupil to be in which base group, profile, etc.

ﬁlearly defined role and/or contexh / undefined role and/or context \

Information sources Information sources
\ pulling information expecting information to be pushed
N N
The teacher’s retrieving of The teacher’s retrieving of
information information

\S AN >/

Figure 27. The teacher’s inclination to use pull techniques or depend on push.

There is a significant difference in how the teachers expect to retrieve information in
different situations. In the individual role as director and actor when planning ex-
plicit lessons in the course, the teacher is more apt to act autonomously in retrieving
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the information necessary to perform the lessons, e.g. retrieving material on a specific
subject (left diagram in figure 27), but when dealing with information that is not
clearly defined as his/her responsibility, he/she is more likely to expect the informa-
tion to be “given” to him/her (right diagram in figure 27). This can be seen as a char-
acteristic of the “teaching profession”, which in large is considered a clearly defined
role. It is well known how to “act as a teacher”, while the other situations go beyond
this role.

This also reflects the teacher’s situation in the meetings. In those teams in which
pedagogic issues concerning the course as a whole are discussed, all of the teachers
tend to take on the roles of playwrights and directors, using a pull technique to re-
trieve information. They appear more comfortable in these situations than in the
situations in which issues not directly connected to their teaching role are concerned.
In this scenario they iterate between rehearsal and performing states, similar to the
situation described earlier for lessons with focus on tutoring (figure 26). The roles as
playwrights, directors, actors and audience shift between the teachers during not
only the meeting depending upon the item at hand, but also during the items on the
agenda. These shifts are not only connected with the responsibilities assigned to the
teachers (such as responsibility for a base group, a profile or a subject), but even
more so connected to their personal traits (extrovert, introvert, informal leaders, etc).

There are also situations in which the teachers direct themselves, which makes their
colleagues a mere audience, but in this process the colleagues can also respond with
their own scripts, much like the previously described lessons with focus on pure lec-
turing (figure 25). The described sequence of shifts between the roles is more signifi-
cant the closer the item at hand is connected to a specific responsibility to which the
teacher has been assigned.

Just as in the scenarios with the pupils, the teachers will adapt to the situation in both
scenarios here as well, incorporating their new-found information and experiences in
a new script, which in turn will be used to return feedback in many ways; in sugges-
tions of actions, requests for explanations, even through body-language. If the
teacher, through the feedback, senses that he has not been able to communicate the
intended information, he reacts with a new script for the same premise, giving an
alternative route to understand the material. In these situations the teachers tend to
increase their use of rhetorical techniques.

Teachers tend to be readier to adapt themselves to the situation in the first scenario
than in the second, but as in the scenarios with the pupils, we see that the “plain”
sequentiality in the second scenario is only superficial, as the roles of playwrights,
directors and actors merge even more in the human-to-human interaction between
colleagues.
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21.3 Narrative and dramaturgical elements

Many texts are available at the folk high school, associated with both the actual edu-
cation (course books, curricula, schedules, etc) and administration of the school (stat-
utes, rules and regulations, minutes from meetings, etc). These should be considered
as “data” to be used in performances, such as lectures and other lessons, staff and
team meetings, etc, with addition of visual, audial and other elements.

The premise for the paper-based information is mostly clear, but actions connected to
the information are fuzzy. The information is not always synchronized in time and
space with situations connecting to the information. This causes much of the infor-
mation to “pile up”, and is soon forgotten by most of the staff and pupils other than
those most concerned, but on the other hand, those most concerned usually have also
received the information through other channels.

It [the documents] is only piling up in the locker. We don’t have enough time to read it.
Why can’t we simply put it all out on the web? (from interview)

These texts do however not correspond to an actual manuscript, as a theatre manu-
script is based on what can be “enacted”, not only on what should be “informed”.
Most of those “scripts” are simply not written beforehand, but are created instanta-
neously at the point of need.

Everything is put into context; you get a new perspective and it makes the picture com-
plete; you can read something in the newspaper at breakfast, later in the afternoon a
teacher refers to that in class. (from interview)

As there is no fixed manuscript, the “ensemble” tends to create the script through
improvisations over the subject at hand, with specific information in mind, depend-
ing on the specific situation, whether it’s a lesson or a meeting. The story, plot, dia-
logue and stage directions are “written” instantaneously in the situation they occur,
more in a recursive than iterative manner. Each situation, which has a given premise,
is divided into sub-contexts and sub-systems to develop, which has a new premise
derived from the previous.

In these situations, the teachers try to deconstruct the pupils’ scripts in order to use
the pupils’ conception of the context, and then make new manuscripts trying to con-
vey the meaning of the premise, but using other data and information.

Sometimes you need to be more than creative. In some cases, when I have tried hundreds
of ways to explain some matter, I simply ask the rest of the class to help me out, to ex-
plain it to those that still haven’t got it. (from interview)

Just as there are premises on many levels, each premise has several stories, some-
times intertwined with each other, in order to “rationalize” the events and activities
in the school. The organizational stories have agendas for meetings, protocols, writ-
ten reports, etc, but the actual stories during the meetings only have those as a start-
ing point for further writing of scripts. Here the individuals” perception of their roles
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plays a significant part. In the educational stories the teachers’” manuscripts differ
considerably. Some have prepared their lessons more or less in detail, while others
simply “play by ear”, relying on their knowledge of the subject. In both cases they
are mostly open for insertions of the pupils” own scripts, making use of dialogue and
activity pedagogy.

On the surface the plot of the school seem to use an epic dramaturgy, with loosely
coupled events, but when looking at the whole picture, they mostly fall into a more
classic Aristotelian dramaturgy, in which the events build upon each other, though
not always connected to the same story.

In a decentralized organization the plot is mostly created on the lower levels, as the
executive level is not concerned with “how” things are done.

136



22 REFLECTIONS ON THE FOLK HIGH SCHOOL

In this chapter | present my reflections on the study; what the “theatre perspective” gave.

22.1 Logistical issues (contextual elements)

In this area I made three reflections; one on the boundaries of the organization, one
on the working areas, and one on the context of the meetings.

The first reflection was on the boundaries of the organization. Though they might
seem clear, the integrated involvement of all participants in all topics appeared to me
to be evidence of the converging borders of the organization and the “information
system”. As so much of this involvement related to strategic and operational issues,
it also became the development process at the same time.

The second reflection was that both theatre and organizational aesthetics have dealt
much with the workspace environment; the scenography; but this is not the case with
respect to the school premises, This could be one area to study further, using the per-
spectives of organizational aesthetics as well as some technological devices to facili-
tate the logistics of lessons and lecture rooms.

The third reflection was on the contextual issues when the agendas did not agree
with reality e.g., when the dialogue ceased and the meeting deviated from the in-
tended premise when the computer system failed to function as intended.

Many of the logistical issues experienced in team meetings could be solved by using
a structured development model for developing/refactoring their computer-based
system for pupil documentation (degrees, attendance, etc). That system became an
actor, in a sense, as important as any of the teachers. The system has been developed
rather ad hoc, with requests and functions added along the way, e.g. the underlying
database appears to be inadequately designed or normalized, as it crashed on several
occasions when “conflicting” records were fetched.

Other logistical issues should perhaps remain unsolved, e.g. the perceived difficulties
in the beginning of the semester could rather be seen as a part of the learning proc-
ess. It makes the pupils realize that not everything is given beforehand, and gives
them a sense of connection to the context.
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22.2 Educational issues (the interacting people)

In some cases it seems to be a lack of correspondence between the pupils” perception
on how a folk high school teacher should educate, and the teachers’ educational
premises. It is interesting that the general praxis of activity- and dialogue-based
pedagogy in folk high schools is practiced by some teachers more than by others, and
those teachers who are claimed by the pupils to be “the best educators” are mainly
those practicing those principles.

Even though there is a clearly stated purpose for the folk high school, there are con-
flicts with some of the premises of the courses. As some of the subjects are regulated
by national curricula, the freedom to follow the concepts of “humanistic and democ-
ratic maxim” and “values of the labor movement” are constrained. In the practical
teaching, some of the dialogue and activity pedagogy has therefore been replaced by
more traditional “pure lecturing”.

The “jumps and overlaps” of roles and processes were most significant the closer to
pupil influence the teacher was, using activity and dialogue pedagogy, while those
teachers using traditional lecturing, were not equally inclined to perform these jumps
and overlaps.

Many of the educational issues can be solved with human resource development
with focus on the pedagogical areas; competence development in pedagogical meth-
odologies, especially those that have been the corner stones in folk high schools; ac-
tivity and dialogue pedagogy.

22.3 Enlightenment issues (narrative and dramaturgical elements)

With only a few exceptions, all of the pupils claimed that they “grew as humans”,
getting more confidence and self-esteem. This is one of the central premises of the
folk high school. There are several reasons that this happens, the foremost may be
that all elements collaborate to this end; the teachers” democratic performances, invit-
ing to a learning dialogue, seeking enlightenment instead of “facts”, the creative en-
vironment, etc.

The only recommendation I can give to the folk high school in this respect, is to en-
sure that these values are maintained, despite difficulties. It is almost impossible to
structure such things as they are dependent on non-formalizable entities without en-
tering into each individual’s cognitive processes. The only way to do this is to be
careful when recruiting new personnel; selecting teachers preferably educated in the
special types of pedagogy that are compatible with the folk high school, adaptable to
the organization and sharing the values of the folk high school.
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EPILOGUE
THE CONCLUSIONS

Not every end is the goal.

The end of a melody is not its goal,

and yet if a melody has not reached its end,
it has not reached its goal.

A parable.

Friedrich Nietzsche: “The Wanderer and His Shadow™ (Nietzsche, 1996)

The purpose (and premise) of my research has been to apply the perspectives of
theatre and drama to the process of system development, to introduce concepts
from the theatre into system development and cast light on the underlying prem-
ises of system development. I trust that my dissertation has achieved this and be-
fore the final curtain falls, I present here the conclusions of my research.
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ABELLI:

FRIEND:

ABELLI:
FRIEND:

ABELLI:
FRIEND:
ABELLI:
FRIEND:

ABELLI:
FRIEND:

ABELLI:

FRIEND:

ABELLI:

FRIEND:

Can you wait a minute, I’m just done...

At last. You’ve been a pain in the butt while you
have been doing this. ..

It hasn’t been that bad, has it?

Sure, 1 haven’t seen you around for months, and then you claim
that theatre is information systems, that schools are information
systems. What were you thinking? And why did you have to be so
introvert all the time.

I didn”t mean to be...
But you’re finished now?
Almost, 1 just need to write some more conclusions...

Come on, what have you come up with? After five years you should
have come up with something revolutionary...

Well, from the beginning...

No, don’t you start again! Just the most important things, so 1711
understand it...

(pause) Alright, three examples here and now, you and me.

First, we are an information system, you and me together, as I’m
informing you and you’re being informed. As | make the information
up here and now, it’s also a development process, and you and 1
"could™ be considered an organization as well...

Well, that’s perhaps stretching it a bit too far, but apply that
thought to any manual system, which includes all temporary organi-
zations with a creative and social context.

Second, in our conversation you have forced me to jump between
different roles, as the playwright, deciding on what message to
bring, as the director, deciding on how to enact it, as the actor,
actually saying it, and not least as an audience to your ques-
tions, giving me feedback to change the script again...

Third, I entered a journey of creative adventure, just like any of
the roles in a theatre production, and a system developer is in
many senses a creative artist...

Was that all? After five years!

(pause)
Can we go out for that beer now?

Soon, | need to write down these conclusions, then | have to send
in all the paperwork, and then 1 have to...

Yes, yes, yes, just tell me when you’re done.
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23 THE TRAITS OF THEATRE PRODUCTION

In this chapter the central findings are presented.

23.1 Similarities of contextual elements

23.1.1 The premise and the unknown outcome

One of the most intriguing concepts in theatre is “the premise”, which is both sim-
pler and more complex than the more traditional concepts of “purpose”, “goal”, etc.
Even if the individual subjects in a folk high school curriculum can have clearly
specified goals, the notion of “enlightenment” gives the same feeling as a premise. In
both cases, in the theatre and the school, the actual outcome is individual and un-

known, as it’s based on the experiences and cognitive processes of each spectator and
pupil.

This implicitly agrees with Humphrey’s (1990) notion that customers do not really
know what they want, which can be extrapolated to the opinion that what should be
developed is not necessarily what is “ordered” but what is “needed” at the end of the
development process. Using a “premise” instead of “specified requirements” could
be one way, to keep the goal of the development process at a general level. This also
agrees with the notion of an “adventure” with an unknown outcome.

23.1.2 Integrated internal and external contexts

The similarity of integrated internal and external contexts emerged, when the different
levels of environment were investigated. While being within a significant context (the
localities of the theatre and theatre performance, the school building and the educa-
tion), the issues at hand mostly dealt with the context outside (the society, the external
environment).

The theatre performance is even more context-sensitive, and as an experiment, some
of the context itself, the totality of the space, i.e. foyer, auditorium, etc. can be incor-
porated in the system.

23.1.3 Ongoing process and continuously deployed system

From the play actors’ point of view, the performance is a continuously deployed system,
being newly constructed from curtain rise to curtain fall at each performance. This
also makes it an ongoing process. Unlike the results from a finished and deployed
computer-based system, each theatre performance is different. Manual routines are
performed by human beings and humans cannot replicate a routines exactly each
time. There is therefore a possible difference in the perception of the information,
depending on “which performance” the members of the audience attend. This can
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also be said about the school situation, each lesson becomes a new deployment, and
is continuously changed and adapted, depending on which students attend the class
and their moods.

The lessons in the folk high school use an iterative model, varying between presenta-
tions, the performances, and directing; each iteration getting into a more detailed
sub-context. In the school context, there are many situations in which the system is
adapted and re-deployed over and over again, depending each time on the specific
situation at hand.

23.1.4 Temporary systems

Another similarity observed was in relation to temporary subsystems. Each theatre
production is a separate project. Each new school class can also be considered a
separate project, or even many, as each class in turn studies several independent sub-
jects. The recurring courses are also revised every year, and may even be changed
during the progress of the course.

In a sense, these development processes need to be “right the first time”, as their lim-
ited duration restricts the possibilities of changing or restructuring the organization
and its processes. On the other hand, the processes, as such, are “self-adapting” in-
formation systems, which converge to requirements that are “good enough”.

23.1.5 Triplicity

This leads to the perhaps most significant finding in this category; the triplicity of
both theatre production and education in being simultaneously a development proc-
ess, an information system and an organization. The need for continuous adaptations
makes it both an information system and its development at the same time, in much
the same sense as a learning organization. It still has its own scope with its own re-
sources which makes it an organization.

23.2 Similarities of interacting people

23.2.1 Human to human interaction

One of the reasons for choosing a folk high school as a research object for the test
phase was its similarity to a theatre with respect to the frequency of human to human
interaction. That which distinguishes the theatre from most other art forms is the
meeting of humans in flesh and blood. This is also characteristic of school situations
during lessons and team meetings with teachers meeting pupils and teachers meet-
ing colleagues.

23.2.2 Complexity of the human element

The complexity of the human element is recognized in the theatre; as individuals in their
roles (functions), identities (necessary competences and traits, the “image” of the
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character), as characters (enacted “knowledge”) and as actors (social beings). In con-
texts outside the theatre these concepts are not consciously differentiated to the same
degree. Even if a difference can be said to exist between the four concepts, with re-
spect to their scope and purposes, there is no physical difference, as physically, it is
the same human resource. The triplicity mentioned above adds a further meta-level
aspect to this complexity, as all participants are assigned different roles in the differ-
ent contexts of organization, information system and information system develop-
ment.

Human resource development then becomes as important to the system develop-
ment as traditional analysis, design and implementation.

23.2.3 Overlaps of processes and jumps between roles

The overlaps of processes in collations, rehearsals and performances were also observed
in the school context, although these concepts tended to merge into all situations at
once. These overlaps occur with diverging perspectives in specific situations, even if
they have the same goal.

The situations of collation and rehearsal develop whenever a person in a managerial
position informs or instructs his/hers subordinates. The same situations should also
be considered as performances, as the director is acting out the “information” and
instructions in one way or another. The difference between these concepts is only in
the purpose of the situation, as in the former, something to be further evolved is
communicated while the latter should result in the final message to be received and
processed. But in a dynamic system, the individuals are not constrained by fixed
processes, and they can jump from one process to another, as a part of the informa-
tion processing (figure 28).

’’’’’

Teacher’s roles L
[ As actor ][ As audience ]

¥

[ As audience ] [ As actor ]

Pupil’s roles

S _——-

Figure 28.  Shifts between roles.

The diverging perspectives and diverging conceptions of the issue at hand in differ-
ent meetings between humans trigger jumps between roles. Accordingly, the director
(teacher) is required to become the audience and then the playwright in order to in-
stantaneously change the manuscript and his performance to meet the needs of the

pupils.
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With more exchange of information and inter-organizational communication, the
roles of the actors in the organization /system become even more dynamic. Not only
do the central processes overlap in situations in which interaction between the differ-
ent roles is essential, but the actors also shift between the core roles in the develop-
ment process, depending on the context-dependent situations.

As a side note reflection, if the character is the developer, he must also investigate his
own traits, motivations and actions! This circular reasoning applies especially in
manual systems in which the developer/user/function is a part of the social context.

23.2.4 The use of rhetorical elements

Both the theatre and education at the folk high school make extensive use of all the
rhetorical elements available as means of persuading the audience, pupils and col-
leagues to interpret the premise in the intended way. In the school context, the teach-
ers rely on argumentative communication, emphasized by the teacher’s commitment
to the specific issues. Computer-based development tends to rely superficially on
rhetorical logos and although ethos and pathos is definitely present in meetings be-
tween stakeholders, users and developers, it is not as consciously used there.

A theatre production, in the same way as any other manual information system, in-
cludes elements of information that are otherwise not easy to codify, but the theatre
production enhances the experience of the system and can make it easier to interpret;
e.g. expressions of emotions and the articulation of the reasoning in dialogues be-
tween the characters.

In the school situation expressions of emotions and the articulated reasoning in dia-
logues between the participants are frequently used both as performance enhance-
ments and as feedback responses in specific situations in order to indicate whether or
not the information has reached the recipients as intended. In these situations all
traits of the “performing characters” must be taken into consideration, moods, the
social situations of the individual, their background knowledge, etc. As each indi-
vidual has a unique set of traits, each situation must be handled differently, i.e.
playwritten, directed and enacted instantaneously.

23.3 Similarities of narrative and dramaturgical elements

23.3.1 Creative and social contexts - narrative and dramaturgical approaches

Another reason for choosing the folk high school as a research object for the test
phase, was the similarity of its creative and social context, which to a large degree re-
lated to another similarity, the use of humanly communicating methodologies; in the
theatre we can call it a narrative and dramaturgical approach, while in the school con-
text it is referred to as pedagogy, They can be seen as more or less overlapping, as they
are both primarily communicating “text-based knowledge” with different models for
its presentation.
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23.3.2 From artistic creativity to artistic engineering

Artistic creativity is essential in theatre productions but is not of such importance in
the school. It is there, but is not seen as any primary factor. The teacher is not empha-
sized as a performer, although those skills are necessary. Professionals from the thea-
tre or the folk high school may not agree, but as the theatre production as well as
education can be seen as structured processes, they can be considered to be artistic
engineering.

The notion of the “developer as a creative artist” is fertile ground from which a more
creative environment for the developer may emerge as well as a discussion relating
to system development aesthetics, not only within the realms of user interface design
or information systems as a design science, but to the development process as such
creating “beautiful” methods.

How the necessary creativity in theatre productions is created can be explained by
the artistic creativity process (chapter 9). Looking at the overall process using the
phases from ISD the processes can superficially resemble each other (figure 29).
However, studying the creativity process more closely, it is evident that it is a proc-
ess within several steps of the development process as such and is hence not quite
comparable with ISD, as it refers to the individual artist rather than to the develop-
ment process as a whole. Neither the adventure-based learning model is comparable
to ISD, as it alike the creativity process is an individual process, though it is similar to
ISD in that it can be seen as a more structured process with an end-to-be-achieved
(even though the outcome is unknown). As each step in each of the processes in-
cludes a creative element, the creativity process can be seen everywhere in the devel-
opment processes. Some of the “creativity” has been subjected to “engineering”, e.g.
manufacturing logical reasons behind the character’s motivation in the theatre pro-
duction. The notion of the “developer as a creative artist” can be an area of further
research.

The role of the audience is neglected and the aspect of a visit to the theatre as a social
event and as an adventure should be given more consideration in developing social
and socio-technical systems.

Adventure-based learning:

Separation Encounter Return | Reincorporation

Artistic creativity:

Preparation | Incubation | Illumination | Verification

Information system development:

Analysis Design | Implementation | Operation

Figure 29. Comparison between adventure-based learning, the creativity process and ISD.
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24 A NEW LOOK AT THE DEVELOPMENT PROCESS

This chapter suggests a new perspective in the study of the development of systems and
organizations.

24.1 Four core processes

In the first study I identified the core concepts of theatre production, its processes,
roles, etc, in the development of a process mainly intended for the development of
manual information systems. The four core processes in theatre production relates to
each other in this way:

r———-—-1 The
| Premise | playwright’s
1 | process

/The director’s ~-----}-_I

process

Manuscript

kThe audience’ process

Figure 30. The four core processes of Theatre productions

In every type of organization, these core processes exist, more or less explicitly:

e Someone must express a premise to begin with, and through this premise de-
fine the purpose of the organization (the playwright).

e Someone must manage the organization and lead the cast to the stated goal
(the director).

e Someone must perform the actions and activities needed to achieve the stated
goal (the actor).

e Someone must receive the result of those actions and activities (the audience).

In enterprises other than theatre productions, these roles are not always clearly de-
fined and delimited. Different individuals can in different situations within an or-
ganization play one or more roles from the core processes (as the playwright, the di-
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rector, the actor and the audience) and of course from the many other mostly sup-
porting processes.

24.2 Redefining the development process

A common view of the development process for information systems has been as a
sequential order of events, from the perception of the need for a new information
system, via the development process (which in itself need not be sequential), until
the information system is operational. When implemented and deployed the prod-
uct of the information system is obtained through interaction between the system
and its users. Those concepts have been seen as separate entities, individuals influ-
enced by the organization and the external environment taking part in the separate
processes of developing and using information systems (figure 31).

External Organi-

environ- »| zation
ment | l
N———

A

Y Y A 4

Stake- Developers Users
holders

\ 4 Y \ 4

Requirements Development Information
g Process »  System

Figure 31. A common view of information system development
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24.3 Information systems are development processes

The “premise” as both purpose and information is a promising concept for further
study as it may well be suited for use in situations for which standardized solutions
are not available. A system which can satisfy a need in an organization regardless of
previous systems or situations is more suited for an evolving and changing organiza-
tion in which new factors may emerge. The notion of theatre production as both a
development process and an information system gives a new perspective on the use
of static procedures within the organization.

From the acknowledgement of theatre production as a development process, in
which the actual knowledge or other results from the system is created only in the
minds of the individuals, another model emerges, better suited to the notion of de-
velopment processes as also being an information system in their own right (figure
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32). This model also takes into consideration that each individual using this system is
part of the development process itself as well as part of the information system. The
study of a folk high school emphasized that in a specific situation, each individual
can assume any of these core roles. Therefore we cannot divide the individuals in this
model into the separate roles, as they, the separate roles, should be seen as processes
within and between the individuals, rather than as separated processes as such.

ﬂ =28 External \

environ-
ment

Development Process/
Information System

Indivi- Indivi-
duals duals

y

N —

Figure 32.  Another view of information system development.

The creation of such a manual system must involve a readiness in the organization to
constantly question existing routines, as well as the existing purposes, goals, struc-
tures, etc. of the organization, to be able to determine the need for enhancement of
the knowledge, skills and competence existing within the organization. Repeated
“rehearsals” in which those concerned “improvise” on a relevant subject could be
used for this determination.

The organization must have knowledge of the real resources of the organization and
which “knowledgeable agents” are available within the organization, to put these
resources to work in a specific manual system. The organization must know where
the knowledge is available within the organization and be able to reallocate it for the
particular purpose at hand as well as being aware of other changes to and in the or-
ganization. We can see a resemblance between this approach and object-oriented sys-
tem development, despite a significant difference:

Instead of simulating the real world with computer-programmed objects and classes,
we can seek the responsibility for a specific task in the actual real, physical world. If
the organization lacks suitable agents for performing a specific task, we must obtain
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them in some way, either through acquiring them from outside the organization
(buying, hiring, etc) or through developing the agents within the organization (train-
ing, education, etc)

24.4 Organizations are information systems

An organization as a concept in modern research is mostly considered as a social
construction. As such, it only exists because a group of people agree upon its pur-
poses. No organization exists “in the wild”, but must stem from a purpose that the
parties in agreement can benefit from in some way.

There is no practical difference between the simple definition of “organization” as “a
group of persons formally joined together for some common interest” (Merriam-
Webster, 1998), and the definition of an “information system” as a system to process
information, since the organization must process information to be able to function.

It could be said that an information system is “used” by the organization, as a tool,
but in that case it’s rather a question of where the information system ends is then of
interest. What part of an organization does not process information when we include
the humans as parts of the information system?

The information system cannot be seen in isolation from the organization as the or-
ganization states the purpose and constitutes the context for the information system.
Computer-based systems can be suitable for many situations in which there is no
need for contextual knowledge, but it is probably in situations where they are un-
suitable that pure manual systems can be preferable, as more of the context can be
built into manual systems. An approach based on perspectives from theatre produc-
tion can be an effective means of communicating topical issues and increasing the
user’s knowledge and skills in a variety of contexts.

The notion of the theatre production as an “open” system places the system and the
process in a cultural context, not only within the organization, but also in relation to
current topics of interest to society outside the organization.

The significance of the impact of these topics on the individuals within the system is
appreciable and makes it necessary to expand the limits of the system.

As the development process could also be seen as the information system itself, even
the deconstruction and reconstruction of the plot and the characters have a signifi-
cant role in the solution of the problem to be solved, as it can reveal underlying fac-
tors, which in turn can explain the appearance of the perceived problem. In the
analysis of agents/characters, their existing, visible traits must be compared with the
traits found suitable for the fulfillment of the premise. The agents/characters can
subsequently be given new and supplementary traits to enable their resolution of any
new situation which may arise. Some kind of “rehearsals” should be considered, es-
pecially for manual systems, as manual systems build upon the premise that not eve-
rything can be codified.
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When dealing with manual systems, the three concepts of organization, information
system and development process must be seen as one entity because in this context
the same social contracts apply for the individuals, both as members of an organiza-
tion, developers of the system, and as elements of the system.

The purpose of an organization is to work toward the “common interest”, whether it
is a business or some other enterprise. If then the explicit purpose of the information
system is to support that purpose, the implicit purpose is the same as for the organi-
zation. The purpose of the development process in turn is to “develop” that informa-
tion system, which in turn makes the implicit purpose the same as for the organiza-
tion.

Taking this reasoning one step further, when the development is continuous, with no
explicit end, or when dealing with temporary organizations, the organization of
which is liquidated at the same time as the development process ends, the process is
as much part of the information system as other resources and elements.

Kontext Organization T E Development

System Process
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Figure 33. Another view on information system development

As humans can never replicate a specific performance exactly the next time a similar
situation occurs, all manual systems based on human to human interaction, must to
some degree be considered as “temporary” systems, as the interaction is not the
same the next time. In the development of manual information systems there is
greater overlap toward business process, organizational and human resource devel-
opment than in the development of computer-based systems
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25 THE FINAL SENTENTIAE

This chapter contains my final reflections on this study, what | think can be learned from
my research.

The characteristics of theatre productions can be summarized in three main points;

o the triplicity of a theatre production as a development process, an information
system and an organization at the same time;

o the integrated relations of context, developers and users, which in the folk high
school case leads to spontaneous changes and overlaps of development roles;

o the narrative and dramaturgical approach in the practical use of methods and
techniques.

These characteristics were confirmed to exist in the folk high school as well, which
implies that the theatre concepts can be used in many types of organizations with a
creative and social context, e.g. service organizations with great focus on interaction
with the customers, primarily the kind of purpose seeking systems I mentioned in
chapter 8.

A consequence of the triplicity of manual systems is that methods of developing and
improving such systems become equally much a question of system development,
organizational development, business process development and human resource
development. The scope of a development in these areas must be based on the prem-
ise of the organization/business, as that will be the guide to formulate premises for
the information systems and development processes.

Just as there are no pure open or closed systems, there are no pure hard or soft sys-
tems. Regardless of the purposes and activities of any information system, they con-
tain elements of both. Although Checkland claims that human activity systems can-
not be engineered, theatre shows that the image of humans can be engineered at least
to some degree, and that enacting that image gives more than just structure to the
information, as it still is humans enacting that image.

One issue emerging from this research is if the outcome of a system development
process can be predicted, or if it's even desirable for an outcome to be predictable, as
the context constantly changes. If the information system supports or enhances some
part of the organizational premise when it is deployed, it could be considered “good
enough”, but the context will always change; the external environment change, the
market change, technology change and people change.

The development process of an information systems never ends, it only changes from
the conscious processes of analysis, design and implementation, to an operations
phase where analysis, design and implementation occurs more spontaneous, affected
by the contexts as perceived by the individuals. Information system development
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should hence consider the human to human interaction as functional parts of the de-
velopment, recognizing not only users as users, but as characters enacted by complex
individuals, having roles and identities.

All participants in a manual information system become, at one point or another, the
playwright, director, actor and audience. We can then consider each specific inform-
ing situation as a creative adventure, with an unknown outcome as we will never
know the exact conception of the information at the receivers end. The information
system will also constantly change, at least in the perception of the users, as people
constantly change.

As the basic characteristic of manual information systems is human to human inter-
action, they are more closely associated with the concept of “informing systems”
than computer-based system, and then the need to relay “meaning” is more impor-
tant than the need to process data or information. In order to do this, semiotic and
psychological concerns override pure technical aspects.

For manual information systems, the goal of the development process should hence
be to create dynamic, flexible and reflective activities intended to convey the “prem-
ise” of the system rather than perform the processing of data and information. In or-
der to do so, the methods for forming these activities and events must have an “artis-
tic and creative” ingredient.

Most of the elements representing the mentioned concepts are present in some way
or other in all information system development, although not always consciously
used. The premise and other contextual elements guide how the participants in the
system interact, and can also suggest specific implementations of narrative and
dramaturgical elements to enhance the information, as they affect the perception of
the issues at hand (figure 34).

guides controls

Contextual
elements

\ 4 1 \ 4
- ; 1 .
Interacting affects perception 1 Narrative and ]

[ people J akes use of VL dramaturgical elements

Figure 34. Relations between the categories

Even if most of the concepts from the theatre have on the surface some counterparts
in traditional system development, the concepts from theatre production tend to go
deeper, as they are used not only as technical terms, but also having associated social
and psychological aspects, which must be considered further when information sys-
tem development in the future will be dealing with artistic engineering.
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APPENDICES

Words, words, words.

William Shakespeare: Hamlet, Act Il, Scene 2 (Shakespeare, 1980)
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1. RESPONDENTS IN THE THEATRE STUDY

Most of the respondents in the first empirical study - on Theatre Productions - had
experience from most areas of theatre work. The functions listed in table 13 are those
they had at the time of the interviews.

Table 13. Interviews made in the study of theatre productions

Respondent
Andrén, Sven

Bergqvist, Magnus

Billstrom, Christer

Ekstrom, Nilla

Eriksson, Mats

Fredman, Eva
Hintze, Soren
Lange, Jesper
Larsson, Einar

Lindgvist, Bernt

Lengstrand, Bjorn

Stderberg, Sten

Date
2003-08-01

2004-03-30
2004-04-20

2003-01-17

2002-11-04
2003-08-01

2004-04-14
2003-01-24
2004-04-05
2004-04-07

2003-06-02
2004-02-18

2003-03-24
2003-01-22

Function
Director

Administrative manager,
artistic manager, director

Lighting manager, lighting
designer

Producer

Administrative manager,
Production manager, pro-
ducer

Director, playwright

1:st lighting technician
Playwright

Playwright, scenographer

Administrative manager,
artistic manager, director,
actor

Production manager

Head of the lighting de-
partment

Theatre
Folkteatern besoker, Géteborg

Teater Vastmanland, Vasteras

Teater Vastmanland, Vasteras

Teater Vastmanland, Vasteras

Backa Teater, Goteborg

4:e Teatern, Vasteras
Stockholms Stadsteater
(freelance)

4:e Teatern, Vasteras

Smalands Musik och Teater, Jon-
koping

GOteborgs Stadsteater

Upsala Stadsteater
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2. RESPONDENTS AT THE FOLK HIGH SCHOOL

All of the staff of AFiG during my period of research has given input to my research
in one way or another. In some cases they have only participated through informal
conversations, e.g. in the staff office or on lunch breaks, but the formal interviews is
listed in table 14 with dates. Most of the teachers have also participated by letting me
make observations during their lectures.

Apart from the staff I also made interviews with some of the members of the execu-
tive board and a sample of pupils. I have chosen not to put them into the list, as they
otherwise could be singled out in the presentation of the empirical material.

Table 14. Staff of AFiG

Staff Date Function

Andergarden, Jane 2006-02-23 Teacher

Andersson, Anette Administrative staff
Axelsson, Jill 2006-01-17 Teacher

Bjursell, Theodor 2006-01-11 Teacher

Bogvist, Marja 2006-01-12 Teacher

Cannefors, Holger 2006-03-03 Teacher

Fingal, Kenet 2006-01-17 Teacher

Gobert, Margareta 2006-01-23 Teacher, counselor
Haglund, Carl-Gunnar 2006-01-13 Teacher

Hansson, Stellan 2005-05-03 Headmaster

Hedmark, Kristina 2006-02-21 Teacher, study counselor
Hermiz, Ishak Janitor

Johansson, Anna 2006-01-12 Teacher, librarian
Larsson, Bengt Janitor, IT maintenance
Lejhall, Jens 2006-02-23 Teacher, trainee

Linder, Magnus Teacher

Merimo Torres, Natalia Teacher

Moberg, Eva 2006-02-02 Teacher

Nyberg, Hans 2006-01-16 Teacher, IT responsibilities
Rashan, Saied 2006-02-10 Teacher, IT responsibilities
Safstrom, Britt Janitor

Samuelsson, Nils-Erik 2006-02-02 Teacher

Smith, Kristina Administrative staff
Tollnas, Claes 2006-01-16 Teacher, study counselor
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3. LIST OF MY PUBLICATIONS

Parts of this work have been published as separate articles and in other works of the
author. According to specific copyrights transferred to some of the organizations I
have to acknowledge them in works where the material occurs. In order to make the
list complete I also list below those publications where such copyright transfers ha-
ven't occurred.

Abelli, B., & Révay, P. (2004). To be or not to be Computer based. Proceedings of mi-
croCad International Conference 2004, Miskolc Hungary. pp. 1-8.

Abelli, B. (2004). Theatre Productions: A System Development Process. [licentiate thesis
no 30] Milardalen University Press.

Abelli, B. (2006). Enacting the e-Society. Proceedings of IADIS International Conference
on e-Society 2006. Dublin, Ireland.

Abelli, B. (2006). Directing and Enacting the Information System. Paper presented at the
15t International Conference on Information System Development 2006.Budapest,
Hungary.
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