PART IV HIDDEN COSTS AND HIDDERN PERFORMANCE OF METATHEATRE DYSFUNCTIONS

Chapter 4 Definitions and Examples

Here we collect together definitions developed thus far, and a few more we will need on our journey to make links between Metatheatre and hidden costs and untapped revenues. When characters are absent injured (physically or mentally), with turn over of characters, and when stage performances lack rehearsal and equipment, then the Metatheatre results in low productivity, and worse products and services. In addition, customers and investors get a confused image of what the organization is all about. 

These are the Hidden Costs and Unfulfilled Revenue areas of SEAM; these are symptoms of deeper root causes:

1. Absent characters in the performance cause other characters to assume rules; thereby their own work is not done, ore there is a ripple effect as still others are pulled off their jobs to do the work of those pulled away to rill in for someone who is absent. This in turn, can result in lower productivity, wasted resources, as people less skilled to do a job try to make do. It can mean moving higher paid cast members over to do work that can be down by less paid people.

2. Injured workers, either physically, or ones who are stressed and abused, will not be able to sustain professional work performances for too long. 

3. Turnover of characters means you have to spend money training replacements; there is less productivity during the learning curve.

4. Low quality products and services can have a myriad of root cause effects. 

5. Low Productivity can mean any of the SEPTET elements is not being attended to.

Table 3: Combining SEAM with SEPTET

	SEAM plus SEPTET

	1. Work Organization/Frames

2. Working Conditions/Themes
3. 3Cs/Dialogs
4. Training/Characters
5. Timing/Rhythms
6. Strategic/Plots

7. Socio-Economic Spectacles of concentrated and diffuse Metatheatre performance: costs and revenues


4.1 Definitions of Metatheatre terms

Metatheatre - a multiplicity of theatres (formal, informal, off and on stage) simultaneous in a TAMARA of sites; with starring and supporting cast of characters who (1) affect the quality of products and services, (2) enhance or lower productivity, and (3) constitute the concentrated and diffuse spectacles of theatrical performances experienced by employees, investors, customers and vendors.

Metascripts  - a multiplicity of scripts that define the field of actions, where strategies are plotted, rhythms find their time patters, characters get trained in their lines, and many feel con-scripted and imprisoned in their character roles and dialog; there are themes of working conditions for on and off stage performers, and some of the mindsets are incommensurate with other mindsets; a mess of directors, script editors, and characters learning and refusing their scripted lines compete for time on the center stage.

Antenarrating - Ante means bet and pre (comes before), and an antenarrative, is a bet of pre-narration, that a story can be narrated that will catch hold of the imagination of the masses. I view unfolding and emergent storylines as an antenarrative process, in which only a few full-blown narratives take flight to catch the public imagination through theatrical production, distribution, and consumption. Antenarratives are molecular elements to spectacle, arising before plots, characters, and frames are resolute.  Antenarrative dynamics includes the plurivocal (many voiced), polysemous (rich in multiple interpretations) and dispersed pre-narrations that interpenetrate wider social contexts. “In the postmodern world of storytelling organizations linear causality is a convenient fiction, an over-simplified narrative of complex antenarrative dynamics in which non-linearity (and that too is a fiction) reigns” (Boje, 2001: 94). Antenarratives are pre-narrative bets that chaos effects can be unleashed that are spectacular. 

Antenarratives have a complex relationship to spectacles. Viewed as theatrical performances, spectacles morph into and interweave with other spectacles; antenarratives are intertextual to spectacles. For example, antenarratives have a trajectory in Enron spectacles; in the Deleuzian sense, antenarratives take flight in and through a series of spectacles, yet also crack open and transform that series of spectacles.  My main point is that Enron theatre is a series of integrated and megaspectacles that have antenarrative roots and consequences. 

In sum, an antenarrative is defined then as a pre-story, but a special one, a 'bet' that some (pre) story can be crafted to provoke a transformation to history, context, and script our future (Boje, 2001).  The two contributions are related. Antenarratives feed upon spectacle content via Septet dramatic elements (see Act 1 Scene 7(. The value of the conceptual work is to lift the romantic veil of spectacle long enough to peek at the grotesque misery being back grounded. 

SEPTET Elements: Defining Terms (Brief demonstrations of SEAM tie ins).

1. Work Organization FRAMES - Frames are ideologies and mind-sets, realized in narratives and theatrics. The main frames of bureaucracy, quest for moving beyond bureaucracy, chaos/complexity options to bureaucracy, and postmodern alternatives to bureaucracy.  The Frames occur in hybrids, no matter the quest, or the infusion of chaos or postmodern terms, the organization grasps its bureaucracy like a deck chair on the Titanic. Frames compete for the center stage, and characters enroll to different ones, or play out different ones to various stakeholders. 
2. Working Conditions THEMES – There is no better theme analysis than the Freire’s (1970) thematic fans. Freire proposes a thematic methodology that future studies can adapt to the investigation of Enron spectacles.  Each spectacle is a “thematic universe” in what Freire (1970: 86) defines as a complex of “generative themes.” We can apply a Socratic Dialog to Working Conditions, resulting in explorations of the thematic fan of Root Causes, by noting the joint exploration by the Researcher Consultant and organizational actors. “What are the effects of this theme on other themes” “What are the causes of this theme?” (Which leads us like detectives to investigate other themes that fan out into entire networks of Root Cause relationships. The thematic facets of each fan are explored with questions about how people submerged in the reality of Working Conditions code and decode their material conditions, as well as their existential situation.  Freire (1970: 110) uses Aristotle’s theatrical (Poetics, 350 BCE) term to describe the method, the “Cathartic Force.”  For example in Santiago, Brazil Freire says a group of tenement residents discussed a scene theatrically: “showing a drunken man walking on the street and three young men conversing on the corner. The group participants comments that ‘the only one there who is productive and useful to his country is the souse who is returning home after working all day for low wages and who is worried about his family because he can’t take care of their needs. He is the only worker. He is a decent worker and a souse like us’.” In their theatrical analysis, the workers are dialoging with the researchers about cause and effect connections between the Working Condition themes of “low wages,” “feeling exploited, and their reaction of “getting drunk as a flight from reality, as an attempt to overcome the frustration of inaction, as an ultimately self-destructive solution” (p. 111). Yet, the worker is rated highly because he does not just stand on the corner and gab, he works. “After praising the drunkard, the participants [in the theme analysis] then identify themselves with him [the drunken worker], as workers who also drink—‘decent workers’.” Alcoholism, a substance addiction, is linked to the process addiction, ‘exploitation of workers by sweatshop management’ in a situation of oppression; workers struggle to overcome their alienation of their Working Conditions.  It is the unchanging motif of global corporations with fashionable logos (GAP, Wal-Mart, Adidas, etc.) to subcontract to Third World sweatshops, and become multinational corporate obstacles to humanization through their Supply Chain contracting. This in the thematic fan investigation of Root Cause and Root Effect, there is a dialogical pedagogy, of decoding the branches of thematic fans. Listening to their tape recordings and reviewing their verbatim field nots of the their sessions with the workers, psychologists, sociologists, and economist researcher-interveners use the methodology of listing themes and classifying them according to various social sciences (Freire, 1970: 113).  We call the networking of theme fans in Root Cause and Effect charts, an “intertextuality” (Boje, 2001a) investigation (Freire, 1970: 114) uses the alternative term of “hinged themes” with connections between two themes). Intertextuality is defined as the distribution and production of utterances that refer one text theme to another. Theme Analysis is the tracing of thematic fans, as they split and branch intertextually in our search for the fundamental nuclei, with the most cause and effect arrows, which we call the “Root Causes” of more partial themes. Theme Analysis is a dialectical decoding and re-coding process to get a holistic graphic image of the theme fan and branch process. After the thematics has been codified and graphically prepared, the SEAM team feeds script transcript quotes back to participants in the Mirror Effect intervention.  This is a time when researchers and participants read the Metascript examples collected in the investigative sessions back to the stakeholders. “Some themes or nuclei may be presented by means of brief [theatric] demonstrations, containing the [main Root Cause] theme only [but] no ‘solutions’!” (Freire, 1970: 116).

Figure 1: Root Cause and Effect Chart
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In the Root Cause and Effect chart (Figure 1), the “Lack of Business Plan” is the main root cause (the nuclei theme with the most cause and effect arrows). 

3. 3C’s DIALOG – In the Dialogic interviews with participants, researcher-consultants discuss “What other themes would we discuss besides the Working Conditions?”  One theme is the C’s (communication-coordination-cooperation). Dialog for Aristotle is persuasion (Rhetoric, 350 BCE). Leaders do bear responsibility for coordination; at other times all members are responsible (same for the other C’s). Leaders, such as President Bush, have dialog, speech and rhetoric coaches and trainers. For example, former president Reagan used queue cards, where his lines on a topic where written out for him by staff members.  Former president Clinton held fireside chats using more impromptu dialogic style. Organizations can be decidedly anti-dialogic, where only the top executives speak for everyone else; others pride themselves on a more democratic dialog. In the Dialogic interviews, the exploration of Root causes and Root effects of each theme begins a change process, an education of the executives, managers, and workers in mapping root causes and effects. Effective dialog is persuasive, can mix appeals to emotion (passion) with logic (rationality, even forensic factuality). People get so busy they forget to dialog, which can result in unresolved and widespread conflict accumulations; conflicts break out and can no longer be contained by dialog. 
4. Training CHARACTERS – Organizations are an ever-changing cast of characters. Characters at all levels are being trained and retrained to play changing roles, to reflect shifts in economic and social situations of the firm’s environment. Some characters never play roles on the official corporate stages; they may have supporting roles or play support roles off stage to keep the stars’ performances stellar. Characters use dialog, express themes and plats, and all the SEPTET elements. Some characters wear many hats and play multiple character roles, each to a different stakeholder audience. The cast of characters, without training and retraining gets out of phase with the contextual needs of customers, markets, and the fluctuations of the economy.  Without attention to this SEPTET element, more costly characters play roles and do jobs that could be done by less expensive characters; some characters are over trained and over-educated for the roles they end up performing. Often this is lack of delegation, whose hidden costs and untapped revenue potential can be calculated. For example, if an $100,000 a year executive is doing the work of his or her manager, who makes $60,000, you can figure out the per hour salary of each, then multiply the number of hours one spends doing the others’ work.  Then figure out how many lost sales, and the value of each (use an estimator of the sales per hour to big clients that the executive could be adding to revenue if he or she was trained in delegation skills). There are other associated costs and revenue potential.  For example, while the executive is doing someone else’s job, he or she is not available to work on division projects, which creates backlog and logjam effects (with mega costs and lost revenue potential that can be audited and estimated). 
5. Timing RHYTHMS – Rhythm is defined here, as the interaction of order and chaos, flowing, symmetry and asymmetry, improvisation and repetitive recurring patterns. Rhythm can be (1) seasonal, cyclical, periodic; (2) linear, with sequential alterations and durations; (3) display patterns that are more chaotic.  The study of rhythm would now include self-organizing systems, improv, chaos, and complexity theories of spectacle organizing. People can spend time working of things that affect the rhythms of the work and information flows, and other time working on things that make the rhythms more chaotic to manage. Rhythm is most associated with time but affects all the SEAM social dysfunctions. Rhythms can be self-organizing (e.g. market variations in demand can affect work flow fluctuations can be out of phase with communication systems). In agriculture rhythms are seasonal and more natured (organic). In work organizations, rhythms are tied to markets and to the fad and fashion interests of customers (and by ads in spectacles). Each Metatheatre has its own rhythm. There can be a steady stream of quests to change the work organization, and a predictable pace of rescripting characters and their scripts to better-fit economic rhythms. More often the rhythm of the firm is out of pitch with its more turbulent environment; or the political games of executive take center stage so the firm plays to that rhythm rather than attending to its market patterns. Innovations and reforms can be just in time, or miss their window of opportunity. The metatheatre rhythms try to pattern in response to the market, but can also shape the rhythm of the economy (build customer demand through spectacle; but out competitors to stabilize market share, etc.). 
6. Strategic PLOTS – There are multiple plots, and people subscribe to different ones; some are implemented, most are not. Plots are strategic plans, part of the narrative (and we think theatrical) strategy of the firms (Barry & Elmes, 1997). Plots are defined as the grasping together of characters, actions, rhythms, themes and frames, with dialog that affect the organization in the spectacle of Metatheatre. Some plots are strategic plans to real-ize and fit the Social to the Economic context. Other plots do not real-ize; they come and go without any changes to social or economic. Some strategies are romantic visions of CEOs leading their corporations on journeys into the turbulent marketplace to bring back the bane (more profits). Others are more comedic experiences, and some are satirical and tragic (e.g. the collapse of Enron has been described as a tragic plot). Comedy, romance, tragedy and irony are useful applications of theatre to organizations, but we have something else in mind.  We are interested in the pattern of relations between plots, what we call “inter-plot,” and is known more widely as “intertextuality” (Boje, 2001a). We assume the organization has many plots, some central, and others on the margins, some new ones and collective memory of ghosts of prior plots.  
7. Socio-Economic SPECTACLES – “The spectacle is the moment when the commodity has attained the total occupation of social life” (Debord, 1967: #42).  There are four spectacle types combining in organizations: (1) concentrated (internalized), (2) diffuse (externalizing), (3) integrated (concentrated + diffuse), and (4) megaspectacle (scandals dancing on the public stage). Spectacles are composed of the first six of the SEPTET elements of Metatheatre; Aristotle (350 BCE) thought spectacle (the 7th element) the least important element of theatre; spectacle in the 21st century is the most important, and has fused together the first six SEPTET elements. 21st century spectacles are rescripting Nature herself into Biotech changes to her DNA, crossing human, plant, and animal into some strange Frankenfoods. What Natural space is no longer administered and organized to be part of the Entertainment economy or rescripted to replace natural environment with simulations of how manicured we want it to be. Debord (1967) believes we all inhabit the Society of the Spectacle, unable to find non-spectacle spaces; our cities have become concentrated spectacles; with globalization corporate spectacles diffuse to cities around the world; TV and computers make virtual mediums part of spectacle distribution. To the Bureaucracy, for example, is the most concentrated spectacle (e.g. McDonalds is a concentrated spectacle); its character dialog is highly scripted, the time rhythms are mechanistic and robotic, its frames and themes are less polyphonic (i.e. it is mono-voiced, rather than many-voiced).  TAMARA networks of simultaneous theatre on many stages is less concentrated, but never un-concentrated; TAMARA has more polyphonic SEPTET elements. Organization’s with more concentrated spectacles can diffuse across the marketplace niches, and play to a variety of customers and vendors on more global stages (e.g. McDonalds’ concentrated spectacle diffuses in replication to cities around the globe; its Ronald and Golden Arches images also replicate).  Concentrated spectacles may be more or less integrated (synergistically, as in Disney toys featured in cartoons, becoming theme park rides). Transorganizational networking (e.g. Disney toys and images distributed in McDonalds chain) is an example of integrated spectacle. Few spaces on the planet are left, which are not some kind of concentrated, diffuse, or integrated spectacle stages on which customers are recruited into character roles.  To the first three spectacles (concentrated, diffuse, & integrated) Best and Kellner (2001) added a 4th, the Megaspectacle. Corporate scandals are megaspectacles, media events that become popular culture and mass entertainment. Megaspectacles, such as Enron morph beyond their concentrated, diffuse and integrated spectacles; Enron scandals become popular culture E-dialog (Star Wars and Jurassic Park partnership terms), frames about greed and hubris, working condition themes of Machiavellian power games, plots to shift E-strategy between Skilling (Vader) and Mark (the Shark), characters (e.g. Skilling and Mark) that trained their troops to battle for the corporate center stage, and these spectacles integrating, until the hollowed shell of the financial masquerade collapsed from within, leaving a façade worth $50 billion less than its $70 billion drama. Enron’s megaspectacle scandals became popular culture jokes, cartoons, and the Enron characters (Skilling, Lay, Mark, Fastow, and Watkins) became popular culture heroes and villains.  In critical review, we see the hidden costs and falsified revenues, that Enron was an accumulation of spectacle performances that left city pension funds and private investors wondering how they could have believed it all. In sum, not just Enron, but all organizations produce and distribute spectacles for our mass consumption. 
4.2 Examples of Metatheatre

A set of examples follow about the relations between SEPTET elements, just reviewed, and SEAM method which show as well the interaction of Metascript and Metatheatre. 

4.3 Root Cause Theatre

Seventeen years ago a SEAM student at ISEOR produced a play about Root Causes. His name is Michele Fustier; we are searching for the original script, but like your scripts in your organization, this one has been filed away, and some dim memory of its dialog and frames remains. Like you, we recreate from faulty collective memory our rendition of an original we no longer possess.

Manager: Fred, I need your help to find the root causes of these production quality problems?

Fred: I am just a worker. You have many engineers, planners, and consultants with Ph.D.’s to answer that one. 

Manager: Yes, but I am told by our seam consultants that you know where the dysfunctions are to be found, and you could tell me all about them. Do you know where the root causes are buried? 

Fred: Let’s say I do; what’s in it for me?

Manager: Better company performance, the pride of working for a surviving and thriving firm.

Fred: You have planners, people working on quality control, inspectors of quality and hoards of accountants; they are paid the big dollars, much more than me. 

Manager: Yes, but you know how the work is done; I empower you to tell me.

Fred: Empower, there’s a fine word. You empower me to hand you my knowledge of root causes so you can find those untapped revenue ideas I have been hearing about; what’s in it for me?  I tell you and there are fewer jobs, and plenty of us will have no job at all.

Manager: Suppose you and I make an agreement; you tell me where the root causes are of our poor quality and low productivity, and I will not lay you off?

Fred: And my work mates? What if what I say to you leads to layoffs?

Manager: OK, I agree, but only if the costs can be contained and new revenues generated to make the company more than it is now.

Fred: What do you mean by root causes and hidden revenues?  

Manager: You attended the training. You know.

Fred: If I tell you where to find the root causes, will you promise not to retaliate?

Manager: I agree.

Fred: One root cause is standing before me. 

Manager: Me?

Fred: You designed the work process; it is perfectly designed to get the low productivity and quality deficiencies we see around us. 

Manager: Hey, it was not I; the process planners and engineers now retired, and that VP of quality, you know what’s his name, the one who left two years ago?  I was not hired yet.

Fred: You asked me to tell you the root cause, and you point to everyone else. You are the one I go to get signatures before I can do anything. If a box of parts comes in, and the job is waiting, I have to stop the work, and wait to get your signature. Some days you are in meetings most of the day; Friday you were at a quality planning retreat. So the parts came in, but we could not get them off the inspection dock, until we had your signature. Is that a hidden cost?

Manager: It is. But, I am not gone all that often. I’m here now.

Fred: Sign this. Waiting for your signature cost us lots of manhours.

Manager: What did it cost?

Fred: Let’s see, I get $8.40 an hour, Bill gets 7.60 and Ellen $6.25; so that adds up to $22.25.  But there are other hidden costs. Sue, our packer, workers for two units, so we need to separate out her cost; so half of her $5.80 is $2.90.  That added to the rest is $25.15.

Manager: How often does this signature delay happen?

Fred: Let me think. I’d say five hours this week, but the week is not over yet. I’d say ten hours per week.

Manager: That’s $250.15 each week. So go to my assistant and get her signature.

Fred: Sometimes we do, but a lot of times, she is in a meeting or assisting someone else. 

Manager: Then you sign it.

Fred: Will you pay me the $250.15 I save the company each week?

Manager: No, I cannot do that.

Fred: You want me to do part of your job for the same money? I have to get back to work, this conversation is costing the company $25.15 an hour. 

Manager: Let’s negotiate. What if I pay you $20 dollars more per week for doing signatures?

Fred: $25 would be better.

Manager: OK, $25. 

Fred: Helps me, but not the crew. If I ask Ellen and the others to find root causes, will you pay them any more?

Manager: Depends on what they find. 

Fred: If the crew does all your work, will you be laid off?

Manager: Naw, I’ll take all the credit for finding the root causes; I’ll be promoted. That’s how it works around here.

Next, we apply the Table 3 SEAM/SEPTET elements to several examples.

4.4 McDonalds Metatheatre 
McTheatre is powerful persuasion. McDonald's has married postindustrial factory, supply, and distribution chain methods with a postmortem consumerism.  McTheatre is interplay of routinized technology (in restaurants and slaughterhouses), spectacular advertising and socialization forces of theatrics to keep our focus on the front stage instead of the back. Activists around the world increasingly resist McDonalds’ Metatheatre; McD, they say, is capitalism at its worst (agribusiness displacing family farms; corporate culture resisting worker rights and hostile to minimum wage laws; financing franchises with small business loans and US government subsidies to teach job skills to the poor). McD has all the SEAM/SEPTET elements.

4.4.1 Work Organization/Frames – Millions of customers and employees of McTheatre each year are not just consuming and producing the theatre of fast food; they absorb an ideology of pure dogma (preaching free choice, individualism, democracy, and globalism) while resisting attempts to reform labor and meat-processing practices.  This is a massive theatrical façade of science, efficiency and technology framed with dialog about free market principles.  The work organization (narrative/theatrical) frame of McD is Max Weber’s bureaucracy with concentrated dimensions of efficiency, calculability, predictability, and control through nonhuman technology (Ritzer, 2000: 11-14). “Weber’s metaphor of an iron cage or rationalization communicates a sense of coldness, hardness, and great discomfort” (Ritzer, 2000: 200). There are many hidden costs to the Weberian bureaucratic frame. It costs less to make a sandwich at home; it has more nutritional value, and consumers as well as employees are rebelling. Consumers are organizing slow food associations. 
4.4.2 Working Conditions/Themes – McDonald's is the role model of Karl Marx's surplus value, wealth-extraction machine, where low paid workers in a system of Taylorism make franchise owners wealthy.  With a high turnover rate of mostly teenagers, the short-term workers do not accrue many benefits, and do not stay around to organize for worker democracy. No unions is a McDonalds motto; preferring to close any franchise that attempts it. There are themes of oppression. First, the scripts make teens into robots, and managers into robotic managers, and customers taught their lines from Saturday cartoon shows.  Second, while predictable, fast food for many consumers is without style or taste. Third, wages in cities, whole more than rural areas – are barely above minimum wages (except in cities with teenage labor shortages). Fourth, the working conditions at McD are bureaucratic scripts of concentrated oppression.  No detail is too trivial to fall outside the constraints of the script.  This includes the makeup, costume, hair length, facial hair, and body jewelry.

4.4.3 3Cs/Dialogs  - Dialogs between workers, managers, and customers are highly scripted. Corporate headquarters’ staff and consultants in focus groups work out dialog changes.  The marketing dialog is scribed onto banners, posters, and packaging. There are hidden costs to over-scripted dialog.  McDonald's is a terrifyingly Robotic Theatre, with characters saying the same dialog lines, following the same monotonous script, day in and day out, until employees (and customers) have no mind and no creative instinct.  Scripted interactions feels equally comfortable and safe to customers, who do not have to think about how to respond to worker comments that are not in the script of the polite ritual greetings.  On the negative side, scripted interaction between customers and workers numbs the body, mind and soul.  Workers suppress their real self to embrace a new self, a McIdentity (Ritzer, 2000: 91); it's smile or be fired.

4.4.4 Training/Characters – Ronald McDonald is the staring character. Teenage workers play supporting roles. Corporations adopt or develop metascripts back stage; the verbal (language) and non​verbal (gestures) acts and texts that portray their version of the corporate story to the public are oftentimes rehearsed, and on stage performances are reviewed in guarded passageways, behind closed doors.  Managers at McDonald's behave predictably, their lines, movements, and performances are just as routinized, controlled, and predictable in McManagement. There are costs. Colleges and universities are embracing the same predictability, control, and standardization of 'Burger University,' and are becoming 'McUniversity.'

4.4.5 Timing/Rhythms – Regional and Ethnic distinctions are disappearing from American cooking. Timing of the fast food process follows automated steps in a series of alarms to control time and motion. The rhythm of McD has diffused by imitation into the rhythm of hoards of other fast food chains, and into industries such as real estate, car rentals, shoe stores, and tax preparation. All manner of business is seeking to replicate the McDonalds rhythm. Since WWII, McDonaldization has changed consumers' eating habits from slow to fast.  

4.4.6 Strategic/Plots – The strategic plot of McD is to hook the children early into fast food McToy addicts. Schlosser (2000) calls the spread of McDonaldization “Fast Food Nation,” soon to be Fast Food World.  The McDonald brothers (Richard & Maurice) set out to be entrepreneurs, not role models of predatory capitalism, not authors of a tragic script for low skill, low pay, and monotonous work. The world costs of the McD plots are an ecological tragedy of deforestation, desertification, and the proliferation of factory slaughterhouses to supply the chicken and beef needed in McD consumption. 

4.4.7 Socio-Economic Spectacles – We do not know who grows our food, who slaughters our cows and chickens; we only know the spectacle, the jingo ads and Ronald. Ronald is a shimmering diversion, a character of McTheatre whose banalization dominates societies the world over. As McTheatre is imitated and multiplies across countless service industries, our free consumer choice is between one role, product, or service within the competing McTheatres. The mechanistic Theatre is so scripted, the setting so stylized, it becomes a formula, a globally predictable product, service, and experience of work and consumption in a uniform industry.  Contrast Ronald McDonald's as a corporate theatrics, jester, with the carnivalesque personality, in the Theatre and dramaturgy staged by Jos6 Bové.  Bovémania, an alliance of farmers, consumers, and ecologists is spreading around the world, as more people resist biotech agribusiness, GMO, and junk food with festive and carnivalesque theatrics. McLibel is a legal farce, a play reenacting the plot of David and Goliath.  The live performance closed in London on June 19 1997, but the web versions (McLibel Two) rerun still.  McDonald's spent 15 million dollars defending its corporate face against a pair of anarchists, vegetarian militants of London Greenpeace, with a combined income, under $12 thousand, who passed out a leaflet, titled, "What's wrong with McDonald's?" (with the sub-title “Everything they don’t want you to know” (Morris & Steel, 1993).
4.5 Disney Metatheatre

Disney's Theatres of Capitalism is production, distribution, and consumption is a key player on the global stage of western capitalism.  Disney has its official theatres: theme parks in several nations, the Disney Channel, ABC TV, Disney Stores, and contracts with toy and garment factory supply chains. The Walt Disney Company is Theatre of Capitalism, par excellence. Disney is diffuse spectacle in its spreading phantasmagoria, being replicated the world over, not just in exporting Disney Theme Parks to Japan or Europe, but also in the way that many cities, airports, and suburbs are becoming theme parks.  

4.5.1 Work Organization/Frames - We are being Disneyfied.Disney is a hybrid of narrative/theatrical frames that include modern, late modern, and some postmodern ideological mindsets. It also includes a mix of Midwestern family values, R-Rated Touchstone movies, and Diseneyfication. Disneyfication is defined as the conduct of business and consumption in such a way that the "real world" is becoming more and more like a theme park
4.5.2 Working Conditions/Themes – Disneyland is a modernist Theatre-machine where people pay to stand in lines and ride on conveyor belts and wheeled carts that follow prescribed cycle times as they view in storyboard sequence particular images of small town, turn-of-​the-century, Middle America, and walk or ride between movie sets and corporate exhibits.  Disney pays off big for executive compensation, but is cheap when it comes to pay not only in garment factories in Third World nations.  In the U.S., Walt Disney opened his own animation and art schools on studio grounds to attract enough low-wage apprentices to keep the cost of production to an absolute minimum.  The theme parks keep pay to a minimum, by recruiting students on college campuses who want a line on their resume in return for minimum wage. Walt used the corporate-family theatrical script to contest unionization.  For example, on May 29, 1941, 293 employees went on strike.  The Disney studio's public image as "one big happy, harmonious family" was shattered by 1,000 picketers and pursued by media stories of dysfunction: unfair salaries, poor work conditions, and a parochial code of behavior.  Walt's employees were growing increasingly skeptical of the family metaphor: Walt was the paternal parent-CEO, women were the “girls" and cartoonists and joke writers the "boys”; Family members worked all hours of the day and night for their paternalistic hero. The Disney is Family theme, was transformed into the Disney is Theatre theme. .  In the Theatre metaphor you "perform in the show" (not work), employees are "cast members" (not employees), "wearing costumes" (not uniforms), playing their "roles" (not jobs) to “guests" (not consumers) for "box office concerns" requiring a "smile and a clean looking haircut." In contrast, the "family" metaphor highlighted the "concerned parent" (not an executive) who "takes care of the children" (not the employees), as well as the "brothers and sisters" (not departments or divisions). As Disney globalized, not everyone was smiling.  French women employed by Disney were infuriated by the dress code stating that "appropriate undergarments be worn at all times, without transparent, wild colors, or fancy designs" and that "Skirts must be 4 cm above the knee" (Van Maanen, 1992: 27).  As chief executive officer of Walt Disney, Michael Eisner earned $203 million from salary and stock options in 1993, which amounts to $97,600 per hour.  In 1996, Michael Eisner's salary amounted to $8.7 million, plus an additional $181 million in stock options.  This brought his total compensation of 1996 to over $189.7 million, or $101,000 an hour.  By 1998, Eisner was pulling down $576 million a year (Goozner, 2001).  Compare this to a Haitian worker producing Disney's popular Pocahontas doll for eleven cents an hour, which is half of Haiti's pitifully impoverished minimum wage (National Labor Relations, 1997, National Labor Committee, 2000).  

4.5.3 3Cs/Dialogs  - Disney dialog, as described above, transformed from family to theatre words and themes. Disney workers are called "actors" and “cast members” who perform live on "stage" always dressed in "costume" putting on the "show."
4.5.4 Training/Characters – Disney University is a place where business executives, seek to imitate Walt Disney's empire building, to follow the American entrepreneurial dream for Kansas City cartoonist to empire builder.  Global Disneyfication has colonized not only corporate and consumer spaces, but education is becoming entertainment.  Making our universities into Disneyland turns education into edutainment.  

4.5.5 Timing/Rhythms – Disney Theatre is for many guests, a festive stage with music shows and cartoon costumed-characters, as well as a very safe and tame place to play games of carnival with relatively safe risk. This is not always a happy synergy.  Disney is also being boycotted by religious groups: Catholic League, several Baptist and Charismatic groups, Church of God of Cleveland, Tennessee, Assemblies of God, The International Church of the Foursquare Gospel and The Presbyterian Church in America.  Disney products are perceived as violating church doctrine and fundamentalist ethics. The rhythm of commerce for Disney is getting harder to manager; chaos is everywhere. As the number of groups boycotting Disney increases, Disney is not able to make a move in its global corporate empire without drawing itself into yet another controversy.  The rhythms, instead of snyergizing into more Disney revenues, are becoming self-organizing and chaotic. For example, Disney is being boycotted by anti-homosexual groups, a kind of "Gay McCarthyism." First, Disney extended company benefits to the same-sex partners of its homosexual employees.  Second Disney hosts an annual Gay and Lesbian day celebration at the Magic Kingdom.  Third, Disney books (Hyperion Press), movies (Touchstone & Miramax), animated moves (in "The Little Mermaid" a scene depicts a priest becoming noticeably aroused while presiding over a wedding), and TV (ABC) has more gay and lesbian characters than its rivals. Disney has become such complex Theatres of Capitalism, that it manages to offend almost every cultural group, thereby offsetting the exploitative effect of synergy.  Disney theatrics, the synergy of different Theatres for different audiences is increasingly hard to manage.  

4.5.6 Strategic/Plots – Disney strategic plots are being resisted. For example, there is an estranged relationship between Theatres of Capitalism and Nature.  Disneyfication presumes Nature can be improved upon with clever technology, robotic animals, trees with vinyl leaves, etc.  Some people are not ready to turn every State Park and every work of Nature into a theme park. For example, environmental groups decided to protest a Disney $800 million wildlife park in Florida, while another group complained there were not as many animals as they expected if this was Africa.  Disney Metatheatre, as a social and economic system, is in a constant state of change and increasing in complexification.  

4.5.7 Socio-Economic Spectacles – Disney has concentrated, diffuse, and integrated spectacles. Disney is family is a version of concentrated spectacle, a system of oppression.  Disney’s concentrated spectacle diffuses globally. Its more diffused spectacle meshes fragmentation and specialization in the global economy. As Disney is exported to the world, Disney becomes the universal standard for business. Disney reaches into every nook and cranny (Debord, 1967: #64). Disney appropriates both spectacle and carnival, harnessing them to the surplus-value creating machine. EuroDisney, has its special French touches, such as admission of the national origins of the various European children's stories used as themes, but what is more interesting is how the Europeans have resisted Disney managerial controls.  Europeans do not like fast-​food restaurants with tables and chairs bolted to the floor.  There is competition to the Disney spectacles; Increasingly families who attend theme parks, spend as much or more time and money in resort hotels adjacent to the parks; many kids, after seeing Mickey and taking a few rides, just want to splash in the hotel pool.  Global Disneyfication is being resisted;  the new revolution in the Theatrics of Capitalism, where networks of a diverse product manufacturing, sweatshop subcontracting, television, movie, video, book, music, etc. form transorganizational centers, becoming a world of theme parks.  As Disneyfication takes a global stage, and as imitators emerge, there is a strange colonization of the kinds of Theatre performed by corporations on the global stage.  Our domestic lives, work lives, and social lives are increasingly theatrical.  
4.6 Enron Metatheatre

Enron is financial Metatheatre. Enron rescripted its utility and pipeline merger of 1986 into a trading company, buying and selling electricity, natural gas, water, fiber optics, and even betting on the weather. Enron’s concentrated spectacles of energy trading diffused globally as Enron became the poster boy of deregulation and the New Economy.  Enron’s integrated spectacles collapsed, leaving a façade emptied of its assets, and a megaspectacle that still unfolds as everyone blames everyone, and E-words and E-jokes become the dialog of popular culture. 

4.6.1 Work Organization/Frames – Enron narrative/theatrical frames migrated from the mindsets of bureaucratic utility and pipeline companies (i.e. the 1986 merger) into virtuality, complete with trading floors, where the investors could put their money down on the Wheel of Fortune. Two mindsets dominated Enron for over a decade. One was typified in the character, “Mark the Shark,” a nickname for Rebecca Mark. Rebecca Mark (Mark the Shark) is described as “blond and tall and tone, she was sleek and fast and know how to bite” (Peraino, Murr and Gesalman (2002: 24). The second was “Darth Vader,” a nickname cultivated by Jeffrey Skilling. The two frames contested one another, each attracting recruits, and for many years, both were quite profitable. Mark the Shark dashed about the globe purchasing and building utilities and pipelines.  Skilling became known as Darth Vader; he stayed in Dallas, preferring the virtual domain of his trading floors; Skilling detested hard assets, preferring the liquid ones that could be invested in virtual stakes. Skilling took charge of Enron’s trading operation in 1990, and became Enron’s CEO on Feb 12, 2001 until he resigned August 12, 2001.  In sum, Enron became the wizard of organizational transformation, reinventing utility industries into global energy traders. 

4.6.2 Working Conditions/Themes – Working condition themes at Enron include greed and hubris.  The starting salary was around $80,000, with another $20,000 in signing bonus. Recruits knew enough to lease an “obligatory Porsche Boxster,” and never move to a Houston suburb; “Enron people didn’t live in far-flung suburbs. Enron built a corporate support system, with a concierge to pick up dry cleaning, shine shoes, clean their lofts, personal trainers and a gym to work out, and massages available from seven A.M. to ten at night (Swartz, 2002: 2). Every convenience was provided to keep associates working 24/7. And every motivation: there were no caps on bonuses, so in a year or two, associates could earn million dollar bonuses. Since being younger, aggressive, fit and firm, Ivy League, loft-dwellers who embraced the workaholic, bonded the new associates in their get rich quick life style, only one reward remained to be designed into Enron’s new corporate culture. To give it that “sex-drenched” and “out-of-control” atmosphere where executives traded in wives for younger models and associates and a few executives whooped it up in the strip clubs of Houston. 

Enron became the dark side of Force, the fear and paranoia culture of Star War’s Empire. There was no trust or loyalty among the associates. Associates were rewarded for making short-term quick profits with enormous returns on investment. Associates with weak numbers were forced out. The rank-and-yank performance review sessions, replacing 15% of the associates each year. 

Enron was quite con-scripting.  Skilling also had FBI and CIA operatives spy on associates, monitoring their email, looking for Enron secrets traded to competitors.

Enron themes are an antenarrative plurality, where themes are generated, transformed, and dissolved (Boje, 2001a). The antenarrative quality of themes is that they are not isolated, but are intertextually connected, dynamic, interpenetrating and rich in dialectic contradiction. The thematic fan of Enron spectacles range from greed, deception, arrogance, cronyism, influence-peddling, insider trading to whistle blowing and current reforms to the game of capitalism. A highly significant theme is Enron 401 (k) pensions: Enron and many State pension employees had a preponderance of Enron stock in their 401(k) retirement plans. At Enron, employees under 50 were unable to sell stock given them at a time when Enron stock plummeted, reducing large retirement funds to nothing. 
4.6.3 3Cs/Dialogs  - Enron dialog was ripe with terms from Star Wars and Jurassic Park, names of the off-the-balance-sheet partnerships like Jedi I and II;  JEDI, as in Jedi knight, stands for Joint Energy Development Investments; then there is Chewco Investments-as in Chewbacca the Wookiee; Condor and Raptor are deal names inspired by Jurassic Park.  Enron hid its debt in a network 2832 offshore companies; the network allowed Enron to evade taxes in four of the last five years.
After the collapse, dialog erupted as the rhetoric of accounting and speeches about tightening accounting rules and finding more responsible corporate board members, proliferated. Enronites, Enronitis, and being En-roned are part of the popular discourse. To “Enronize” means to hide fiscal shortcomings with creative accounting. An “Enronic” is a seemingly invincible person who goes down in flames. “Enronica” is the name given to E-bay items being sold as souvenirs. “Enrontia” is a burning desire to shred things. “Enronomania” is political scandal and economic fallout. “Enrontropy” is the principle that a corporation's greed is directly proportional to how many lives its failure would ruin (items adapted from Zielbauer, 2002). 

The letter “E” becomes a code word for scandal that sells as entertainment.  Fittingly their corporate headquarters has a crooked "E" attached to it.
4.6.4 Training/Characters – Corporations from McDonalds to Disney, Nike to Enron, are literally theatrical. Each executive directs and often stars in corporate theatre, presenting a managed-image to employees and public. Before its collapse, Enron accomplished mass illusion through its spectacle theatrics. Characters were recruited for Enron roles from Harvard and Stanford MBA and Finance programs.  They were trained in their character roles, to be Skilling’s “Mighty Man Force.” In their hero worship, they wanted to be super rich, like Ken Lay and Jeffrey Skilling. Enron recruiters looked for high-risk takers, people willing to be high rollers. Once recruited the MBAs on the trading floors, went on adventure expeditions, such a 4-wheeling in Baja. The Enron headquarters recruits dubbed their corporate culture socialization process, “Enronizing.” “Family time? Quality of life? Forget it. Anybody who did not embrace the elbows-out culture ‘didn’t get it.’  

Darth Vader rules Empire like one of Machiavelli’s Princes. “One executive bought a copy of Machiavelli's book "The Prince" to understand Mr. Skilling's ways… The executive said one passage in particular described Mr. Skilling well: ‘It is much safer to be feared than loved, when, of the two, either must be dispensed with’” (Schwartz, 2002: 1). 

4.6.5 Timing/Rhythms – The rise of Enron was an experimentation of alternative rhythms. And there was a good deal of improvisation by Enron, Anderson, and entities such as Raptor and Condor. Enron can be said to possess a rhythmic profile, a hybridity of repetitive, complex, and chaotic rhythms. There is also rhythmic succession, moving from simple to more complex rhythmic profiles (morphing from utility company to energy trader). The rise, collapse, and aftermath of Enron spectacles has its own rhythm. Enron and Arthur Anderson shook the reputation of Wall Street, the accounting profession, deregulation in the energy industry, Whitehouse and Congress, if not the entire discourse of American capitalism. On January 10, when Bush officials revealed that Enron had sought its help, Philip M. Schiliro, top aide to Rep. Henry A. Waxman, D-CA, is quoted as saying, "This is the perfect storm," something the democrats need to counter Bush administration popularity (Cohen, Victor, & Baumann, 2002).

The Enron rhythm got out of step with financial markets. The wheel of fortune that had produced only winners began to deal out only losers. In 2000 creating new markets and transforming old ones became risky business. Enron Online began as a success, but then faltered. The new broadband business looked promising but then the bottom fell out of the bandwidth industry.  Blockbuster was     going to be the Pizza Hut of video rentals with home delivery, but fizzled before getting started.

4.6.6 Strategic/Plots – Enron is inter-plot, an intertextual rivalry of two plots by top executives. Executives Rebecca Mark and Jeffrey Skilling’s 10-year rivalry represented two distinct visions of how to build Enron; each tried to impress the Enron emperor, Kenneth Lay.  Mark favored building the Enron empire with massive pipeline and energy plant projects around the globe. Skilling hated brick-and-mortar, preferring to build the Enron empire with more virtual corporate strategy of energy trading. Kenneth Lay, initially let both strategies rein, but eventually favored Skilling. Mark constructed pipelines and power plants from a $3 billion plant India to smaller ones in the Dominican Republic. She worked with Henry Kissinger, World Bank, IMF, and WTO to get countries such as China to build pipelines and plants. 

Marks’ projects sometimes turned violent. For example, Enron contractors systematically harassed villagers new construction sites. Protestors in the mid to late 1990s were asking for accounting transparency, an end to bribes to politicians, and ceasing projects with demonstrated environmental damage.  The storm trooper-security forces “beat people, detained them for further physical abuse, made mass arrests, usually arbitrarily; except for a couple of minor pieces of sabotage, such demonstrations were believed to be peaceful” (Raddock, 2000).

Plots are not just about strategic plans, but personal ones. Skilling wanted to wipe out not just the competitions, but also his internal rivals, which included Mark. Skilling filled Enron headquarters with his own troops.  Amanda Martin, who was having an office romance affair with Ken Rice (one of Skilling’s top executives), was reassigned to Mark’s operation.  Some of Mark’s colleagues suspected that Martin was a spy for Skilling.  Mark was forced out in August 2000, at a time when Enron stock was it its highest price $90.56 a share. Enron strategist Rebecca Mark's smartest move was getting fired before the collapse. She received $82.5 million from the sale of stock.  After Mark left, water commodities, energy plants and pipelines – hard assets – no longer fit Enron’s definition of being a virtual global trading conglomerate. 

Enron justifies its global corporate strategy (become the world’s greatest corporation) in the name of grandeur of the New Economy, in which its energy trading and energy-infrastructure are star-commodities, important to progress and even national security. As we saw in the rivalry of Skilling and Mark, these are contradictory projects for provisioning the world with energy. 

4.6.7 Socio-Economic Spectacles – Concentrated spectacles of corporate capitalism, at Enron, created a culture of hyper competitiveness and hubris. More diffuse spectacles disseminated the energy-trading scheme into unrelated markets, such as bandwidth and weather forecast trading. Diffuse spectacles are about fragmentation and specialization on the global stages of capitalism. Integrative Enron spectacles combine concentrated and diffuse spectacles into the fatalism of global capitalism, where resistance to corporate hegemony is futile. Finally, Enron turned into the kinds of megaspectacle scandals that are so fashionable these days. Enron joins the ranks of mediatized global cultural theatre: the Princess Dinah funeral, Watergate, Whitewater, OJ Simpson, and 9-11. 

In 1997, when Peco Energy, a large gas utility in Pennsylvania started negotiating with state regulators, it offered a 10 % rate cut. Skilling countered with a 20% discount. 

The day Peco filed its plan with regulators, Mr Skilling got up at 4.30am and by 9am had done nine radio interviews. By noon, Enron had an airplane circling Peco's HQ in Philadelphia with a banner saying: "Enron doubles Peco's rate cuts" (Durgin & Skinner, June 26 2000).

Spectacle is oftentimes a theatric performance that legitimates, rationalizes, and camouflages violent production and consumption. Enron is what Firat and Dholakia (1998: 154-155) would call an example of the ‘theatre of consumption.’ 

We have to invoke the metaphor of the theatre as a medium of cultural interaction that is different from the medium of economic interaction, the market. Consider that instead of the stage, the backstage, and the audience, the theatre is composed only of the stage. All interaction across all dimensions – economic, social, political – occur(s) on this stage.

But, to us, Enron theatre is not a metaphor; theatrics is how the illusion is accomplished. Theatre is not a metaphor when it comes to the theatrics of capitalism. Enron had been protested for decades in countries from UK to India, where its power plants have increased utility rates, lead to black outs, pollution, and displacement.  Enron has become a symbol of globalization and a target for protesters in California after the blackouts, and in Florida after projects threatened environmental interests.  In short, it is through the theatrics of spectacle that Enron persuaded spectators, until the collapse.  Even after the Enron stock fell from $90.56 to a few dollars, investment houses were recommending investors buy. 

Enron's choreographed theatre shows integration of its concentrated Darth Vader corporate culture with its diffuse spectacles of Global Empire Building. Darth Vader is what competitors called Enron. Enron’s storm trooper lobbyists swept through Washington D.C., state capitals, and entire nations in the late 1990’s demanding the government loosen its grip on the electricity industry. 

Behind the front-stage curtain, Enron was falling apart; creative accounting, greased palms, and gala theatre kept us from seeing what went on back stage.  Executives were propping up stock prices, keeping debt off the books, so that investors would continue to bet on Enron. Enron’s integrative spectacle presented the mass illusion that the Wheel of Fortune would continue to reward investors, this even when executives were well aware that the reversal of fortune had already been revealed.

In sum, the concentrated spectacles of Star Wars, Bonfire of the Vanities, Strip Clubs, and Mighty Man corporate culture formed the basis of a high-risk, macho hyper competitive culture in which winning at all cost was the only way to survive at Enron.  The diffuse spectacle of the virtual multinational corporation uses its theatrics to reach every nook and cranny of the global economy.  Spectacle illusions can overtake and cover over the reality of material conditions, the world backstage.  Throughout the world, the promised lower rates and efficient service turn into raised rates and black outs. In diffuse spectacle, Enron seeks recognition of the value of energy-commodity trading as a value unto itself.  At the same time, Enron seeks to expand the global infrastructure of energy plants and pipelines, again making those commodities a value unto themselves.  This double-diffuse spectacle is celebrated and distributed by the media in waves of enthusiasm for Enron. In short, Darth Vader corporate colonialism (concentrated spectacle) combined with Jedi (and other) partnerships (diffuse spectacle) as more integrated spectacles of villager and investor domination, until the collapse.  

The megaspectacle has Aristotle’s cathartic force. Megaspectacles are object lesson to purge the spectators of tragic flaws that caused reversal of fortune to heroic actors on stage. Fear and pity are cultivated in spectators through dramatic action. The spectator is supposed to self-reflect and purges his/her tragic flaws.  Megaspectacles begin as antenarratives, gather momentum, and burst forth into raging media storms. Antenarrative of cause and blame compete for popularity.  A web of spectacles turn scandalous fed spectator appetite for cathartic release. Congressional hearings and Justice Department investigations investigate great reversals of fortune brought about by tragic flaws (hubris, arrogance, fraud, & greed). The spectators to the theatre gaze in fear and pity at the parade of characters, and head home to purge themselves of tragic flaws. The curtain falls on the final act, as a few scapegoats are led off to prison. The Enron collapse morphed into an American-style cultural spectacle, complete with Congressional hearings, movie rights and memorabilia available on E-Bay. 

Various Greek and Shakespeare plays became templates for making sense of the Enron tragedy. This was especially the case after J. Clifford Baxter was found shot dead (ruled an apparent suicide). Enron truly has other elements of a Greek tragedy, in which hubris brings men and women to a tragic fate. In Greek theatre tragic flaws in humans are revealed as root causes of reversals of fortune. Enron’s tragic collapse seems straight out of Sophocles’ Oedipus the King or Shakespeare’s Othello, Hamlet, Macbeth, and Henry IV. Enron follows a similar tragic plot of pride, error, and self-destruction. Like Oedipus there is pride and error and like Othello, Enron has its suicide (former Enron Vice Chairman J. Clifford Baxter). "Something is rotten in the state of Denmark," whispers Marcellus, Hamlet's friend, and to that Milwaukeeans say, "Amen, Marcellus."

The implication of the antenarrative process for the political megaspectacle is that as the purge mentality swept through Washington D.C. like the E-flu, several antenarratives deflected the political scandal. President Bush, for example, claimed that his administration was not in any political scandal because Enron executives’ pleas for help after the collapse went unanswered. This rhetoric is a veil to cover over how government institutions had bankrolled Enron ventures, how many former administration officials had become Enron consultants and board members. Not to mention that the Republican war chest was stuffed with E-cash. 

On January 29 2002 President Bush boasted that the worst of the Enron storm had passed, and that his presidency was intact.  The Enron spectacles are capitalism’s gift to campaign reform and anti-globalism. In the shadow of the Enron collapse. 

Metatheatre Lessons - There are several important implications of this study for future corporate theatre projects.  First, theatrical methods should not ignore antenarrative dynamics. It is important to not only compare narratives but also to see how antenarratives form, reform and transform. Second, analyses that refer to a unitary universal spectacle miss the morphing of spectacles and their changing inter-spectacle relationships.  Third, fixing dramaturgical terms and ratios at one point in time, misses how ratios shift across antenarrative trajectories. For example, a plot/spectacle ratio can become a frame/spectacle ratio over time.
 Fourth, it is not the spectacles that are important to compare, but the emergence of Tamara-esque networking of spectacles can be analyzed in future projects. Fifth, each spectacle conveys an ideological framing that is quickly opposed by counter-frames.  Finally, it is important to recover rhythm and dialogic rhetoric in dramaturgical analyses of corporate theatre. 

The theatrics of capitalism is more than just corporate theatre; it is a process of antenarrating, a way to create mass illusion, even deception out of the antenarrative broth. After the façade collapsed, spectacle turned into scandal has run its course, spectators eagerly replug into other spectacles of mass deception and distraction. Spectators reintegrate their life style with commodity fetishism. They stop decoding and deconstructing hype, and just enjoy intoxicating moments of corporate pageantry and spectacle. Phantasmagoria reclaims its audience.  

� Henri Saval’s Hidden Cost and Untapped Revenue is the basis for what Boje and Rosile have fashioned into Root Cause/Effect charts at NMSU. It is our observation that there is a parallel between Saval’s Socratic approach to co-investigation by researcher-interveners and Freire’s approach of Theme Analysis. The two approaches developed independently of one anther; we are interpenetrating theme here. Both Saval and Freire re-present to the people their own thematics, systematized and amplified by the interdisciplinary research team. 





� Burke proposes ratios such as act/scene and agent/scene. The Septet dramatist elements would have their own ratios that could be analyzed in future projects. Burkeans would call plot/spectacle an ‘act/scene’ ratio, but the meaning would be entirely different because one needs to be precise about what kind of spectacle it is (concentrated, diffuse, integrated, or mega). 
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