SEMINAR METHODOLOGY:
INCREASING THE IMPACT OF A SEMINAR
THROUGH FLEXIBLE DRAMA AND DRILL

The first thing in building a lesson plan is to get in your mind a dramatic
picture of what is going to happen in the seminar. As I have watched our lesson
plans develop, it seems to me there are two basic ways the three movements have
been related. One way, the first push gets out the problem area and then the second
push is the main push of the paper, where you really drive to the center of the
earth. Then the third push is a clarification of that second push. I think of
teaching the Ortega paper. For the first push, lMovement I, you take Paragraph
5 that lays out the polarity between pure problem and building a model, and show
how that is the structure of the first half of the paper. That is Movement I.

That gets the subject nailed down. Then in Movement II you take Paragraph 4 and

go sentence by sentence by sentence by bloody sentence until people’s lives become
unglued. Then Movement III takes the rest of the paper and clarifies what has happened.
You spin it out into a clarification of that picture.

In the other way that the movements go, we get on stage and spin around. Movement
I is a drive off in one direction. Movement II is a second drive at the same subject-—
maybe from a different angle. Then Movement III is the hammer blow. It cuts back
through the other two and runs through the center of the earth. Then you spin
the participants loose and send them out. The Tillich paper is like that. The
Introduction is the games and short courses, and in the Prelude you fiddle around
getting a chart of the paper, to get a broad feel of what the paper is about; then
Paragraphs 1 through 6 are usually Movement I, and Paragraphs 7 through 11 are
Movement II. Both of those are preliminary types of action, although very important.
Or maybe you fiddle around in the first part of the paper as a Prelude, and let
Movement I be Paragraphs 7, 8, and 9 and Movement II be Paragraphs 10 and 11, and
that’s where you put your drive. You get them clear on 7, 8, and 9 and then you
say, ‘‘Now let’s get clear on the center of sin, 10 and 11.°? At any rate, what
you know is that the hammer blow is coming up. The hammer blow is going to be
done in Paragraph 12, and all that you are going to be doing in the first two movements
is stirring up the territory. Then when you get to Paragraph 12, look out for
the freight train. ‘‘Here comes the hammer-I{A=VHAM!?? When you get down to the
bottom of the last part of Paragraph 12, you couldn’t go back and teach anything
else in the paper if you wanted to, because people’s eyes are all fixed on stars,
and they couldn’t even hear some other section of the paper. All you can do in
your Postlude is just sort of read the concluding paragraph of the paper, something
like, €¢Sin and grace are strange words, but they are not strange things,’’ give
them a little lecturette and send them out.

Unless you have decided upon a dramatic picture of how that paper is going
to POV that group over a seminar time~period, then it isn’t possible for any kind
of happening to take place.
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These diagrams are just my own gyrations to ground what a dramatic picture
is, but you need to plan a dramatic picture for every seminar.
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Another thing that is important for performing a good lesson plan, especially
in the central movement, is asking yourself this question: *®*What is the one thing
that they need to see? What is the one dialogue that they need to have with cach
other? What is the one happening that needs tc occur??® When you arc doing Tillich,
that is pretty clear. They have to see a model of what the salvation occurrence
looks like. They have to find a way to pull their lives through that picture of
the grace~happening. They have to have the possibility of having a grace-~happening
right now by pointing tc it as a possibility in their own lives. That is the one
thing that you want to happen.

An overall dramatic image alsc gives you great flexibility. Sonetimes I have
run across lesson plans that were like a long list of beads on a string, like a
rosary. You pull one bead, then you pull the next bead, then you pull the next
bead, until you get down to bead 97. I mean, you couldn’t possibly pull bead 63
before you pulled bead 47. You pull them one at a time, in order. And if you bog
down on bead 32 with that kind of lesson plan, and you know that bead 96 is really
the thing, you become paralyzed because of all those beads you have to pull before
you can get there, That®s not the way to do it.
"~ The dramatic image gives you a way of sceing the seninar plan as greatly flexible.
Here you are plowing in Movenent I and get bogged in Paragraph 7, and the time
is up for Movement I in your lesson plan. Well, shoot Paragraphs 8 and 9. Just
say, ®‘There are two nore paragraphs here, 8 and 9. One of then is about —
and the other is about ——. Now let?s go on and look at Paragraph 10,*’ and you
fiddle around in the next novenent.

There is nothing pernanent about a lesson plan. If you get bogged on some
new idea like hidden suicide, don’t punt, rejoice. The Lord has given you sonething
new to deal with. If the whole class is leveled by experiencing hidden suicide,
why should you wish for sonething else? And if it’s clear that they could spend
the rest of six hours there, you don®t have to spend the rest of six hours there.
Time’s up for Movement II-go on to Movement III. It doesn’t matter whether you
are finished or not. What does finished nean? You never get finished with any
of these novements. They’re infinite universes. So you leave 45 ninutes for Paragraph
12 1f it kills you. And you’re the one that gets killed. The class never notices
that you left out forty=three jewels. It’s only you who are bearing that pain.
The class is probably glad to set on to sonething else.

This gives a dynamic feel to your whole seninar. No two seninars should ever
be alike, because you are having this drama with different people. The teacher
always has the possibility of altering and moving on. _Lecturetting is one way.
If you see that your time is out, you have a lecturette up your sleeve. You can
glive then that whole paragraph in one lecturette., It is not as good as having
then struggle to the botton, but your tine press says that it is better to give
then a quick imapge than te stew around there, For the next thirty ninutes you
stew around somewhere else and spend your time that way.

The other edge issue for great teaching is second and third level questions.
When you get a class on the hook with a great question and somebody bites the hook
and responds, you need to have ways of playing that particular arena further. Those
can be very flexible ways. If a person comes at it one way, vou have one kind
of question; if he comes at it another way, you have another kind of question;
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if he comes at it a third way, you have a thired kind of question. These second
and third level back-up questions that are behind your basic questions are even
more important than your basic questions. You could not possibly put all that on
paper because it can go many different kinds of ways.

One helpful operating image for those second and third level questions is
that the paper is over against the sclf or the student. When it is between the
paper and the self or the student, there are really just two kinds of bhasic questions,
One question is, “‘What did the paper say?’’ - and the other question is, ¢¢What
did you mean??? ..It’s this kind of dJialogue between the student and the paper
that you are intensifying. You ask a question to the student about the paper and
he comes out with an answer.

Examples of second and third level questions would be, *‘llow that third word
in that sentence-what did you mean by that word?*? f¢llell, say some nore about
that word.?? “‘How if you didn®*t nmean —, —, —, what did you nean?®® Or naybe
you’d be pushing then over apainst the paper. laybe they’d come out with sonething
wild about rabbits jumping through the left side of Australia, and you would say,
**Well, is that what he is talking about here in this paper?’’ And he would say,
“‘No.’’ “‘Okay, now let’s go back to the paper. Now what is the paper sayinp???

There are two ways of doing those second and third level questions—shoving
then back down into the paper or shoving then into the content of what they are
saying. Very likely you have a million second and third level questions in your
menory and practice, even if you can’t write them all down. But you need to have
them, for they add drama and flexibility to your paper.

Another way to put this whole point is that we need to unitc thoroughness
of preparation with flexibility as you operate, just excellence and flexibility-we
need bhoth themes together. And you need those paragraph charts and the questions
written out. You may have scen sone of the models of the thirteen pages that you
can do for building the lesson plan and backing it up. Anybody can see how that
would be done. On any one of these movenents you could have a whole pape that had
the chart on it. And a whole page with the sentences of the charts. You could have
a whole page of questions, and a whole pape of lecturettes. It®s not that that
kind of depth preparation is not a valuablc thing to do through the years, but
we need to think of it as a battery of tactics in a stratepic design.

To conclude the final point on lesson planning, the whole purpose of the seninar
is to help pecple to sweat through particular issues about their own life, particular
addresses that that paper has for then. You always are using your own sweating,
weak, despairing life as your sensitivity point for knowing what needs to be pushed,
for knowinpg what needs to be asked for, for knowing what can be done. The flexibility
of the dramatic imape gives you nore room for your own semsitivity to keep operating
to call forth the best kinds of struggles in the class, and to say very profoundly
to yourself that you have decided to help something happen to the lives of these
people through their dialogue with this paper, and to keep at that commitment until
it happens. That is the key point, however old and fundamental and simple it may
be.
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Where all of us bug out on being great teachers is backing away from asking
that third level question, backinp away from insisting that more creativity be
demanded on the part of this student or that student, or backing away from holding
their inadequate pictures up against the more comprehensive way of looking at it,
because that means that you know that that life is being put in a sweat, that
life is being put in a struggle, that life is being put in a crisis where he can
see his destiny more clearly and decide about it more often. That puts you in a
sweat, that puts you in a crisis. That reminds you of your sweats, and unless you
go into a class willing to sweat the spirit sweat with them, then you?re not going
to bring off a good seminar. You almost have to be expecting to have God smite
you again when you go in to do a seminar. You have to be expecting a religious
experience yoursclf and be open to it, in order to allow them to he open to it
and give them permission to have a great thing happen to them.

That’s why I think a period of brooding just before you go into a seminar
is utterly critical. You need thirty minutes before you go into the seminar to
brood on what’s happening to you now in history, what’s happening to you in relation
to this paper, what’s happening to that class out there right now, and what’s going
to happen to them in relation to this paper. You need this brooding in order to
anticipate as much as possible the spirit war that you are going to have when
you get in there-the spirit war that will take place inside your own being and
inside their own being-and so that you can make a decision to relate creatively
to that., If that kind of depth spirit brooding doesn’t take place, then all of
this careful and flexible preparation may go for naught. It®s the courage of standing
in the role of calling forth that kind of new livingness that makes all these tactiecs
and tools and work worth it.
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