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SEMINAR MMETHODOLOGY
LESSON PLANNING

The depth arldress of RS=I is in the scminars. To prepare for a sermdnar you
need not only to chart thoroughly the paper and pull it throuph your life experience
but also to plan the drama so that every cdetail will enalle that depth address,

Many of us have found helpful a plannins; sheet such as on the next page.
Included on it are the variocus prelininary considerations as well as the parts
of the introducticn, mein body, and crneclusion of the sermdinar,

PRELIMINARY INTENTIONALIZATIOI

Let’s bepgin with the rational objective, What ds the one thing that you w
want them have memorized when they leave the seminar? Vhat is the one thing they
will never forpet? For example, what is the one thing in Bonhoeffer that you
want them to be able to pull out of their back pocket any time and use? ¢*The
decision=making process,”’ could be the rational ain, They would go away with
those first seven sentences in paragraph 3 indelilly marked in their mind. They
would have the decision=-meking process written down on their paper, drawn on
their chart, laid out in 1 through 7 step by step by step.

The _existential aim 1is what they internally experience when you teach
paragraph 3 like it oupht to be taurht. Perhaps nausea at the peint of acbipuity-i: -
they don’t get sick to their stomach the seninar has not come cff. But you don’t
want to make people sick. The point is that they have to internally feel the
crisis that you are articulating. There has to be a relcase. They have to experience
the release of freedon, but not without the burden, and that tension 1s what
you are out to have happen to tnem in that seminar.

When you come into that seminar on Saturday afternoon, the first question
is the mood you have to deal with beforec you pet there. You have to take that
into consideration as well as thinking about the mcod you want to ercate. When
you get into the course, what moos necis to be created in terms of where they
have been so far in the course? Were they so giddy in Tillich that you couldn®t
get then off the rafters so you have to brinp them down? Did the priest conversation
put them under the table? Do you have to dance on the table to get the mood up?
What is necessary to jiet them in the meo! to study so that the overall drama
can come off?

Then therc is the detailed reflection on the persons in the group both
as individuals and as a group. What are their chief strugples? VWhere do they
need to be pushed? And where do you need to ease off and just let them stew?
All this goes into the brooding you do in the last thirty minutes.

Overall drama. .You have now to look at the pace within your seninar,
so you have an initial drama, an overall drama and a final drama. It has to
do with deciding ahead of time which movements you want to go through rather
quickly and where you want the heavy beat to fall. You want to be able to feel
that picture before you bepin. The time-line is key, of course, and you work
it out on that basis. Then later on you will have to spell out very very carefully
your most powerful illustrations, your impact, and your address,
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I. INTRODUCTIOM

The entrance. ,~how do you get on stapge? You have teo come into that situation.
How do you want to come in? Do you want tc start the serdnar from the back of
the roon? Do you want to start it sitting dowm? Do you want to start it standing
up? Do you want to bepin with a soni? Do you ask sonehorldy to po ahead and put
the chart up while the rest are still studying? Do yvou want to have somebody put
the charc up while you do a pame? Or do you want to illustrate peints in charting
while that is being done? Do you want to so throuph it very quickly and rive them
the charc?

The . opening words the first ton words that come out of your mouth, Adetermipe
the mood of the seminar as much as anything clsc you do. Say the group has finished
their scudy carly and are out therc fussin; around, and a character comes in talking
so fast that no one can hear, but he finally pets their attention. Have you seen
that gimmick? Or he begins talliing very softly, so that when he really benins
he has their attention,

Also you nead to think about the conter piece. That 1s crucial, for
it symbolizes that the power 1s in the center of the table, Their attention is
not on you. It is on the blackboard and on that centerpicce. People will renember
that center plece more than what you wore. That center picce nec's to be an art
form, a symbol of the senminar.

The begiinning ritwal 1is a signal for their participation to herin, €A1l
ripght, let’s start,”’ mirht be the ritual, or sor: other.

The Indciaving geme  1s usually a conversation. It emables them to make
the decision toc be in this class with vou as the teacher, by slowly pettiry them
involved in what the paper is about, A conversation as the initiating gome usually
takes you away from the paper and gives vou a chance to talk about what tic paper
is about but with a lisht mood. In the iliebuhr seminar, the lowest moo! for the
entire weekend is after the Church lecturc, You nlot the rood, they are en the
floor. If they aren’t, the Church lecturc hasr’t been piven. After they kave studied
those six paragraphs of Nichuhr, they arc about six foot tdeeper. Thereforc you
have to get them away from that paper for 20 minutes beforo they capn cune bacl
to it. Otherwise, it will not dancc, it will not mrve. You have to et that moor!
up. Somctimes we draw an image of what Wicbuhr is sayin: in that paper ard talk
about how the Church invented symbols, I think you almost alvays have to de sonething
like that to pet the mood up so that they can have nermission to dislorue in depth
with what he 1s sayinpr.

I1, SYMPHOLY

The art of seminar orchestration is not synonynmous with the art of the document.
It is dramatic movement of the entire symphory, . It is tho art of hiph drama
which the pedagogue brings or creates in any pararraph, The elimax (Mfovement I1)
is the high point of involvement, addriss, an! rapport hetween the teacher and
the participants., This is where the deprth of human existence is enacted. The teacher
must command total involvenent either throuph a masterricee of dialopue, bodily
animarion, , or direct encounter. The symphony conductor must master the score
even to memory but the art of conluction is never ticd to the score or that?s
whet we mean when we say a symphony can only be playerd oncc. The same applies to
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a seminar, Only on the other side of the mastery of the content can creative
seminar orchestration be released.

Imaginally, the sywphony is huilt on the structure of an Elizabethan drama.
It has a prelude, threec acts, and a postlude, The prelude ic just the introduction,
getting the actors on stage, and getting the subject matter out. llovement I is
the development of the plot. llovement II goes through the final entanglement that
plops the probleam ripht down in your lap. Tt 1s the climax in the sensc that it
is the height of the intensity of the dramatic irvolvement. It is when the deeps
of life are revc 'led. IMovement III is tl: resolution-but n t in thec scense of ¢‘they
lived happily ever after,?® Rather it has taken the life situation and pushed
the bottom out of it and related it to all men. The postlude is where you stand
back and reflect on what has happened-=the dencuement, simply the unraveling, the
finale. It is wherc you git back and reflect.

ITI, COHCLUSION

In the Conclusion, in the lasc five minutes or so, the teacher needs
to be able to dramatizc something like this, “°I was in charpge, I am going to
have the last work, and I am polny te send you out of here with something to think
about. I am going te be sure your mind is oo the relevant issue at the end,*?
That is the inside story that the teacher needs to tell himself so that when the
curtain comes docwn, they have been given the possibility of appropriating that

whole experilence.

The teaching image  reaches bacl across the paper and tries to present
a picture of that paper for them to rcmember. The nersonal witness is where
you go to preaching. That is your own stance. Up to that point you have been nothing
but a midwife. ““OK, class look at the paper. O, paper speak to the class. OK,
clase look at the paper.’?’ In the conclusion, and to some extent in the introduction,
you put yourself out on stage and say, *%lly personnl cxrpericnce with all of this
is-?’ You set yourseclf in history as o human beiny. Then you have the closing
ritual and leava.

The weaker you grasp yourself as a teacher, the more important a well-prepared
introduction and a well=-rrepared conclusion arc. You have to show the ~roup in
the introduction that vou are a strony tcacher. In the conclusion, you have to
definitely brinc that curtain down and signal them that they ean lool: at that
whole experience €rom that point of view.

You are now ready to work out your cpecific symphony plan. You want to first
decide where is the most likely point of depth human involvement of your participants.
This could come at any point in the scminar when a participant might suddenly
break it open but you need to plan it for a specific paraprarh. For example, in
the Bonhoeffer paper you might plar it for paraprarh 7 when vou get the proup
really struggling with responsibllity ip an anbipuous situatlion. So you would
nced to plan your seminar drama around pararraphs 5, 6 and 7 as Movement II, What
would DLe the entanpglements that would lead up to chis? Pechaps parapraph 9 would
be Movement I. The third Movement necds to he parapgraph 3. Then the prelude would

be parapraphs 1 and 3 and the postlude as paravreaph 4.
What do you do with paragraph £? UVhere you put a parapraph depends on how
you want to usc it., If{ yow - Parapraph 4, tor example, ns a model of ‘‘responsible

action’’ iIn which you are getiing clear on the differepncn between oberdience,
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freedom and responsibility, then you tcach it right after 9. If you want to use

it as a climatic illustratior of the complexity of decisien=making, then you teach
it somewhere after or arcund paracraph 7. It is a pararrarh that e2n be used
elther way, and your use of it depends uron how you feecide to orchestrate the
seminar.

Once you have decided on the movencnts, you will probably next go haclk to
the lesson planning shect and writce down your thesis, your restatement-thosc things
that you will teach. Sorme people alse urite thoir gquestions in these columns,
Some people writ~ them on the document, scorme have a soparatce sheet. Both of those
are wise, but you could have the crucinl questions hore on the lesson wlan. Illustras=’
tions might alsn go here. You might list ten illustrations, so that you have
ten answers for every question you aslk in order to prime the pump 2 little bit
if there is reticence.

Another thing I would put on the lesson planning shect is timing. Vou usually
have 90 minutes in a seminar but in RS-1 you can somctimes have about 10C minutes.
In order to place the emphasis on lovements II and TII, you nced te limit the
total time spent in the Introduction, Prolude, and NMovement I to no more than
one~third of the total. Thus your time blocks night look 1ile 5 minutes for the
Introduction, 5 to 10 minutes on the cerporate chart, 5 minutes on the Prelude,

10 minutes on llovement I, 20 minutes for liovement II. 35 minutes for llovement
III, and 5 to 10 minutes for your Postlude and Conclusion,
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