
SMILING INSIDE: ROUTINIZATION, REPRESENTATION, AND RAT RACE

BY
ERIC PAUL JAKOBSEN

A Thesis

Submitted to the Divisions of Humanities and Social Sciences
New College of Florida

in partial fulfillment of the requirements for the degree 
Bachelor of Arts in Sociopolitical Theater

Under the sponsorship of Nova Myhill and Maria Vesperi

Sarasota, FL
May, 2009



Table of Contents

Abstract.........................................................................................i

Acknowledgments........................................................................ ii

Introduction...................................................................................1 

Chapter 1: Lit Review…...............................................................12

Chapter 2: Interview Case Studies................................................28

Chapter 3: Anthropological Analysis............................................43

Chapter 4: Process/Results............................................................56

Chapter 5: Script............................................................................70

Chapter 6: Presentation/Representation.........................................87

Chapter 7: Conclusions..................................................................98

Bibliography..................................................................................100

2



Abstract 

While theme park characters are recognized throughout the world, the people playing 

them remain largely hidden due to express corporate policies. This thesis investigates 

emotional labor, representation, routinization, and other social issues at play in theme 

park work. These issues are addressed in an analysis of informal interviews conducted 

with theme park workers and also in a theatrical piece that derives most of its text from 

the same interviews and was created using techniques of Anna Deavere Smith, Tadashi 

Suzuki, and Anne Bogart/SITI Company. The final piece presents the workers’ stories 

and experiences, while simultaneously engaging the difficult issues surrounding such an 

attempt at representation.  

Nova Myhill Maria Vesperi
Division of Humanities Division of Social Sciences
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Introduction

Disney has been a part of my life as long as I can remember. My family moved to 

Central Florida when I was two years old and I remained there until I left for college at 

age 19. Over those 17 years my understanding of the Walt Disney Company and Walt 

Disney World changed in both subtle and drastic ways. As a child I spent a great deal of 

time in the Magic Kingdom, Epcot, and MGM Studios. Many of my neighbors worked at 

Disney and would often take a vanload of kids from the neighborhood into the parks for 

free on Saturdays or Sundays. This offered a full day vacation for the parents who 

weren’t herding us from ride to ride, although they all invariably took turns in the role of 

chaperone. By age ten we were old enough to fend for ourselves in the theme parks, 

where we felt at home. 

I believe I was seven when I realized that most children do not spend such a great 

amount of time in theme parks with such ease. This was in many ways the tipping point 

when I was no longer able to view the parks and the companies that run them solely 

through my experience. I began noticing the high prices people paid to enter the parks 

and I was amazed that by Disney standards I would become an adult, and pay the adult 

admission price, at age nine. I started seeing the frustration on the faces of parents who 

were paying exorbitant prices at in-park food establishments to provide a mediocre lunch 

for their families. I noticed that many employees seemed not just annoyed at the 

highjinks my friends and I played, but looked annoyed in general. I realized that most 

water fountains never work at Disney, even though this did not affect me as a local who 

always brought bottled water as part of my “theme park back pack.”  
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The school district I lived in made a deal with Disney to provide a free or 

subsidized field trip every year to EPCOT, which could be justified as an educational 

experience through its themes of cultural diversity, technology, and communication. In 

reality the teachers and chaperones drank at one of the international pavilions while we 

students abused the darkness afforded by “Spaceship Earth” and other rides to engage in 

forms of pre-teen “communication” that have occurred in every age and yet aren’t 

depicted in any of the rides.  Beyond these yearly fieldtrips I rarely visited the theme 

parks through my middle school years.

While I knew many people who worked for the theme parks, I heard very little of 

their workplace experiences or perspectives on this work. This changed when I entered 

high school and my friends and I began to work ourselves. I chose to work at a grocery 

store for my first job because of its proximity to my house. Other friends chose to work at 

Disney because they lived closer to it or because they believed such a truly extraordinary 

place would surely hold extraordinary employment opportunities. Extraordinary or not, 

their jobs were difficult in many ways and the shift became quickly visible between those 

who were able to believe in the Disney vision and gladly endure their difficulties for it 

and those who bemoaned the hardships because they viewed Disney simply as a job and a 

paycheck. Of course there was a spectrum, but most of my friends held tightly to one 

corner or another. 

I was consistently amazed by the stories I heard from friends who worked at 

Disney. Some were truly outrageous, defying the ideal, wholesome image Disney tries to 

project. Others were shocking because they were far too mundane to fit into the same 
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image. Through these stories I began to understand theme parks as more than just centers 

of entertainment for lucky patrons. The perspective of the theme park worker fascinated 

me and continues to fascinate me because it is rarely considered and almost never 

presented to the public. Much academic work has been devoted to service industry 

workers and theme park workers in particular, but the findings have mainly stayed within 

the academic sphere. 

Through the creation and performance of a theatrical piece, this thesis attempts to 

explore the lives of theme park workers and the issues they deal with on a day-to-day 

basis. In order to ground the play in the realities of these workers, I have conducted 

informal interviews with 15 persons who work or have worked at a theme park.1 The 

script of the theatric piece incorporates much from transcripts of these interviews, 

responses from theme park workers to an online survey that asked open-ended questions 

about issues repeatedly raised by the in-person interview subjects, and email 

correspondence with survey participants in which I was able to get the participants to 

expand upon issues they mentioned in their initial survey responses. The final script 

incorporates the voices of more than 50 theme park workers. The online survey did not 

undergo review by New College of Florida’s Institutional Review Board, making any 

content derived from it ineligible for use in anything but the play. The rest of the thesis 

will address the 15 in-person interviews. 

The interviews used for this project were conducted over a period of six months, 

1 Like the workers, the theme park being discussed will remain anonymous. Other theme 
parks and theme park corporations are referenced for academic comparison only and are 
sourced from previously published academic works. Neither the play or academic 
components include any other copywritten or trademarked material. 
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from July to December 2008. At the beginning of this period I began advertising in print 

and online media to solicit participation in this study from theme park workers. I posted 

an explanation of the project and interview process on the Orlando version of 

Craigslist.com, and used the same text on business cards I distributed in person 

throughout Central Florida, and on flyers I posted on community bulletin boards and in 

several independent and franchised businesses throughout Central Florida. All of this 

media directed interested persons to contact an email address I created for this project. 

This email address served as the main means of communication between myself and 

potential participants.  

Once a potential participant sent an email of interest, I sent him or her a response 

email which explained the project and interview process in much greater detail and asked 

a few preliminary questions about the time, location, and conditions of theme park 

employment. Most potential participants did not respond to this email. For those who did, 

I began the process of scheduling an appropriate time and location for an in-person 

interview. At this point the potential participant and I exchanged phone numbers to 

ensure a successful meeting. Dandelion Communitea Café and Sol River Coffee House 

served as meeting locations in Orlando. 

Once participants and I met, I showed them to the table I’d selected and at which I 

had set up my audio and video recording equipment. I read an oral informed consent form 

and in each situation the participant consented. Once I was assured that the participant 

understood the project and interview process, I tested out my equipment and engaged the 

participant in small talk. This provided an opportunity for people to become more 
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comfortable with the presence of the active equipment, for the participant and me to 

begin to communicate with one another and to set a more casual and enjoyable tone for 

the rest of the interview. After the equipment test I conducted an informal interview 

consisting of open-ended questions about topics related to the person’s theme park 

employment. The length of the interviews varied from 20 minutes to four hours. When an 

interview reached a natural conclusion, I debriefed the participant about how it would be 

used and made sure he or she had my correct contact information. Then we parted.

While these first-hand accounts provide strong perspectives on the lives and work 

of theme park employees, they must be placed in context to be fully understood. Working 

towards this goal I have investigated the history behind theme parks, how theme park 

corporations function, how the actual theme parks operate, who attends these parks and 

why, what cultural significance theme parks hold, and how the service work provided 

within theme parks compares to service work provided elsewhere. 

For this discussion it is important to note the differences between a theme park 

and an amusement park. Traveling carnivals with rides and shows have existed for 

centuries. Amusement parks were built on the carnival model, with a stationary location 

as their great innovation. The modern theme park, in contrast, actually has film as its 

initial pre-cursor. Walt Disney envisioned the theme park as a way to physically put 

people into movies (Bryman 1995: 13). Theme parks are meant to replicate 3-D movie 

backdrops, with the backstage completely hidden. The main purpose of rides is to bring 

people through stories. Walt Disney was able to test these ideas at the New York World’s 

Fair in 1964 by building rides commissioned by companies for their exhibits. These rides 

9



were wildly successful, which encouraged Walt Disney to create Disneyland in 

California. From this point forward, the success of theme parks overshadowed those of 

amusement parks, many of which began to incorporate theme park elements.

Corporate involvement was key in finding initial funding for theme parks and 

corporate involvement continues to play a significant role in shaping what theme parks 

present to their visitors and how it is presented to them. Company logos are prominently 

displayed. Theme parks themselves are significant components of large multi-national 

corporations. These corporations are able to use their other divisions to present strong 

ideas about what the “ideal” theme park experience is and how the “ideal family” has 

such an experience. In this way, theme park corporations are able to mold the behavior of 

guests in their parks by exposing them to role models before they arrive.

In seeking to understand the experiences of theme park guests I have drawn a 

great deal on two articles: Judith Williamson’s “Family, Education, Photography” (1994) 

and Tony Bennett’s “The Exhibitionary Complex” (1994). Williamson examines the 

relationship between photography and comodification, noting that families attempt to 

recreate in their personal photography images of the “ideal family” they are shown in 

advertisements. This holds true in theme parks as well, where photography is not only 

encouraged but expected of guests. Family pictures are molded by sponsored placards 

that denote the best picture-taking locations in the parks. Families are also invited to take 

pictures with theme park characters, who are trained to maneuver guests to produce 

photos which resonate with the theme park corporation’s image.

Bennett’s analysis applies elements of the social control that Foucault found in the 
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disciplinary complex (1977) to what Bennett calls “The Exhibitionary Complex,” 

beginning with the evolution of the first semi-public museum. Many of Bennett’s 

findings are useful when investigating how humans function in theme park environments. 

In particular, Bennett discusses the creation of self-surveillance through each individual’s 

ability to be both object and subject. This assumption is key to understanding theme 

parks visitors, whose behaviors are, at least in part, based upon the behaviors of other 

individuals in the parks. Bennett also notes the tendency of exhibitions to focus on 

pseudo-utopian futures created through technological progress and innovation. This holds 

true at most theme parks, where innovations in ride technology as well as technological 

progress as a theme urge visitors to feel excited and hopeful about the future.

Beyond my firsthand interviews, Arlie Russell Hochschild’s The Managed Heart 

(1983) has most informed my understanding of the work of theme park employees. 

Hochschild noted in her case study of Delta flight attendants that the service workers 

were required to use “emotional labor,” a term she coined which has since been studied 

throughout the service industry. A great deal of emotional labor is required of theme park 

workers because corporate training requires them to act helpful and happy, no matter the 

circumstance. Interactions with children and guests who feel entitled to a certain 

experience can exacerbate these situations and force theme park employees to utilize both 

deep and surface acting techniques to cope. Theme park workers who are playing specific 

roles have another layer to work through, as they may have to be helpful and courteous to 

a guest while at the same time maintaining characteristics that sometimes contradict these 

needs. 
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Focusing on academic investigations into areas that affect the lives and jobs of 

them park workers has given me a broader understanding of this population’s experiences 

and has simultaneously provided me with specific areas of connection from which to link 

their stories into a more complex and thought-provoking theatrical piece. To my 

knowledge this material has never been presented in theatrical form. Here I have drawn 

upon an innovative combination of theatrical methods. The work of Anna Deavere Smith 

has been heralded for its accurate, realistic depictions of individuals’ experiences of 

events. Anne Bogart and SITI Company have created physically resonant work by 

combining an interpretation of the post-modern dance technique,  “Viewpoints,” with the 

training of Japanese director Tadashi Suzuki. The theatrical piece at the core of this thesis 

was created through a combination of these three methods: Anna Deavere Smith’s 

investigative techniques (1992), the Suzuki Method for Actor Training (1986), and Anne 

Bogart’s “Viewpoints” (2005). 

Anna Deavere Smith began work on a project entitled “On the Road: A Search for 

American Character” in the 1970s. She believed that she could, like Kerouac, discover 

the best understanding of America by asking a variety of people about their relationships 

with it. This idea has pervaded her work: to best understand a single focus point, one 

must find a wealth of other points and investigate the connections between them and the 

focus point. In this way, a fuller, truer understanding of the focus point is achieved than if 

the focus point were solely investigated. Smith has used this investigative technique to 

create multiple plays, the most noteworthy being Fires in the Mirror (1992), a Pulitzer 

Prize nominated investigation of the 1991 Crown Heights riots. Following in the 
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“verbatim theater” tradition begun in 1970's Great Britain, Smith records the interviews 

she conducts and uses the recordings to replicate, on stage, the interviewees’ physical and 

vocal gestures as accurately as possible. These paralinguistic transformations are justified 

by Smith’s belief that the way in which a story is told holds just as much meaning as the 

words that are said.

Tadashi Suzuki and his Suzuki Company of Toga created a training method that 

provides direct answers to the problems actors face on stage. The training focuses on 

bringing about an “animal energy” in the body that translates into a “need for the 

performer to survive on stage rather than ‘die’” (Allain 2002: 24).  It consists of a set of 

diagnostic exercises that focus on creating strength in the lower body and freedom of 

mobility in the upper body. The exercises are incredibly physically rigorous and 

repetitious, but require just as much of the trainee’s focus and attention as their strength 

and endurance. According to Allain, “It is hard to keep your imagination and your inner 

world going while you’re doing something over and over again, but that’s the very 

foundation upon which rehearsal and the creative process is built. The purpose of the 

training is flight. But at least 80% of the time the runway is built from repetition and will, 

from sheer perseverance” (2002: 50). The ideal results of such training is that, “The 

spectators almost actively ‘participate’ in the event  through the vitality of their physical 

responses, which affect the performer’s impulses in a continuously interactive cycle” 

(2002: 6).

Anne Bogart adapted her version of “Viewpoints” from the postmodern dance 

work of Mary Overlie. “Viewpoints” classifies any event that could happen on stage into 

13



nine categories of time and space. The Viewpoints are non-hierarchical, meaning that 

they are all given equal weight, as opposed to most Western theater which bases itself on 

Aristotle’s ordering of the importance of theatrical elements, placing “story” as most 

important.  The “Viewpoints of Time” are Tempo, Duration, Kinesthetic Response, and 

Repetition. The “Viewpoints of Space” are Shape, Gesture, Architecture, Spatial 

Relationship, and Topography. Categorizing action in this way presents various 

possibilities in terms of rehearsal and composition. By emphasizing certain categories 

over others, texts and movement can be explored and manipulated to find, reify, and 

redefine the ideas within and present them in an intentional manner (Bogart 2005: 20). 

“Viewpoints” can also be used as a tool to analyze non-theatrical events, as will be 

explored later in this thesis.

Viewpoints and the Suzuki Method for Actor Training are complimentary, as seen 

by SITI Company’s successful use of both to create critically well-received theatrical 

works for more than fifteen years. After training with Bogart and SITI Company at 

Skidmore College during the Summer of 2008, I can attest to the effectiveness of both 

methods and particularly the strength that lies in the combination of the two. The Suzuki 

Method is completely hierarchical and provides the centered strength necessary to 

navigate in the non-hierarchical world of Viewpoints. Both methods require substantial 

presence within the physical body with the intention that impulse and action will result 

from the “body-mind” instead of the analytic brain. Bogart’s composition course and 

lectures emphasizes the use of the analytic brain as only one possible editing tool when 

composing. 
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Anna Deavere Smith’s methods are highly analytical, pulling from the part of the 

brain that Bogart cautioned her students from over-using in the creative process because 

it governs so much of day-to-day life that it in many ways limits the imagination. How 

then can Smith’s highly analytical methods be used and integrated with the highly 

physical and non-linear methods of Bogart and Suzuki? I sought to explore this synthesis 

as a means to investigate and present on stage the lives of theme parks workers.

There are three tracks running through this thesis: the anthropological 

investigation, the creation and performance of a theatrical piece, and the performance 

theory critique. It is possible to choose one track and follow it through the entire thesis, 

yet one will inevitable encounter the other tracks again and again at the many moments of 

convergence. This thesis began as an experiment to combine theatrical methodologies, 

but it has grown far beyond that. My project – what can be expressed in this written thesis 

and what has been shared with several theater audiences – is an experiment in which 

disciplines actively dialogue, and performance and academia inform one another at such 

an accelerated rate that borders blur.  
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Chapter 1: Literature Review

From its humble animation studio beginnings to the multinational conglomerate 

of today, the Walt Disney Corporation has grown tremendously in size, but also in power 

and influence. The company’s images and messages can be found on its television 

channels, in its theatrical films and their straight-to-DVD sequels, on thousands of pieces 

of merchandise and collectibles, on billboards, on Disney cruises, print advertisements, a 

large portion of Times Square in New York City, and most notably at the company’s 

theme parks in Anaheim, Orlando, Paris, Hong Kong, and Tokyo. Academics have 

assessed and analyzed the Walt Disney Corporation, and its films, theme parks, and 

merchandise in hundreds of studies. This section seeks to explore the most pertinent of 

these works, as well as works from the social sciences and performance studies that have 

provided necessary support for my interdisciplinary project.

Tony Bennett’s attempt to link Foucault’s analysis of the complex of discipline 

and punishment (1977) with the social and cultural impact of exhibitions, “The 

Exhibitionary Complex,” is an incredibly useful social study. His main focus is the 

transition from public displays of punishment to public displays of art and artifacts as 

means of social control. The public punishment of a criminal served as an education to 

the viewing public, clearly demonstrating power and providing knowledge of rules and 

consequences. As the judicial system was flipped on its head, providing the public with 

access to trials and sentencing while simultaneously hiding the actual punishment from 

their eyes, the power of visibility switched from a means of public instruction to a tool to 
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control and influences convicts. Foucault’s “panopticon” provides the ideal model for this 

type of social control, as prisoners are constantly being observed or are led to believe 

they are (Foucault 1977: 191).

As punishment was being ushered away from the public eye in the 19th century, 

art and artifacts were being positioned as replacement conveyers of knowledge and 

power. Before this switch, art and “curios” were mostly held in private collections. 

International exhibits such as London’s Crystal Palace served as an intermediary step 

between these private collections and public museums, as they provided public access. 

Museums began to admit lower-income citizens, lowering ticket prices on certain days 

and providing higher-income citizens the knowledge of when they might have to mix 

with other classes. Early public exhibits included pamphlets that gave working class 

citizens directions on how to dress and act in the museum space (Bennett 1994: 136).

Bennett argues that the art items exhibited in the museums provided these citizens 

with cultural knowledge of national identity and a greater understanding of how the state 

expected citizens to act. In this way, the state established a new means to influence its 

people’s perceptions, expectations, and desires. Exhibitions typically promoted a sense of 

progress that used human remains and “savage” artifacts to show how far the society had 

already come (Bennett 1994: 141).

Bennett further claims that, in such situations, the public becomes an instructional 

spectacle of its own, proving visually instructional in ways similar to public punishment.

One could act as subject by watching other citizens as objects, noticing how they 

interacted with the museum space, the exhibits, and one another. Yet a citizen’s acting as 
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a subject does not prevent him from being objectified by another citizen. This realization, 

that one can simultaneously act as both subject and object at an given moment, can lead 

to the self-surveillance and self-regulation Foucault discusses in Discipline and Punish 

(1977: 191).

Judith Williamson’s essay, “Family, Education, Photography” (1994), addresses 

issues of photography found in relation to the state and the institution of the family. 

Williamson claims that “the representation of the family as an autonomous emotional unit 

cuts across class and power relations to imply that we all share the same experience” 

(1994: 236). This experience is captured through photography, thus the photograph serves 

as proof of the experience. This perception influences the ways in which families take 

pictures as attempts to represent themselves.  

Williamson presents three models of production relationships in the area of 

photography and the family. The first is “Photograph as commodity in the “public” 

sphere,” in which a photographer takes a photo of something or someone and then 

someone else buys it. The second is “Photograph as commodity in the “private” sphere,” 

where a group of people is photographed, and they then buy the photo.  The final model 

is “Camera as commodity in the “private” sphere,” which represents amateur 

photographers for whom the commodities are their camera, film, and developing (1994: 

236 - 237).

Arlie Russell Hochschild’s case-study of Delta flight attendants and bill 

collectors, The Managed Heart (1983), sets out the theory of emotional labour which has 

been further investigated and affirmed in the 25 years since its initial publication. 
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Through interviews, observation, and participation in certain training classes, Hochschild 

is able to address the issue of emotional labour from many perspectives and bring out 

related issues of gender, body image, and how work affects the home and child-rearing. 

Her concepts of surface acting, in which “we deceive others about how we really feel, but 

not ourselves” and deep acting, in which we deceive both ourselves and others 

(Hochschild 1983: 33), are incredibly useful, although I personally believe she has been 

ill-informed about “Method” acting and its effects upon actors over time. (This would 

make an excellent new investigation for her, should she be looking.). I particularly 

appreciated Hochschild’s incorporation of airline advertising campaigns and their effects 

on expectations of workers, as well as how the move towards greater efficiency and 

economy in the industry have affected flight attendants, particularly those accustomed to 

a slower pace. Of course her analysis of smiles and authenticity is also of great value. 

I found Robin Leidner’s Fast Food, Fast Talk: Service Work and the 

Routinization of Everyday Life (1993) to be quite helpful in analyzing fast-paced service 

work. She takes on McDonald’s and Combined Insurance, two companies that use very 

different methods of routinization to great effect in their respective industries. Leidner 

uses a sociological lens and draws her material from analytic data, corporate training 

materials, and her own experiences training to perform routinized jobs and either 

performing them or shadowing a job, in the case of Combined Insurance. The 

combination of sources makes for a more interesting read, as she has ample examples to 

draw on in her analysis. I was particularly amused by her fascination with the 

McDonald’s technology that was state-of-the-art at the time of writing and which further 

19



enforced the routinization. I would be interested to hear her perspective on how present-

day technology has further affected the routine nature of fast food work. 

Alan Bryman condenses a biography of Walt Disney and the history of his 

company’s growth into the first third of Disney and his Worlds (2008). Bryman, a 

professor of Organisational and Social Research, focuses the rest of the book on bringing 

together Disney-related issues that have been investigated academically. Most of the 

substance comes from others’ work, but Bryman acknowledges this consistently and 

creates an incredibly useful source, organized by a combination of subject matter and 

perspective that is accessible and brings new insight. I found his constructed debate about 

whether theme parks qualify as liminal states to be particularly interesting. This book also 

caused me to question how theme park workers understand class relations in 

environments that do not acknowledge class and specifically omit the working class from 

their rides and presentations. Bryman claims that Disney based his models on the belief 

that “visitors could be induced to behave and think in ways that Walt knew best” (2008: 

102). I am interested in how effective these means of manipulation are, how they affect 

those working in the parks as transmitters, and how one might engage such subject matter 

in a casual interview.  

This book was pivotal in me beginning to understand the ways in which theme 

parks control their guests through expectations and visual cues. More importantly, it 

began my understanding of Walt Disney’s version of futurism, which permeates each of 

his theme parks. Walt’s vision of the future is built on technological progress, yet there 

are few, if any, representations of working-class citizens in his theme parks. While 
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scientists and engineers may create the plans for such innovation, working-class citizens 

will either do the work themselves or run the robots who do. Their non-inclusion in the 

parks seems to go unnoticed, yet almost all of the employees who deal directly with 

guests are working-class citizens. 

It is also very apparent that Walt’s vision for the future has little social vision to it, 

besides the fact that we will all be interconnected through technology. This is no surprise, 

considering that the pasts represented in his theme park are also almost entirely devoid of 

social issues or events. Even “The Hall of the Presidents” only addresses wars to show 

their just victories and addresses slavery through a series of ambiguous drawings and 

music, ending with a triumphant speech from the “President Lincoln” robot. It will be 

interesting to see what section of which speech the President Obama robot will give, once 

it is installed. 

Richard Schickel was one of the first to voice blatant criticisms of Walt Disney in 

“The Disney Version: The Life, Times, Art and Commerce of Walt Disney” (2007). 

Schickel originally published this dissection of Walt Disney, the Disney Company, and its 

place in American popular culture in 1968. While Disney the man has passed away, the 

corporation has grown and spread its influence across an increasingly interconnected 

globe.  Schickel’s assessment of Disney was praised by many as the first to dare to show 

its less-than-perfect attributes and continues to be referenced and held in esteem by many 

academics.  Schickel’s history of the man and company is accurate, mostly unremarkable, 

and lacking in declared sources for most of the material. In his foreword, Schickel 

describes the book as a biography specifically of Walt Disney, but also of his type: “the 
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Midwestern go-getter.” The most interesting and novel aspect of this ivestigation is 

Schickel’s tracking of this “type” through the actions of Walt and his company, as well as 

in the content of the works they created. Most of the book is spent discussing how the 

experience, perspective, and aesthetics of this “type” impact how film content is created, 

distributed, and marketed. This sort of analysis has been rehashed several times using 

different terminology, but is a useful guide for the beginning academic to understand the 

most basic complexities at play in Disney culture. 

The most useful section for my research discusses the opening and initial decade 

of Disneyland. At the book's publication this was the only Disney theme park, so analysis 

is short and simple. Schickel frames the park’s creation as less of a creative process and 

more of an economic gamble that required clever fundraising and managing. Schickel 

describes Disneyland as the embodiment of Walt’s ideals and visions for the future, a 

common claim, but goes further to say that it is the ultimate expression of the whole 

Midwestern go-getter “type” ideals, histories, and sensibilities. 

Schickel’s description of early Disneyland workers corroborates stories I’ve heard 

and more recent academic works, but it is his flair for vivid description that sets him 

apart. According to Schickel, workers presented themselves as so overjoyed that “by the 

end of the day a visitor’s face muscles began to ache from the effort of returning so many 

smiles and murmuring so many return pleasantries” (2007: 317). The typical male worker 

is “the kind of vacuously pleasant lad your mother was always telling you to imitate” 

(2007: 319). Schickel proposes that these types of workers are sought and programmed in 

such ways to create a relaxed atmosphere that induces habits of consumption. In his 
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words, “relaxed to the point where the inner guardians of the visitor’s frugality are lulled 

into semiconscousness” (2007: 319). In the end, such turns of phrase invigorate an 

otherwise typical biography, but they also call into question, if not discredit, the author’s 

perspective and voice.

Steven Watts presents a much broader assessment of Disney. The Magic 

Kingdom: Walt Disney and the American Way of Life (1997) is the most extensive 

examination of any I have encountered, and justifiably so, as it is also certainly the most 

well-informed attempt to define the life of Walt Disney, the Disney Corporation, and the 

relationship of both to American popular culture. While Watts does utilize previous 

academic work in making his arguments, the majority of his work is based on first-person 

sources: Lillian Disney and other members of the Disney family, almost unlimited access 

to the Disney Archives and their personnel, and more than twenty former close 

employees of Walt’s. Such access creates concern that the author might have made 

concessions, in terms of the books’ content and tone, to those who accommodated him in 

his research. Additionally, Watts blatantly admits his fascination and adoration of Disney, 

both the man and the company. These factors certainly influence the published work, yet 

Watts is able to adequately balance criticism and acclaim. Watts sticks close to the facts 

of each situation and uses precise language to express their contexts and his 

understandings of them. In this way he is able to present all parties in a  manner that does 

not deny their faults, yet also doesn’t focus a great deal upon them. 

The majority of the book tracks the rise of Disney during the years when he 

focused on the animation studio. More specifically, Watts provides useful descriptions of 
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the company’s operations and politics, what films were released and what their intended 

and received social significances were, what the social and cultural conditions of the 

country and state were, and how these affected the rise of the company. As someone 

studying the lives of theme park workers in a more recent era, I found Watts’ discussion 

of the 1950s Disney Studio atmosphere and drama ripe for comparison. In the most basic 

sense, workers at that time were expected to work hard and for long hours, but were 

given a great deal of autonomy and were prized and praised for their innovation.  Later, 

Disney admitted, “I’ve been a slave driver. Sometimes I feel like a dirty heel the way I 

pound, pound, pound” (1997: 192). 

Watt’s discussion of Disneyland is much shorter, yet addresses most of the key 

points and specifically the park’s “profoundly optimistic psychology”(1997: 389) and 

national values. He quotes Walt as dedicating the park to “the ideals, the dreams, and the 

hard facts which have created America” and remarking, “I believe in emphasizing the 

story of what made America great and what will keep it great” (1997: 392, 393).  

As a playwright working on this subject matter, Peter Schweizer and Rochelle 

Schweizer’s Disney: The Mouse Betrayed seemed to me like a dream come true at first. 

The description and all the reviews I read claimed that the authors were able to get 

workers to speak honestly and that this resulted in a book about the side of Disney the 

company is very effective at hiding. I was excited to hear about the negative sides of the 

operation, which most books on the subject elude or give a cursory examination. I should 

have known from the title that the book would be pure hyperbole littered with un-cited 

references, anonymous “inside sources,” and a conservative moral overtone. Appendices 
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make up a third of the book, presented as evidence for the authors’ claims. Yet, many of 

the claims are distortions of the information provided, such as a claim that Disney’s 

employee injury rate was twice that of the “industry standard” in 1991. The assertion is 

repeated again and again in slightly different language, but there is no definition of the 

“industry standard” or of how sick days play into this, as they are also shown in the same 

graph without explanation (1998: 41). They do not provide statistics for any other year or 

explain why they chose to use statistics from 1991. 

It is clear that the Schweizers have a negative opinion of Disney and are 

attempting to spread that perspective through this book. Their chapter titles include 

“Safety Comes Last,” “Disney’s Pedophile Problem,” and “Mickey Rocks: Sex, Drugs, 

and Satan.” Based on my experiential knowledge and other sources on Disney, some of 

the Schweizers’ claims are either wrong or questionable. At one point they describe an 

interview subject as working in rotation at three different roller coasters, which are on 

opposite ends of the Magic Kingdom. My understanding is that employees only rotate 

between attractions that are adjacent to one another, which makes me question this 

interviewee’s claim that management told him to consistently start the rides before guests 

were fully seated (1998: 45). The entire work focuses on topics that are easily 

sensationalized and converted into anti-Disney propaganda.

Based on the tone and style of the writing, I believe this book is probably not 

intended for the academic reader. The authors do themselves and their arguments a 

disservice by focusing upon the most sensational material, when there are certainly more 

substantial matters Disney would prefer to keep secret. This is true of any company this 
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size. I am still amazed that Peter Schweizer is a media fellow at Stanford’s Hoover 

Institute and has written for the The New York Times and The Wall Street Journal. 

David Koenig’s Realityland: True-Life Adventures at Walt Disney World (2007) 

provides a useful, if not comprehensive, history of Disney’s Floridian involvement from 

Walt’s death through the demise of Eisner’s Disney career. Koenig obviously set out to 

write a history that is both accurate and entertaining, but he is not successful at blending 

these two approaches. He details how hierarchical changes in the Disney Corporation, 

stockholders’ concerns, and evasion of local legislation influence the actual WDW theme 

parks’ creations and then follows this analysis with a one-page boxed section entitled, 

“Say What?” This lists ridiculous things guests have said to Disney workers. This is a 

clever scheme to pull in non-academic readers, but it diminishes the rest of his work. 

Koenig never specifically addresses his own perspective and biases, but they make 

themselves clear in his “unauthorized” authoritative voice. Koenig chronicles how Walt’s 

dream to build “a city of the future” brought the company to Central Florida and 

expanded in the decades after his death into four theme parks, several water parks, a 

dozen hotels, thousands of time shares, multiple entertainment complexes and a 

Rockwellian city with poorly constructed houses, “futuristic” electric golf carts and a 

deeply and publicly failed attempt at experimental education. Koenig excellently explores 

and explains the original invention of the Disney Complex up to the opening of The 

Magic Kingdom, at which point each addition is given less and narrower investigation. 

This is disappointing, as subsequent explanation of the same depth and caliber would 

allow for greater comparison of the company’s ventures and simultaneously provide a 
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more precise diagram of its evolution. 

 Inside the Mouse (1995) is the result of a two year investigation undertaken in the 

early 1990s by the “Project on Disney,” whose members are Karen Klugman, Jane 

Kuenz, Shelton Waldrep, and Susan Mills. Each chapter is written by a different member, 

all of whom teach at universities in the U.S., but there is cohesion beyond a typical 

collection of essays. The members make it very clear who has written what, but their 

individual backgrounds and perspectives are not clearly stated. As a whole, they seem 

very well-read in sociological and anthropological theory which they combine with 

history and participant observation to reach their conclusions.

The histories they present corroborate the various published accounts I have read, 

but they organize the material around the central issues they found in their participant 

observation work. The section on workers is most pertinent to my research, but despite an 

extensive presentation of information gleaned from current and former workers, I found 

nothing I had not already learned. 

The first chapter is titled “The Problem with Pleasure,” a theme which permeates 

the entire work. The goal of the book seems to be to understand how and why people 

derive pleasure from the theme park experience, in great part because the authors can’t. 

Sheldrop explains, “As someone who works on culture, I realized I could never be 

outside of work. Everything that other people do for leisure or to escape is what I do for 

work” (Sheldrop 1995: 9). They provide much history and ethnography, but in the end 

they make few claims beyond explaining repeatedly how the theme park experience is 

completely passive. This expands into every realm, even the future: “This lack of genuine 
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participation at Disney in any capacity other than viewer mirrors our lack of participation 

in the future we’re told is always just around the corner” (Sheldrop 1995: 65).

Eric Gable and Richard Handler’s “After Authenticity at an American Heritage 

Site” deftly analyses the battle at “Historic” Williamsburg over how to most authentically 

portray the city and its history, and whether “true” authenticity is really what visitors are 

seeking. I was most interested in the tour guide’s role in the process. The authors point 

out that tour guides straddle a line of portraying and presenting historical accuracy while 

also presenting guests with accurate information about twentieth century updates. The 

tour guides gain credibility with guests by being forthcoming about modern aspects of the 

town, which brings greater authenticity to their discussion of the historical elements. The 

experience a woman whom an attentive waiter prevents from putting salt in her tea is 

interesting because she believed, “waiters like that…could not be reproduced, or faked, 

or trained” (1996: 379). Most interesting is the notion of a conservative constructionism 

that serves to protect “necessary” myths.

Elizabeth Chin’s “Ethnically Correct Dolls” presents several issues surrounding 

the creation and distribution of racial dolls created by several corporations. Throughout 

the piece she returns to ethnographic work she conducted as a participant-observer with 

African American pre-teen girls in a lower-income area of New Haven, Connecticut. 

Most interestingly, these girls “queer” their white dolls with “distinctly un-white hairdos” 

and want to know why there are no pregnant or fat Barbies (2008: 314, 305). Chin 

discusses Mattel’s line of “Shanni” dolls, which resemble Barbie dolls except for their 

skin color, hair type, and “butt size” (2008: 312). This last claim was tested and 
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disproved when Chin disassembled and mixed pieces of a “Shanni” doll and a Barbie 

doll. Chin notes that such “ethnically correct” dolls are marketed as toys which will 

provide self-esteem for children whose skin is not the same as “regular” Barbie (2008: 

309). Chin calls into question the effectiveness of this mission by pointing out that the 

children in New Haven rarely, if ever, have access to a store which would carry an 

“ethnically correct” doll or the funds to purchase one (2008: 309).

Chin concludes that “ethnically correct” dolls diversify toy store offerings, but 

“do not redefine the market itself as a sphere accessible to children of color who are also 

poor.” She continues, “the notion that the toy box is or should be a democratic space 

mirrors the commonly held notion that the consumer world is similarly democratic” 

(2008 : 317). Chin presents racial ideas and the ways in which they are problematized 

effectively by comparing “ethnically correct” dolls with dolls which children have made 

“ethnically correct” for them. Chin's analysis directly relates to theme park work, as 

many theme park corporations attempt to promote ethnic diversity, and promote 

themselves as ethnically diverse, in similarly problematic ways. The most obvious link is 

the use of very basic and specific markers used to differentiate ethnicity. Female “face 

characters,” character performers whose faces are visible, are the living equivalents of 

Barbie Dolls. Using wigs and makeup to alter markers such as skin tone, hair type, and 

eye shape, a white performer can perform characters of several different ethnicities. 

In “The Pure Products Go Crazy” (1988) James Clifford explains the ways in 

which representation, ethnography, and culture are problematic and problematized. He 

uses a section of William Carlos William’s poem, “Spring & All” (1923), as an example 
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of these difficulties and a means through which to explore them. Clifford show that in 

dealing with issues of history, William’s “does not evoke Elsie and the idiocy of rural life 

to celebrate a progressive technological future,” nor does he “resign himself sadly to the 

loss of local traditions in an entropic modernity.” Rather, “he claims that ‘something’ is 

still being ‘given off’- if only in ‘isolate flecks’” (Clifford 1988: 5). Throughout the 

essay, Clifford relays this message repeatedly in various terms: there is no concrete 

answer to fix problems of representation, ethnography, and culture; Rather, it is 

imperative to seek out, acknowledge, and reckon with the individual problems which 

appear along the path, if one has any hope of reconciling them. 

The problems are many and Clifford exhibits quite a few. For example, “When the 

prevailing narratives of Western identity are contested, the political issue of history as 

emergence becomes inescapable…in deconstructing that history, we can only construct 

other histories” (1988: 7). “Who has the authority to speak for a group’s identity or 

authenticity? What are the essential elements and boundaries of a culture? How do self 

and other clash and converse in the encounters of ethnography?” (1988: 8). “One is 

always, to varying degrees, ‘inauthentic’: caught between cultures, implicated in others…

identity is conjunctural, not essential.” (1988: 11).

I found most interesting his inclusion of Michel Leiris’ assertion that, “the new 

traveler expresses “not simply his vision, but through an instantaneous, constant transfer, 

the echo of his presence” (Clifford 1988: 14). This holds true in any sort of ethnographic 

work and frames the problem in such a way that the ethnographer, or traveler, is 

constantly aware of and constantly in dialogue with the problematic aspects of her work. 
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I certainly experienced learned a great deal about myself during the creation of Rat Race, 

because the subject matter is such a part of my childhood. Clifford's work really 

encouraged me to look closely at my own relationship with and intentions for the piece, 

which is partly documented in Rat Race: The Secret Lives of Theme Park Workers.
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Chapter 2: Theme Park Worker Case Studies

This section is an attempt to focus on examples of a few issues that repeatedly 

appeared in the interviews, and consider them in the context provided by the Literature 

Review. I have chosen to address examples of the following issues: Arlie Russell 

Hochschild’s concept of “deep acting” and routinization in service work,

In The Managed Heart, Hochschild explains, “In surface acting we deceive others 

about what we really feel, but we do not deceive ourselves,” whereas, “In deep acting we 

make feigning easy by making it unnecessary” (1983: 33). While most service industry 

employees are required to smile and sound pleasant, theme parks corporations expect 

surface acting that specifically reinforces a belief in the “magical” nature of the theme 

park in addition to smiles and pleasantries. Theme parks also require the presentation of 

personal happiness at all times, which invariably requires deep acting. Many of the theme 

park workers I interviewed spoke about and around issues of deep acting, although none 

utilized Hochschild’s terminology.

Sigourney2 is a 54-year-old white female who worked for a theme park for six 

months in 1972 and left because she transferred to a different college. She looks back on 

her time working for the theme park with fondness and explains the goals of employee 

training:

It wasn’t so much an indoctrination as, this is what we’re trying to do. 
We’re trying to create these wonderful experiences for people, and it only 
happens if everybody buys into it, and everybody’s part of it. And, if, one 

2 All of the interviewees’ names have been replaced with pseudonyms to protect their 
identities.
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[cast member] is rude to [a guest], it spoils [their] experience, so, you 
know, I think, what they were trying to do is get everybody to understand 
that it doesn’t happen unless everybody’s part of it.

This emphasis on the customer and teamwork are common in service work training and 

Sigourney emphasizes the importance of all employees working together towards the 

common goal of providing the guest with the best experience and also the necessity of 

working as an individual to uphold certain standards. This includes acting “happy.” 

Jason is a 31-year-old Asian male who worked as a ride operator while in high 

school who found the job boring, left to work in the technology industry, and still visits 

the theme park on occasion. This was Jason’s response when I asked if his job required 

acting:

My official job did not include acting, however, there is a definite 
expectation that you "act" a certain way. People who know me tease me 
when I am "acting" like my theme park person. They notice a definite 
difference between how I was trained to act for guests and how I am in 
real life. There was on stage and off stage areas. You were expected to 
perform as a good cast member while on stage. Always smiling and 
friendly. Always helpful. Even the people who sweep the floors should 
greet you with a smile and be able to answer your questions. Everyone is 
happy at [the theme park] and you should act thusly.

Jason makes several things clear. First, acting happy is a requirement of theme park 

workers, as the expectation is that “Everyone is happy at [the theme park at which Jason 

works].” Second, these expectations apply to all “on stage” areas, but there are “off 

stage” areas where these expectations may not apply. Third, his friends notice the 

distinction between how he “is in real life” and how he was “trained to act for guests.” 

There is certainly a great deal of “surface acting” involved in the process of shifting from 

one to another. He makes reference to “acting like my theme park person,” referring to 
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himself in a third person. I find this fascinating and wish I had noticed it during the 

interview so I could learn more about it.  

The situation gets more complicated at theme parks because employees are also 

required to promote and maintain a “magical” atmosphere. Dolores is a twenty-three-

year-old Latina who has worked at the theme parks for five years, is currently on 

“seasonal” status, and repeatedly speaks about how much she loves this job. Here she 

speaks to the guest’s experience of the “magic” and her perspective on that experience: 

“They want to believe in that little bit of magic, you know what I mean, and it makes you 

believe in it too, and you’re like, oh look at the lives I’m inspiring, Look at all the 

happiness I’m just bringing to this one family. ” 

The theme park company trains Dolores to create “magical” experiences for 

guests and these experiences cause Dolores to believe in the “magic” as well. Doris also 

seems to gain a lot of pride in her work from these experiences. Theoretically, these 

positive gains provide more incentive to create more “magical” experience for guests. 

This self is a self-reinforcing cycle, but one that can easily be broken by a relationship 

breakup, car accident or anything else that might make a worker feel less than “magical.” 

This is where “deep acting” comes into play. I asked Dolores to tell me about a bad day at 

work, and her response was:

They taught us in training that, when you reach your breaking point, and 
you feel like, you don’t know why you’re doing this anymore, go to the 
park as a guest, sit down, and see a parade, and don’t watch the parade, 
watch the guest’s faces. It’ll remind you, why you’re doing it. And, I did 
that, all the time.

Workers are trained to focus on happy guests as a tool to improve their moods, which 

34



makes the worker more likely to improve guests’ moods. The theme park company 

utilizes this exercise in “deep acting” as a means to perpetuate the circle. Its use is 

widespread and very effective, deeply so in certain workers. Joseph is a 46-year-old white 

male who began working for the theme parks at the front desk of a resort when he was in 

his late 20s and worked his way up to creative management, where he wrote scripts for 

rides and attractions. He was laid off three years ago and is currently interviewing for 

other creative jobs at the theme park, which he holds in very high esteem. Joseph recalls 

an experience from his first year at the theme park:

I gotta tell you, one of the coolest things about working there is that, if I 
was having a bad day or even if I’m having a good day, you know, to be 
able to just, go in the park, and spend time, and just, like look at, 
especially the kids and stuff. It’s like therapy in a way. It just puts things in 
perspective. And you remember, and I know it sounds real pixie-dust, 
dustish, and corny but— it’s really true. 

Joseph found this exercise in deep acting very effective and utilized it to alter his 

emotional state, even when he wasn’t preparing to work. He specifically states that he 

knows how “pixie-dustish” it sounds, utilizing a piece of theme park slang which equates 

a combination of “whimsical,” “cheesy,” “contrived,” “corporate” and “juvenile.” He 

links his experience of this exercise to the term and then attempts to create distance from 

it by claiming “but – it’s really true.” I believe Joseph was trying to convey that this 

exercise in “deep acting” is an effective tool to alter one’s emotional state both as a 

“magical” employee in the theme park and as a non-working observer, as well. 

Melani is a 21-year-old Latina female who worked at the parks for two years 

during high school and quit to move away for college. She spoke about how the theme 

park work experience affected her emotionally:
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I honestly believe that being able to play all day at work and hug 
thousands upon thousands of people really allowed me to touch a part of 
myself I had long forgotten. I was in a very dark, depressed time in my life 
and working as a character helped me pull out and start to laugh again and 
start to enjoy life. I came out of my shell a lot and instead of only being 
able to communicate with people in terms of sharing information, I began 
to laugh with people.

Melani spoke about methods of “deep acting” that she employed, which combined with 

the physical rigor and physicality of character performance drastically improved her life. 

What I found most interesting is that this was a substantial and sustained emotional shift. 

Most interviewees spoke about emotional shifts last a few minutes or a few hours, but 

Melani was able to sustain non-depressed moods from the end of one shift to the 

beginning of the next.  

 Here Joseph discusses shifts from one mood to another and some discrepancies 

betwixt life on the job and off:

And I’m thinking to myself, “Wait a minute, people that work at [the 
theme park] don’t get drinks.” You know? And I don’t know if I ever 
really got used to leaving my job at [the theme park] to go out drinking all 
night. It was just a, a mind twist, for sure. You’d show up the next day, and 
put your, you know… pixie dust yourself and, you know, it, it, it was just, 
weird for me. People are almost schizophrenic in a way, you know, 
because you have to put on one face and one attitude and I think when you 
work there, for the most part, people want to make the guests feel 
welcome, certainly back then, maybe a little more cynical now, I don’t 
know. But back then, I found that most people really wanted to provide a 
really good guest experience. They’re not as lucky as us, to be able to go 
out to [the theme park], you know, as often as we did. It might be a once in 
a lifetime thing. Especially when there are kids around. But then you 
would get back stage, and the same person who was just pixie dusting the 
heck out of a guest would get back stage and, you know, be going off 
about something that really fired them up.

Joseph explains that he had very specific expectations of what theme park 
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workers do and do not do, and that these expectations were quickly dashed. This is 

interesting because it sheds some possible light on what guests’ expectations of workers 

might be. Certainly the workers are conforming to the company’s expectations of them, 

but the guests might not have the exact same set of expectations and since the workers’ 

job is to serve the guest, they must negotiate that line. Joseph sets up two very strong 

distinctions. First, there is the distinction between “on stage” and “off stage” spaces, the 

former requiring the theme park worker to be a “service industry worker” and the latter 

allowing her to behave outside those limitations.  The second is the “on the job” and “off 

the job” discrepancy. These aren’t as clear-cut as the first couple, for Joseph’s story 

shows that workers leave the job with work-related stress, sometimes resolved through 

drinking and camaraderie, which can then result in one not being physically well for 

work the following day. In both of these cases, each space is impeded by the presence of 

the other. This could certainly be quite the “mind twist,” but Dolores presents a situation 

that is equally conflicted:

You don’t even realize you’re doing it, but it’s just, all natural—you smile 
inside. They can’t see you, but, you smile, or, if they’re taking long, 
you’re like “ugh,”—….or, you’re like “aww, you’re so cute, you’re like, 
oh my god,” and you blow kisses and—It’s like, you just really react, 
you’re really there…. I’ll joke around, like I’ll, stick my tongue out when 
they’re taking a picture. They don’t know.….If I don’t like them—Yeah, 
you give them mean faces, and you’re like, “Ha ha, you think I’m 
smiling.”

While Dolores mixes them together, there are actually two very separate modes of 

behavior at play here. In the first, performers’ faces unconsciously coordinate with their 

body language, even though their faces cannot be seen because they are hidden by their 

character costumes. At other times performers reclaim control by using facial expressions 
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consciously to express their point of view on a situation. The character knows that her 

face cannot be seen and that her facial expressions will not change the situation. At the 

same time, this privacy provides the worker a means to express disagreement in a job that 

largely prevents it. 

Kenny is a 35-year-old white make who has worked for a theme park from the age 

of 18, is currently an employee trainer, and defines himself very much as a theme park 

worker. He has dealt with his share of disagreement and has a systematic approach to 

dealing with it: 

Difficult things are harder to remember as you tend to push them out of 
your mind, if you're smart. I've been cursed at, yelled at, and even 
threatened because I wouldn't let someone's child on a ride they were too 
small for, or because I wouldn't let someone do something they wanted to 
do but would cause them to potentially get hurt or even killed. I've learned 
with more than 20 years of experience that eventually, if you don't act like 
you might give in, even the most obnoxious guest backs down. The trick is 
to kill them with the most polite, kindest, and wonderful guest service you 
can muster, all while denying their demands. Then, you go on a break, 
grumble about them to your colleagues for no more than 10 minutes, then 
promptly forget them. They aren't worth getting bent out of shape over.

Kenny seems to be a master of both “surface acting” and “deep acting.” He has an 

elaborate routine to tell guests they can’t do something while also seeming incredibly 

nice. In terms of “deep acting,” Kenny seems to believe he can instantaneously get rid of 

problematic thoughts. If he is actually able to, this is dependant upon some form of “deep 

acting.”

Rhonda is a 34-year-old white lesbian who has worked for a theme park for more 

than a decade giving “VIP” tours to guests who are famous and/or wealthy. She sees the 

theme park as a company for which she is happy to work, but she does not feel any 
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attachment to its culture. She recalls an experience which required a great deal of 

emotional labor:

I had a very fundamentalist Christian family once. They commented often 
on things that I could not express an opinion upon because I was in 
uniform; representing my company and providing them a service that I am 
paid to provide. I am an out Lesbian living with my partner but I am not 
out to my guests at work. Again, I am representing the company and my 
orientation is not pertinent. This family, however spoke of homosexuals 
and pedophilia after interacting with a somewhat obviously homosexual 
employee. I am also Jewish and after passing a family of Ultra-Orthodox 
Jews they said other things sitting in judgment of others. I was disgusted 
and had to contain my disdain. It was very difficult to deal with and 
afterward I felt like I needed a shower.

Rhonda expresses that it is difficult to hear the guests’ homophobic and anti-Semitic 

remarks, but she believes that she cannot address her disgust to the guests because she is 

on the clock. She says she had to “contain her disdain.” While she doesn’t specifically 

address how she is able to restrain her true feelings, they are certainly methods of surface 

acting and not deep acting for she left the experience feeling as if she “needed a shower.” 

Rhonda identifies herself as lesbian and Jewish in this discussion, showing that she is a 

member of both attacked groups. She makes a point to clarify that while she is an out 

lesbian, she is not out to the guests and refers to another worker as “obviously 

homosexual.” This indicates that Rhonda believes she is not easily identified as a lesbian 

at work and that the guests in this experience were not intentionally hurting her with 

these remarks. She says that “her orientation is not pertinent at work,” but in this situation 

it is incredibly pertinent, as that part of her identity is being criticized. Thus, Rhonda is 

forced to utilize surface acting techniques until she is able to leave the offensive guests.

Dolores shares a story that calls into question the relationship between a worker’s 
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identity and the need to express happiness on the job:

They were casting for [a group of characters] and they’re supposed to be 
different ethnicities. One is Asian, one’s Black, one’s Spanish, and one’s 
like, southern. I just started talking to these girls, and these girls are like, 
“Oh I do, like, eight face characters,” “I do like, oh yeah, I’m [one 
princess],” “I’m [another princess],” “I do this, I do that.”  And then, 
they’re really snotty, and really stuck up, and I’m sitting there with them, 
and they’re telling me, “Oh, that girl’s not going to get pulled because, 
look at her eyes, she has a cockeye,” or “Her nose is too big to be a fairy.” 
Then we get into the room and everybody is either white or black, no 
Asians or Spanish people, and I was like, “I thought [the characters] were 
Asian or Spanish.” Sometimes they just take a white girl, and use makeup 
to make her look Spanish or Asian. But people that look like me, who are 
Spanish and a little shorter, I can’t be anything. I could probably be [a 
Native American character] if I was a little taller, cause she’s darker 
skinned, or [A Middle-Eastern character] if I was thinner, because she’s, 
like, a stick. But a lot of white girls do [the Middle-Eastern character] too. 
It’s really discouraging. How come none of the characters look like me? I 
go to these auditions, then they tell me, “We don’t want you to change 
anything about you, you’re beautiful just the way you are.” It’s like, yeah, 
well how come no characters look like me? You know? It just gets 
discouraging. The company claims they’re all about ethnic diversity, 
“melting pot,” but they’re not.

At the end of the audition Dolores is told that she is beautiful just the way she is, but this 

is undermined by the systematic and problematic ways in which ethnicity and beauty are 

commodified and represented in theme parks. Performers whose faces and bodies look a 

certain way are paid more and given opportunity to look guests in the eye, while all other 

performers are hidden inside bulky costumes and fiberglass character heads. This 

dichotomy can cause self-esteem issues that conflict with the requirement that employees 

must present “happiness.”

In this instance, a theme park company’s attempt to promote ethnic diversity in its 

image, but in reality the theme park employs methods that on any other theatrical stage 
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would be labeled “yellow face” (See Kondo 2007 unpublished) and the Latina equivalent. 

Dolores is made very aware that face characters don’t look like her and that she will 

never look enough like the face characters to perform them. She specifically describes 

that her only chances at such an attempt would be to become thinner and taller. Despite 

her actually being Latina, she is told that she does not look the right way to actually 

perform as a Latina character. Moreover, Dolores knows that the Latina characters are 

often performed by white women, so the qualifications have more to with specific 

indicators of how a certain ethnic group looks – in this situation skin color and eye shape 

– than with depictions of how the variety of Latina women actually look. This is very 

similar to Elizabeth Chin’s (1999) discussion of how racial categories are utilized to 

present “ethnically correct” dolls. Chin’s finds that skin color, eye shape, hair texture, and 

butt size are the factors supposedly manipulated to create different ethnicities. Chin tested 

and disproved the “butt size” claim, but the rest of the categories are used to racialize 

dolls and racialize theme park performers. Fake hair is used for both dolls and 

performers, eye size is manipulated with paint and makeup, and skin color is airbrushed 

on for both. 

Ellen is a 22-year-old white female who has worked as a character performer for 

three years and says she finds much enjoyment in the job. Here, however, she describes a 

problem that results from guests’ curiosities about discrepancies between the costume 

bodies and the bodies of the performers:

If you’re a boy character, and you’re a girl doing it, their belly is here, on 
my chest. So a lot of the times, the mom and dad’ll be like, “No, he’s nice, 
look, he’s really nice,” and they’re just, going like this on you—There are 
people though, who are like, “Bam!” trying to feel—They do it on purpose, 
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to see if you are a boy or a girl. So it’s okay for them to feel you up 
because you’re getting paid to be there. It’s not okay for you to accidentally 
stick your hand on their hip cause you can’t see. Or you to turn
around and hit their butt. Yeah. or, a lot of times they pat their belly, but for 
the boys, it’s right here— So, they’ll be petting their crotch, and they’re 
just like, “Huh, that’s my belly, it tickles!”

Ellen describes two instances: the first where guests intend to rub the costume belly and 

accidentally rubs the breasts of the performer inside. While the guests’ intentions are 

innocent, they are still physically provoking the performer in ways that would not be 

acceptable in most lines of work. Ellen does not discuss how this type of incident could 

be prevented, such as thickening the material in those areas. The other type of instance is 

when a guest intentionally grabs an area of the costume to feel for the performer’s 

breasts. While Ellen describes this as a guest trying to figure out if the performer is male 

or female, this gesture is sexual harassment. Ellen relates this incident to the reverse, in 

which a character performer sexually harasses, or is accused of sexually harassing, a 

guest. In another section of the interview, Ellen discusses how difficult it is for 

performers to see out of certain costumes, and that this leads to claims of harassment as 

characters unintentionally bump their arms into guests, which has led to several lawsuits. 

Ellen juxtaposes these incidents, which she views as mostly accidental, with incidents of 

guests feeling the breasts of character performers, which she sees a combination of 

accidental and intentional. It is surely difficult for some performers to maintain the 

“happiness” requirement if they can’t be reasonably assured that they and their bodies 

will be respected while they work.

Here Dolores discusses the perspective of former theme park workers and the 

concept of brainwashing:
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A lot of the people that, that I’ve met that used to work at [theme park], 
they always say, “[Theme park] brainwashes you. [The training course] is 
a whole brainwash. I was even believing it myself,” “Oh, the characters 
are real! I’m best friends with this character! I’m best friends with that 
one!” But, it’s just to keep the magic alive. It’s not brainwashing. It’s 
because people want to believe. If you’re performing, and somebody 
comes up to you, and asks, “are you a boy under there?” and you say 
“yes,” they don’t really want to know. It just totally ruins it for them. Just 
pretend that it’s magical and…let them believe it. Cuz they want to believe 
it. Like, if you tell them you’re fake, then it’s such a big letdown.

Dolores is adamant that the training is not brainwashing. Yet she justifies the training 

methods as “keep(ing) the magic alive.” This belief in “magic” is instituted in the training 

and is consistently reinforced in the terminology and ideology used both by management 

and among workers. As previously mentioned, the idea that a worker is creating “magic” 

for the guests is used as a deep acting tool to improve a worker’s emotional state and the 

ability to perform “happiness” with satisfaction. This is reflected in Dolores’ explanation 

of why she would not disclose her gender to a guest while in character costume. Even if 

the guests says they want to know, Dolores believes she knows better, for that would ruin 

the magic and disappoint them. It is unclear whether Dolores considers that a guest’s goal 

might be to ruin the “magic” or that the guest is somehow not under the spell of the 

“magic.”

While the idea that anything is possible in the “magic” world of the theme park, in 

fact everything is incredibly planned, ordered, and structured for maximum efficiency 

and profit. As a result, routinization runs rampant and the workers are well aware of this. 

Here Melani explains the ways in which routinization affects her work as a character 

performer and how she negotiates those requirements with her own expectations of her 

performance:    
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Take a picture, then say goodbye. It’s usually about eight seconds you 
spend with a family. That’s what they teach you, but sometimes I try to 
spend more. Some performers try to just rush through it, because they get 
in their heads that it’s just a job. But I take it from the family’s point of 
view, and if a family waits in line 30 minutes to see [character performers]
…I always try to give that kid some kind of special attention, so that when 
they leave, they’ll be like “I waited in line…and I got a kiss!” or, “I waited 
in line and I got a hug!” or “I got to dance!”But some families don’t care. 
I’m playing with the little kid, and they’re like “Come on, come on, stop 
that. We’re taking a picture—” Why did you wait in line—Like, what was 
the point of that? To take a picture. Well, that’s how they’re trained too. 
It’s all, such— a factory. Mhm. Everywhere. [The theme park corporation] 
makes sure people just keep going and going. Just, to try to get everybody 
in there.

Melani plainly lays out the constraints for her time with guests: eight seconds and a 

photo. Yet she clearly believes that 30 minutes of waiting on a guest’s part should result 

in more than an eight-second interaction. Melani fights for her own agency against this 

authority by spending more time with and giving special attention to guests whom she 

feels deserve more time and attention. The authority she fights against is not just 

corporate policy, however. She specifically notes that some parents get upset if Melani 

spends too much time playing with their kids. She explains that these parents’ ultimate 

goal is to take a picture of their children with a character. Thus, for Melani to perform her 

job as she sees appropriate, she has two authorities with which she must negotiate her 

agency on a moment-to-moment basis.

Brigham is a 52-year-old white male who has worked in the theme park industry 

since he was 15 and currently works as a performer in a theme park show. He loves the 

industry and has very specific ideas about how theme parks should function. In this 

section he explains his attempts to enact his agency against similar authority in a different 

context:
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“That guy’s kid had his picture taken with the monkey, I want to have my 
kid’s picture taken with the monkey.” That’s all they wanted to do. I had to 
find a way to trick them into making this trip with me. so I established a 
playing area, and then I’d point to one kid, and I’d bring that kid up, and 
everybody suddenly had something to watch while they were waiting. If, 
parents had their way, they’d just hand you the kid, take the picture and 
walk away. That’s all they wanted. But by, pulling the kid in and playing 
with that kid, and then going to the next kid, who had been waiting, and 
pulling him up, suddenly, everyone’s got this show they can watch.

This situation finds Brigham walking around an area of the theme park as a face 

character, but not set at a venue specifically promoted for taking photographs with the 

character. Brigham has been given more agency by the theme park authority to interact 

with guests as he sees fit. Yet his idea of how he should perform his job butts up against 

the expectations of guests, specifically their emphasis on taking photos. Brigham 

navigates this by creating a space that all the guests can see and then turning one of the 

young guests into the star of the show. This entertains the guests who are waiting, and 

they expect similar treatment will be given to their children.   

Roger explains the general issues that plague the non-performer theme park 

employees:

Few people realize what a theme park job is. You handle guest 
compliments and complaints, you explain why the ride is scary to the thrill 
seeker, and why it's not to the kid who's never been on a roller coaster. 
You answer the same questions over and over without letting on you've 
heard them a million times. Where’s the bathroom?

Repetitive questions like these can test an employee’s ability to present “happiness” every 

single time. Theme park workers secure guests into the same ride a thousand times a day, 

or sell hundreds of the same light-up toy, or wave and smile the exact same wave, or 

sweeping the same trash off of the same concrete every day. Their physical movement is 
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mandated on a second-to-second basis and their actions, expressions and emotional 

presentation are dictated by the theme park authority and often the authority of the guest. 

Yet amidst this order, some workers are able to retain and enact agency. That’s “magic.” 
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Chapter 3: Anthropological Analysis 

In this section I explore a few core issues that warrant further analysis after 

appearing briefly in the Literature Review and/or Theme Park Worker Case Studies. I 

seek to provide a more substantial anthropological framework with which to view the 

following chapters’ focus on the creation, performance, and reception of Rat Race: The 

Secret Lives of Theme Park Workers. The section focuses on Tony Bennet’s “The 

Exhibitionary Complex,” Judith Williamson’s “Family / Education / Photography,” and 

Eric Gable and Richard Handler’s “After Authenticity at an American Heritage Site.” I 

use Walt Disney World as my primary example because I am very familiar with its 

content after spending hundreds of hours there growing up.

Bennett’s theory of how the exhibitionary complex functions is directly relevant 

to the history and functioning of theme parks. The creation of both the public museum 

and the theme park has the exhibitionary fair as the intermediary phase that nurtured their 

transformation and growth. While such fairs created impetus to open doors to new 

knowledge and power in public museums, the New York World’s Fair of 1964 brought 

Walt Disney’s visions to the public and gained enough momentum to privatize them in 

his theme parks. Walt Disney’s visions were available to the public through his films, at a 

manageable price for most, but intimate exposure to them became available only at his 

theme parks where admission price began high and has risen disproportionally higher, 

compared to inflation.

Just as the first museums open to the public presented exhibitions that showed a 

strong national culture with a focus on progress, one of Disney’s exhibitions at the Fair 
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was entitled, “Carousel of Progress.” This exhibitionary ride presents a “typical 

American family” and takes them through four time periods: 1900, 1920, 1940, and 1960. 

The family consists of a father, mother, daughter, son, and dog. The family is financially 

secure; they would definitely be described as “middle class” in today’s terms. Issues of 

morality are brought up discreetly, such as when the mother tells her daughter an 

“acceptable” time to return from her date. Patriotism is a blatant theme; one of the scenes 

takes place on the Fourth of July and the father discusses the President and national 

events that are occurring as an introduction to each new time period. 

The notion of progress appears in the title of the show and in its catchy theme 

song, “There’s a Great Big Beautiful Tomorrow!”, which is repeated five times 

throughout the presentation with the characters singing along. Technological progress is a 

main focus of the show; the father points out each new technological product, from 

phonographs to record players, ice boxes to refrigerators, and oil lanterns to electric 

lights. Invariably, some of the new technology suddenly functions incorrectly in a 

humorous manner at the end of each scene. This serves to remind the audience that the 

status quo is never enough, and that progress lies in new technology, not necessarily 

improving current technology. In the same vein, the clothing styles and decorations of the 

home are drastically different in each time period, reinforcing the importance of new 

products. 

This chain also resembles Bennett’s observation that art and artifacts from older 

and more “savage” civilizations served in museum exhibitions to enhance the progressive 

nature of the current national culture (1994: 136). While the chain of technological 
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evolution presented at the theme park does come from the same country, the ride presents 

each time period as having drastically different cultural elements. The presentation of a 

perfect, moral, happy, patriotic, and consuming family is a mainstay, which is the 

backbone of the American history that Disney presents. The ride, just like the rest of the 

presentations, induces a nostalgia that reminds the contemporary audience how much 

more technologically evolved they are without dirtying the picture with social issues. At 

the same time, like all the presentations, the ride sells a vision of the future in which 

anything is possible and can be achieved through technological progress. This makes 

sense considering that General Electric commissioned the ride to be part of its pavilion at 

the Fair, and GE’s logo is still imprinted on the ride in several key locations.

  Bennett notes that early exhibits often provided explanation of technological 

works, but later began to do away with this element. Disney focuses its explanation solely 

on technological prototypes that could be used in the future, but are not available for 

commercial use. “The Innovation Pavilion” in EPCOT has a rotating supply of devices, 

but even in this situation where understanding technology is supposedly the goal, little 

technical explanation is provided. I believe the goal is to associate corporate brands with 

prototypes that demonstrate just how “forward-thinking” a specific corporation is. 

It is also interesting to note how Disney hides or presents the variety of 

technology utilized at its theme parks. In order to “preserve the magic,” Disney makes 

conscious choices about which technology to draw attention to and explain, and which to 

hide. Prototypes are acceptable, as are rides such as “Big Thunder Mountain,” which is a 

basic rollercoaster whose technology and function are completely transparent. The 
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technology of most rides is hidden, however, to preserve the illusion. A guest might have 

an idea how “Spaceship Earth” functions, but darkness hides the true details. Guests are 

expected to accept this and not, for example, bring a flashlight to shine on the tracks and 

wiring. These technical details are too “worldy” and thus remove some of the illusion of 

the guest’s experience. Guests aren’t supposed to see hydraulic fuel lines coming from 

the evil witch’s abdomen; magical worlds don’t need hydraulic fuel – they have magic. 

Just as a guest should never see a hydraulic fuel line, a guest should never see a piece of 

meat being cooked or an employee having a snack while on break. These, too, don’t fit 

within the parameters of the magical illusion. Thus, Disney has found ways to hide 

mundane activities. 

The employees associated with both the most technical and most mundane work 

are the in-park employees who least interact with guests. The “Disney Imagineers” are in 

charge of creating and maintaining the rides, shows, and anything else with complicated 

technology. They are in the parks while guests are there, but always working in the 

darkness, on closed rides, or pretending to be guests to judge audience response. They are 

technically a separate branch of employees with different rights and fewer restrictions, 

who aren’t required to wear nametags. Food service and “park upkeep” employees are 

chosen because they have enough social capability to be helpful to guests, but one will 

almost never find an employee performing either of these jobs who is incredibly outgoing 

and enthusiastic. Employees who fit that description end up operating rides or facilitating 

characters. Food service employees are literally kept in boxes – either an establishment or 

a rolling cart - that separate them from guests. Speed of transaction is the goal, meaning 
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interaction time is limited. “Park upkeep” employees are janitors who wander the park 

sweeping up guests’ messes. They are taught to be pleasant and accommodating when 

guests approach them, but their main job is to be quiet and focus on their jobs. They are 

taught to be ignorable, and are therefore easily ignored. Disney would prefer guests 

interact with other employees who were chosen for their interpersonal skills and who are 

less likely to bring the sight or smell of garbage into a guest’s magical experience.

Disney does provide some “backstage” knowledge, through guidebooks it 

publishes and two “backstage” tours. The guidebooks provide facts about each part of a 

park, but are generally irrelevant to the technology, such as, “Walt Disney World has over 

2,000 acres of grass to mow, about 450,000 mowing miles annually, or 18 trips around 

the Earth’s equator.” One of the “backstage” tours is of “The Living Seas,” but is actually 

a tour of the marine facility and not the “backstage.” It is part of the ride. There is also a 

“backstage” tour of the “Old Hollywood” section of Hollywood Studios, although this is 

presenting the backstage of old film sets, not of the theme park. 

There are also several rides that allows guest to see the parks from a higher 

vantage, creating “an illusory rather than substantive controlling vision” (Bennett 1994: 

129). These points help emphasize the same self-surveillance and self-regulation that 

functions in the exhibitionary complex. 

Judith Williamson’s, “Family, Education, Photography” lays out a different basis 

for social control. Instead of pamphlets that explain how one should act in a museum, 

theme park guests have already seen an arsenal of advertising that portrays the ways in 

which theme park guests function, how they experience the parks, and how they are 
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affected by them. Guests are aware of outer surveillance at two points as they enter the 

park: when their bags are searched or they see others’ bags being searched and when they 

are electronically fingerprinted as their tickets are verified. After this point, the visibility 

of outer surveillance is limited greatly. A few rides contain photo-taking devices that 

guests become aware of and there are hidden cameras on most rides to ensure the riders’ 

safety and also the safety of the ride’s technology. Disney employees are very much in 

evidence, which works to deter certain types of behavior that might upset other guests. 

While this limits what a theme park guest shouldn’t do in certain ways, when determining 

how one should act, guests must rely upon the information they have previously received 

about theme park experiences and upon the kind of internalized surveillance and 

regulation that Bennett discusses in “The Exhibitionary Complex.” 

Theme park guests can see one another easily and from various heights and 

angles. The parks are created to limit vision to certain fields, which are populated by 

other guests in this “magical world.” So then, is the mother who is trying to calm her 

son’s temper tantrum acting out of concern for him? One would assume so. But is she 

also trying to change his behavior because it doesn’t fit with the “theme park experience” 

she was sold through advertising? Quite possibly. Is she trying to quiet him because she 

looks around and sees that the other children aren’t crying? Sure. Is she trying to calm 

him down because she knows she is being watched by other guests and doesn’t want to 

be judged poorly by them? It makes sense. Obviously these understandings intermesh, 

but each does play a factor in how guests experience their time in a theme park.    

The issue of visibility is only heightened by the increasing presence of 
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photographic technology in the WDW parks. Williamson claims that “the representation 

of the family as an autonomous emotional unit cuts across class and power relations to 

imply that we all share the same experience” (1994: 236). Theme parks thrive on this idea 

applied to the experiences they offer: every family can have the particular experience that 

their park supposedly offers. Once a family has paid, it is expected that they will enter 

into the park and have that experience. Marketing for most theme parks implies that a 

family cannot enter the park and not have that experience – it is offered equally for all. 

This means that if a family does not have “the experience,” it is their fault or shows a 

fault in their family. 

Williamson claims that the family is “the area of life most distant from the State, 

most ‘private’ and entirely non-political” (1994: 236). Theme parks bank on all three of 

these assertions. Theme parks are intended for families. One can see this in their 

advertising, in the way they talk about the experience of their parks, and in the repeated 

depictions of “ideal” families in the rides themselves. Theme parks want families as 

patrons, as opposed to groups of steel workers, because the family has been designated as 

distant from the state. By entering the parks as a family unit, its members already have a 

barrier between themselves and the complicated relationship with the state, something 

that can be easily reinforced by theme park designers. 

In addition to this barrier, the assumed non-political nature of the family is 

appealing to theme park corporations because it lessens the amount of political ideology 

that might create friction between the fantasy world they are in and the depictions of the 

“real world” and “history” it contains. If the goal of the family is to enjoy, experience, 
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and treasure one another, then this goal supercedes political judgment, especially in 

theme parks, which are designated spaces for enjoying, experiencing, and treasuring 

loved ones. The goal is for a family to laugh and smile together, not to question why 

certain classes of people have been completely neglected in an “historical” presentation. 

The notion of privacy is key when considering the relationship between the family 

and theme parks. Theme parks are public places, but they are presented as being 

populated by “families just like yours” and fantastical, happy and helpful servants. The 

idea presented is that this is an environment where it is safe and acceptable for the private 

to become public, to a certain extent. Families considering going to a theme park have 

seen images that show families at theme parks dressed in shorts and t-shirts with their 

fanny packs and multiple cameras. Families know how they are expected to act in this 

environment because of marketing images and descriptions, the mirror of how other 

families are acting at the park, and possibly because they have seen pictures of relatives’ 

or friends’ families’ visits to a theme park.

Walt Disney World clearly presents each of Williamson’s models of production 

relationships in the area of photography and the family (1994: 236 - 237):

1. “Photograph as commodity in the “public” sphere.” The marketed image of the 

ideal family does not end once families are inside the Magic Kingdom. In fact, this image 

is replicated in the lines for most rides, where the ideal family demonstrates safety 

instructions and health concerns on placards or video screens. Also throughout the Magic 

Kingdom are kiosks sponsored by Kodak that present large images of ideal theme park 

visit photos of the ideal family. These images are consumed, but not bought, although 
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kiosk employees sell film and disposable cameras at expensive prices. 

2. “The photograph as commodity in the “private” sphere.” Professional 

photographers greet families as they enter the Magic Kingdom. They take pictures of 

families and then try to convince them to buy an expensive print, which the family can 

pick up later in the day. Some families choose this option seemingly because they believe 

a professional can better capture the “perfect” theme park photo. Families are also 

photographed at points during certain rides. These pictures are shown on screens after the 

ride and families have the option to buy a large print, wallet-sized prints, a keychain 

print, or a package of all three. These “candid” photos provide something different than a 

staged theme park photo. The “ideal” family having the “ideal” theme park experience is 

more focused on enjoying one another in the theme park context than on documenting 

that experience on film. The “ideal” photo is one that shows a family enjoying one 

another in the theme park context and does not look staged by the family. The pictures 

taken of ride passengers are particularly suited to this because the passengers are visibly 

experiencing the ride, typically with physical indications, such as hair blown about and 

screaming faces. The angles and distance make it clear that the photo was taken by an 

automatic device in the ride. 

3. “The camera as commodity in the “private” sphere.” Families produce 

representations of themselves at theme parks, not only attempting to present the ideal 

family, but the ideal family on the ideal vacation. The Magic Kingdom simplifies this 

process by placing markers that indicate locations in the park that are ideal for family 

photo-taking. They are, of course, sponsored by Kodak. These locations serve double 
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duty. First, they help Disney present its best image by choosing where people are 

encouraged to take their photos. Second, the dozen locations become markers that can be 

seen in thousands of families’ photos, thus making the moment captured more potent. For 

example, a man presents a picture of his family in front of the sign for the “People 

Mover” ride sign. Then he shows a picture of the same family in front of “Cinderella’s 

Castle.” The latter has greater symbolic value and thus makes a “better” picture for both 

the family and Disney’s image. Because these markers have existed for more than a 

decade, they have become the theme park version of the varying colored backdrops a 

family can choose from at Sears’ portrait studio, with light-up toys and ice cream cones 

sitting in as the props. 

Until the 1990s, most Disney character performers roamed the streets of the 

Magic Kingdom to interact with guests. Now they are mostly stationed at particular 

points around the parks, with set hours. Thus, families can wait for more than an hour just 

so their child can meet a particular character. This interaction last about ten seconds. The 

areas marked as “photo ops” and the now-standardized character photos both serve to 

create strong models for the “ideal theme park photo.” Since both formats have stayed the 

same for a decade, future theme park visitors’ ideas of “the perfect theme park photo” 

will surely be inspired to recreate the photos of family and friends who have already 

captured their “perfect theme park moments.”

Guests’ ability to create proof of an ideal experience at a theme park relies upon 

the theme park to be stable enough to provide such an experience every day, for every 

guest. It would not be acceptable for a guest to walk into the Magic Kingdom and 
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discover that Cinderella’s Castle had been removed the night before for cleaning. This is 

an expectation of consistency, but it feeds into the question of authenticity. Eric Gable 

and Richard Handler’s “After Authenticity at an American Heritage Site” explores the 

complications inherent in an attempt to recreate and present a town with historical 

accuracy and authenticity.

The Magic Kingdom is not Colonial Williamsburg. The reverse is also true, and a 

message that the latter organization uses as an argument for the authenticity of its space. 

Disney’s claim is not to a historical authenticity, but instead to a mythical, magical 

authenticity. Luckily, the canon of magical myths which are presented at the parks are 

recent, clearly recreatable forms. At Colonial Williamsburg they refer to “maintaining the 

authenticity.” At Disney they talk about “preserving the magic.” Much work and 

ingenuity has gone into and continues to go into this task. Tunnels were built 

underground at The Magic Kingdom in large part to allow characters to enter and exit 

their job posts without walking through differently themed areas. 

There is one place at Disney at which the preservation of magic blurs with issues 

of authenticity: “The Hall of the Presidents.” This show consists of a 10-minute 

audio/visual presentation of American history and robotic representations of every 

American president. Abraham Lincoln and the current president each speak for a few 

minutes. This show is complicated for many reasons. Its story is presented very 

convincingly, but so is “The Pirates of the Carribean.” The Johnny Depp robot in this ride 

is the same kind as the talking George W. Bush robot presented at “The Hall of the 

Presidents.” The main distinction is that the guest knows enough American history to 
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note the difference. How young children experience these two phenomena and 

understand them in relation to one another is unclear. 

The history presented in “The Hall of the Presidents” is rather simplistic and 

leaves out a few details along the way. The recurring theme is that Americans encounter 

great opposition, defeat it, and win. Complications such as slavery, class disputes, and 

dissent are skipped over. The story presented is magical and mythical, with a very clear 

hero, “us, the American people,” and a very vague yet defined villain: “those who fight 

against freedom.” It is a Disney version of history, a simulacrum that is followed by 

robotic presidents. Most of the presidential robots are older models, so their robot nature 

is very transparent. This equates to the history presented – a representation of an idea 

many want to believe in and cheer for. The George W. Bush robot is upgraded 

technologically, however, which only confuses the situation as he is much more 

“believable” than the others. Were the ride not older than his presidency, one might 

question whether the entire show is actually George W. Bush’s presentation of American 

history and the other presidents.   

 “The Hall of the Presidents” is currently “under construction.” It is unclear what 

changes will have taken place when it reopens in June. Perhaps the content of the 

slideshow will be updated just as much as the technology presenting it. The content could 

be broader and more complex, with a distinct voice that presents and reiterates whose 

narrative is being presented, by whom, and for whom. Instead of simply stating their 

names, a few presidents could be randomly chosen to speak a minute of a speech they 

gave during the most difficult time of their presidency. Or, the presidential robots could 
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be replaced by robot versions of their servants, who would provide different perspectives 

on their presidential and national incarnations. The newest president could forego 

“actual” presence, instead being projected as his robot self on a giant “Youtube” video. 

He could warn the audience of the imminent and profound dangers of artificial 

intelligence or scold the audience for passively enjoying this show when they should be 

using their time to restore our country to “greatness.” 
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Chapter 4: Process/Results

 I began the creative process for what would become Rat Race: the Secret Lives of 

Theme Park Workers with a clear goal: to create a theatrical work that would present the 

lives of theme park  workers to an audience as authentically as possible. I wanted to 

present the experiences of actual theme park employees in ways that would allow an 

audience to emotionally connect with the characters while also encouraging them to 

intellectually engage the larger structures at play in theme park work.  Once the process 

began, I encountered a series of problems that required changes, of both intention and 

methodology, that shaped the show into something far superior to my original conception. 

Some of these struggles are addressed in the more self-reflexive moments of Rat Race 

and are addressed in this chapter’s discussion of the intentions behind the piece and the 

methodology used to create it.  

I first encountered Anna Deavere Smith’s work and methodology as a student at 

the University of Chicago. Smith visited the university in March of 2005 to perform parts 

of her one-woman shows and speak about her creative process in a presentation billed as 

“Snapshots: Glimpses of America in Change.” Smith detailed her process of tape 

recording interviews, mimicking the speech through repetition, and then using the 

recreated vocal patterns as a means to find characters through their speech patterns, 

rhythms, and pauses. I was lucky to attend an informal question and answer session with 

Smith, during which she focused mostly on the importance of listening in art, academia, 

and life. She claimed that her ability to perform each character is completely dependent 
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upon the quality of her listening during the interview and the specificity of the recreation. 

Smith brings characters to life on the stage by precisely scoring and then recreating a 

person’s emphasis, breaths, consonant formations and pauses. I found this departure from 

emotion-based acting techniques to be impressively effective and enticing.

I began this project intending to replicate Smith’s methodologies as exactly as 

possible. I believed they provided the most direct route to present theme park workers’ 

stories to an audience and that a final piece created using these methods would have a 

greater level of authenticity. The most obvious reason for this belief is that the interview 

subjects’ words, physicalities, and vocal lives are recreated with exactitude for the 

audience. Of course there will inevitably be flaws in these recreations because they are 

performed by a human being. Not only are these recreations performed by a single human 

body, they are also presented by the body who personally conducted each interview being 

recreated. In Smith’s model, Smith does not completely transform into each character, 

despite the precision and force with which she embodies them. Instead, Smith’s body 

remains visible within the structure of each character, serving as a constant reminder that 

the presentation of each character is a recreation of an actual human being who was 

interviewed by Smith. In this way, Smith consistently reminds the audience that she 

performs with the authenticity of a first-hand observer.

Over the past three years I have engaged in various movement and vocal trainings 

intended to provide greater flexibility and strength for the actor’s body and voice. The 

training which has proved most difficult and useful for me is the “Suzuki Method for 

Actor Training,” which I was introduced to at the Atlantic Theater Company in 2007 and 
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which I trained intensively in under the direction of SITI Company in 2008. “Suzuki” 

training was created by Japanese theater director and SITI Company co-founder Tadashi 

Suzuki and consists of a series of diagnostic exercises in which participants strive to 

create ideal forms. The training is known for its use of stomping as a tool to strengthen 

the lower body while maintaining a relaxed and free upper body. “Suzuki“ training views 

the voice and body as one entity and trains them as such, incorporating speaking into 

almost every physical exercise. The underlying belief behind “Suzuki” training is that an 

actor’s body never disappears on stage; that the actor’s body is his only tool with which 

to work. I believe this as well, which is why I appreciated Smith’s style of physical 

presentation, using the body of a single interviewer to present a series of interviewees by 

embodying their forms.

Then the specificity of physical and vocal recreation became a problem. I had 

assured the interviewees that their participation would remain anonymous in the play. 

This was of the utmost importance as many interviewees could be fired or otherwise 

negatively affected due to their contribution to the project. In early Autumn 2008, a 

member of New College’s Institutional Review Board questioned how specific recreation 

of interviewees’ physical and vocal gestures, if done well, would not give away their 

anonymity. I had to concede that this was a problem, for the show was going to be 

presented in Orlando for audiences including theme park employees. To solve this 

problem, I decided to incorporate “Viewpoints” methodology into the creative process, 

using it as a tool to expand and alter the physical and vocal lives of each character in 

ways that would protect their anonymity and also emphasize elements of each character.
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 As the interview transcripts were completed, I used the following criteria to 

choose which sections to include: sections that represent or relate to social issues 

discussed in the larger thesis, sections in which an interviewee is particularly invested in 

accurately explaining a certain issue, sections which include an issue that is discussed by 

several other interviewees, sections which include an issue that is not discussed by any 

other interviewee, and sections which viscerally affected me when I thought about 

sharing them with an audience. 

 Culling down the size of the material seemed easy in comparison to finding the 

over-arching story and the structure through which to frame it. I felt the play needed an 

intermediary character, one who would be able to serve as a link connecting the audience 

and the other characters by directly addressing the former and sharing his perspective on 

the latter. The challenge was creating such a character using only the text of the 

interviews; I went through half a dozen drafts with various intermediary characters. My 

best attempt was a theme park character who had been imprisonment underneath his 

theme park for political reasons and who just escaped and came to the theater to tell his 

story. This idea didn’t really work because I had restrained myself to the text of a specific 

interviewee, who would eventually become “Carl,” and his strong perspective made the 

show too expository and simplified. I entered the first rehearsal in February with a script 

of stories that had been edited down to tight sections and collaged together. I included an 

intermediary character named “performer” who linked the sections but didn’t really move 

the play along. I had never written a script before and my initial expectations were 

unrealistic.
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Looking back, it makes a great deal of sense that I would create a script formed 

this way. I spent the Summer of 2008 training with SITI Company. During this time we 

workshopped Charles L. Mee’s Under Construction, a play about past and present visions 

of the United States. The play is structured as a non-narrative collage, moving from beat 

poetry to text from 1950s car commercials to a teenager’s blog about moving to New 

York. The introduction to “Under Construction” explains that the scenes can be 

performed into any order, certain ones can be removed, and new ones can be written. 

Over the training period I created compositions with three groups of four randomly 

assigned participants, all using the “Under Construction” text and any other texts we felt 

fit within the play’s scope. Due to scarce rehearsal time, each member would bring ideas 

and sections they felt strongly about, which would quickly be integrated with the others 

or dropped. When rehearsal began, collaboration became the only option. I also took a 

playwrighting course during this time in which Chuck Mee himself taught and extolled 

the virtues of this postmodern style of play construction.

Writing Rat Race: The Secret Lives of Theme Park Workers quickly became a 

collaborative effort with Margaret Eginton, who had signed on to direct the piece. 

Margaret was immediately able to see which sections would and would not be interesting 

to an audience, something I grappled with because I was so immersed in the material. 

Margaret brought a wealth of experience as a director, actor, and devisor of all styles, 

with particular expertise and understanding of postmodern work, performance art, and 

movement-based theater. 

We spent much of the first week discussing structure, character, and logistics. I 
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came in with the idea that the intermediary character would be a David Attenborough-

esque host of a show that has dedicated an episode to studying theme park workers. We 

decided that the show should move through the actor, who portrays this host, in his many 

attempts to best portray this group of people. The actor would begin in rehearsal, utilizing 

various and disparate acting techniques. After extensive exploration, the character would 

meet the audience in the present moment, realize the stories are interesting enough on 

their own, and continue the rest of the show by simply telling the stories of these people.

We did several exploratory exercises and the piece really began taking shape 

when Margaret directed me to speak various sections of text while creating theme park-

esque rides using random chairs. For the first three weeks I brought in to each rehearsal 

several memorized sections which I wanted to work on, along with specific Viewpoints 

and/or acting techniques with which I wanted to pair them. This list included Practical 

Aesthetics, Brecht, Michael Chekhov, Josh Pais’ Committed Impulse work, and 

Viewpoints (mostly Anne Bogart's 9 Viewpoints, but also utilizing Mary Overlie's 

original conception of the 6 Viewpoints). Combining these techniques, particularly 

Viewpoints, with verbatim interview transcripts resulted in a great deal of useful and 

powerful work at a very quick pace. Rehearsals were very collaborative. Margaret 

provided bold direction and I did my best to use my instincts and intellect for the specific 

moment and the piece as a whole. We created a very safe, exciting, and playable space 

that really allowed the three of us, including our brilliant assistant director D'ariel 

Barnard, to collectively tackle the show. 

Then we ran into a problem of language. Anna Deavere Smith claims to create her 
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theatrical pieces using only the exact language of the interviews she conducted. We began 

to realize that much of the interviewees’ language was not active or in a single tense, both 

of which make it difficult for an audience member to hear and understand the stories. The 

question became, is this group of people better represented by their actual language or 

language which makes their stories more easily understood? This is a question of both 

philosophy and logistics. We believed the essence of the interviewees’ stories remained 

intact despite grammatical shifts, so we made them.  This also quickly led us 

“fictionalize” the show – labeling it as fiction based on truth rather than verbatim theater. 

This deviation was partly inspired by our desire to form characters using text from 

various interviewees and quickly opened a floodgate of possibilities. We believed that 

these options allowed us to present the interviewees' stories and lives with greater 

emotional and intellectual engagement. The play would continue to be largely composed 

of the actual words of theme park workers, but we would not bill it as an Anna Deavere 

Smith-type verbatim theater piece. 

This shift to fiction provided the answer to the next challenge we ran into: who 

am I and what does this all mean to me? My experience growing up in the theme park 

area and my relationship to the theme parks and the interviewees became a stronger and 

stronger focus of discussion in the rehearsal process. Margaret had encouraged me to 

write about these experiences and to share many of them with her and D’ariel. As the 

piece became fiction, Margaret suggested we add in some of these stories, making me an 

additional “interviewee.” Additionally, my anthropological research was leading me 

towards difficult philosophical and ethical questions dealing with issues of representation. 
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This was the most difficult process for me personally, as I had to really question my 

motives and answer some difficult questions. This attempt to understand the motives 

behind, and find the next step in, the show's creation was so powerful that its inclusion in 

the show became necessary. 

The last few weeks of the process found me editing and rewriting the script on my 

own time, but in rehearsal Margaret would make substantive edits of her own which I 

would incorporate for the next day. We wrestled with the show’s structure a lot. Having 

reached the end of the second act, in which the show’s creator questions his intentions 

and whether he has the right to use these interviewees’ lives, we found ourselves stuck. 

To clearly answer any or all of the questions would be almost impossible and not an 

appropriate ending. Margaret sent me home to write a third act. That night I had an 

instantaneous flash of a dream, which I then wrote out. In this dream the characters put 

me on trial and then put me to death for attempting to use their stories for my personal 

gain. This became the third act, which leaves the audience with a lot of questions and no 

clear-cut answers.  

Structurally, Rat Race is built as a series of expectations that are set up and then 

dashed. Act I presents a performer working out how to present the lives of a group of 

people for a television show. Then the show gets cancelled, so Act II finds the performer 

taking solace and then reveling in being able to share secretive information with the 

audience. Then he releases his own secret – that he isn’t a native – and goes down an 

ethical rabbit hole based on issues of representation. This reaches its height, at which 

point a book is discovered which looks as if it might hold answers, but instead contains 
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more complex and disturbing questions. Then it suddenly seems to hold a potential 

solution, but one the performer can’t fully work out. So he goes to sleep in the hopes of 

finding the answer, and instead experiences a nightmare in which the theme park people 

sentence him to death. He wakes up from this and seems to be on to something and is just 

about to figure it out when…the show ends.

The show is full of smaller shifts that rely upon quick transition from one 

physicality to the next, as well as quick shifts within an acting technique or a quick shift 

from one acting technique to another. There are several reasons for these shifts. The 

continual disruptions make it clear that this is a performance, not naturalistic theater. The 

best example of this is a moment early on in the show (page 72) where I shift from 

speaking a line to repeating its final word and making jagged movements with 

accelerating speed, then shift and run to the first row and greet individual audience 

members with a quick wave and smile, at which point I reach the center aisle and shift to 

berating imaginary parents for choosing to take a picture instead of allowing their kid to 

actually engage with the character performers. The goal of these shifts is to create a 

alienation or distancing effect in line with Bertolt Brecht's conception. In his view, the 

goal is an effect  "which prevents the audience from losing itself passively and 

completely in the character created by the actor, and which consequently leads the 

audience to be a consciously critical observer" (Willett 1957: 91). These moments 

discourage audience members from sympathizing with the characters, or sharing in their 

feelings through imaginative identification. As the play moves on, these moments of 

alienation are juxtaposed with moments that allow for sympathy, but not long enough for 

68



audience members to forget that they are watching a performance. While it might be 

difficult at times, the entire piece allows audience members to empathize with the 

characters, or have an intellectual and emotional awareness of the characters' thoughts, 

feelings, and behaviors. The piece functions on the belief that the thought/feeling 

dichotomy is false, so while a certain moment might be aimed at the audience's emotions, 

it will inevitably affect their intellect, as well. The reverse is also true; an audience 

member's understanding of the larger systems at play in theme park work inform her 

emotional state and relationship to the characters. The shifts also discourage the audience 

from complacently believing any single authoritative voice because the “real person” 

behind the facades doesn’t have any of the answers – only more questions than he can 

handle. 

This is how the show is intended to function, performed as fast and elegant as a 

Swiss downhill skier flying down the Alps. At such speeds a sleight shift of weight 

instantaneously shifts course of direction. The March 14 performance felt more like a 

slalom course. Between speed and precision I chose speed at almost every turn. This 

resulted in a loss of connection with the audience, discouraging sympathetic experience. 

For the show to function properly, I must remain fully open in the time between shifts to 

allow both sympathetic experiences. Otherwise, the shifts are not as effective as a tool to 

jolt the audience out of complacency. Without the moments of sympathy, the audience 

can be complacent about the piece’s shifting nature, negating its intended effects. It is the 

difference watching the stock market rise and fall for those who’ve invested a great deal 

as opposed to those who have invested nothing.
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The audience specifically needs moments of sympathy with Carl, Brenda, Dennis, 

and Armand. Otherwise, as was the case at the March 14 performance, the only 

sympathy-worthy connection is with Erik. When this is the case, the audience is not 

adjusted to the push and pull, so the shift created by Erik’s admission that he lied  throws 

them so far that it’s almost impossible to get them to care about Cliff’s attempt to 

understand the difficulties and delicacies of representation.

Choosing speed over precision also meant that physical shifts and acting shifts 

were less clear. The piece requires such strong shifts because I never transform 

completely into any of the characters, aside from Erik/Cliff whose physical vocabulary is 

mostly a more emphasized version of my own. The rest of the characters are simply 

forms into which Erik steps, wears, and just as quickly discards. Erik is always still 

visible, as am I. It is my body doing Armand’s choreography, not Armand. As Brenda I 

refer to being “short and Hispanic,” but am clearly neither. Carl speaks as though he is an 

experienced puppeteer, yet my hand only presents the idea of “Sparkle,” not perfectly 

timed to coincide with my voice. This ambiguity is expected and intentional, but it 

requires exact precision in the entrance into and exit from one character. This is necessary 

for the audience to quickly realize that these characters are simulacra upon hearing Cliff 

read the word’s definition. The acting shifts also require great precision, for the same 

reason. If only the physical shifts are quick, the audience’s perception of simulacra will 

probably stop at the four main characters, whereas if the acting shifts are also precisely 

timed, they might move to question if EriktheRed is a simulacrum and of what. This is 

ideal, for audience members to recognize these simulacra, images or representations of a 
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thing. Rat Race includes Baudrillard's definition of simulacra as well as his explanation 

of simulation and dissimulation. We have included these portions because the notion of 

simulacra is very important to the work of the play and the work of this thesis. At its most 

basic level, Rat Race attempts to show audiences that their understanding of theme parks 

is a simulacrum, promoted by theme park corporations, which hides a variety of true 

experiences which are accounted in the show. Simulacra are prevalent within theme parks 

and Rat Race engages them in ways that emphasize this. The most potent example is 

when I use my arms to create a simulacrum of a character costume, which is a 

simulacrum of a cartoon character, which is a simulacrum of a living animal. 

At the March 14 show, Dennis was the epitome of speed over precision and the 

loss of clarity in both physical and acting shifts. Because Dennis’ words come from a 

variety of sources, my ideas about his physical and vocal life shifted around a great deal 

and had only begun to solidify the day before this performance. As a result, his speeches 

could have been misinterpreted as Erik, or Carl at times. 

For both Teaching Auditorium performances we left the “house lights” up, 

allowing the audience, seated three-quarters in the round, to fully see one another 

throughout the performance. This decision was made due to lack of equipment and time 

to set up what equipment that was available. For the March 27 performance at The 

Cameo Theater, the audience was seated in the dark facing me on a heavily lit stage area. 

Having experienced both setups, I’ve realized that this show really benefits from an 

audience in the dark. The show jerks the audience around so much that the separation of 

audience and performer is a useful and comforting device. It also makes clear that the 
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audience is not intended to be watched as a part of the performance. The beginning of the 

show shifts so much and so quickly, that it is very understandable for audience members 

to be confused or unsure of what they are experiencing. If audience members are visible 

to one another, they can scrutinize to see how others are reacting and/or act in a certain 

manner because they believe others are scrutinizing them and their reactions to the show. 

This can be intimidating and lead to cynical, unaffected faces, which influences the 

performance for both performer and audience. The same sort of self-monitoring that 

theme parks rely upon for security can kill a performance.

My biggest mistake with the March 14 performance is that I pushed too forcefully 

on the audience. Instead of letting them inside my experiences as the various characters, I 

pushed the experience out to them. The actions were almost all correct, but the forceful 

way in which I engaged the audience required little of them, so I lost them during any 

moments in which I pushed less or not at all. 

I have learned a great deal and look forward to implementing my new 

understanding of Rat Race in future performances. They greatest change I intend  to 

make concerns the shift from Erik to Cliff and Cliff's relationship to the audience. In the 

past productions, it has been difficult for audiences to distinguish between Erik and Cliff. 

In many ways I thought of them as one character, which is reflected in their identical 

vocal and physical lives. I've realized that this is confusing and does not ultimately serve 

the show. Consequently, I am going to work to make Erik and Cliff easily distinguishable 

from one another. Margaret has encouraged me for quite some time to amp up Erik's "TV 

host" qualities and to bring Cliff to a more grounded place. For future productions I will 
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actually incorporate these ideas by plasticizing Erik's physical and vocal life and making 

Cliff an open book. I want the audience to spend Act I trying to figure out who Erik 

really is, without much success, and all of a sudden be thrown fully into who Cliff is. 

Structurally, this distinction between Erik and Cliff is absolutely necessary, 

because it creates a clear distinction between the first act and the second. In line with this 

thinking, I intend to make the shift between the first and second acts more strong. If an 

audience member misses this moment, the second and third acts probably won't make a 

lot of sense to her. In past productions I have been tentative about this shift because I 

know intellectually and feel energetically that the audience enjoys the first Act, whereas 

the second and third Acts make them somewhat uncomfortable, wanting to return to the 

feeling of the first. This is how the show is structured and I need to embrace it, instead of 

backing off. I intend to make the shift bigger and then be as transparent, allowing the 

audience to experience as much of my inner life, as possible throughout the second Act. 

In past productions I separated from the audience because I didn't want to push them too 

hard. The result was alienating, so in future productions I will really engage the audience, 

letting them in on the character's chaos and confusion. By seeking their help, I hope to 

create an engagement in the second and third acts as strong, if not stronger than that of 

the first Act.
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Chapter 5: Script

Rat Race: The Secret Lives of Theme Park Workers

© Copyright Margaret Eginton and Eric Paul Jakobsen, 2009. All Rights reserved.
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ACT I

Parade Progression (R to Center)
 Giant Wave
 Moving wave to Left, then Right
 Prince

Prince pose with Kids 

ERIK: Take a picture, then say goodbye. It’s usually about eight seconds you spend with 
a family. That’s what they teach you, but sometimes I try to spend more. Some 
performers try to just rush through it, because they get in their heads that it’s just a job. 
XDC But I take it from the family’s point of view, and if a family waits in line 30 minutes 
to see the TickTockTwins…I always try to give that kid some kind of special attention, so 
that when they leave, they’ll be like “I waited in line…and I got a kiss!” or, “I waited in 
line and I got a hug!” or “I got to dance!”

XL to Aisle end / Pick up 3 Chairs / XC

Create ride with Chairs / Act out Ride

ERIK: When I was a kid, I thought the guy who took my ticket and checked to see if I 
was tall enough to go on the ride was just as magical as the other characters.  

ERIK: The last day I was at ThemePark I ran into Bubble Guy. He stands in front of the 
entrance to the RobotShow and blows bubbles. He makes gigantic bubbles and streams of 
super-tiny bubbles, and everything in between. He is so good at blowing bubbles that he 
almost controls them. Guests crowd around to see him, not the RobotShow. It’s really 
quite magical, and also a little strange. I spoke to him. Officially, his job is to tell guests 
when the next RobotShow begins. He blows bubbles because it’s fun for him and it 
makes the guests happy. Nobody told him to do this.

Cross US for Princess Progression (Center to L)

Princess # 47:  I’m Princess # 47. 

Sacajewa # 13: I’m Sacajewa # 13

ELLIS WANNABE #4369: I’m Alice Wannabe #4369 and I cannot believe she’s N’pang 
Qutee! She’s only a blue-blue, and I’m a blue-yellow! Take my picture. Don’t you think I 
look like Ellis? 

ERIK: I’m Faerie#1.
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ERIK (as Princess): I went of this audition recently and it was so exciting because they 
were casting for Faerie’s ethnic friends. One is Asian, one’s Black, one’s Spanish, and 
one’s like, Southern. I was waiting in line and the girl in front of me was like, “Oh I do, 
like, eight face characters,” “I’m “The Princess,” “I’m Ellis,” “I’m Sacajewa” “I do this, I 
do that.”  She was so sweet and…snotty. She’s telling me, “Oh, that girl’s not gonna get 
pulled because, look at her eyes, she has a cockeye,” or “Her nose is too big to be a 
fairy.” Then we get into the roo

BRENDA: ooom and everybody is either white or black, no Asians or Spanish people, 
and I was like, “I thought her friends were Asian or Spanish.” Sometimes they just take a 
white girl, and use makeup to make her look Spanish or Asian. But people that look like 
me, who are Spanish and a little shorter, I can’t be anything. I could probably be 
Sacajewa, if I was a little taller, cause she’s darker skinned, or JazzMint if I was thinner, 
because she’s, like, a stick. But a lot of white girls do JazzMint too. It’s really 
discouraging.

Shift to ERIK

ERIK: How come none of the characters look like you?

Shift back to Brenda

BRENDA: Exactly, how come none of the characters look like me? I go to these 
auditions, then they tell me, “We don’t want you to change anything about you, you’re 
beautiful just the way you are.” It’s like, yeah, well how come no characters look like 
me? You know? It just gets discouraging. The company claims they’re all about ethnic 
diversity, “melting pot,” but they’re not.

Assume “X” pose in front of screen.

RED: Take a picture, then say goodbye. It’s usually about eight seconds you spend with a 
family. That’s what they teach you, but sometimes I try to spend more. Some performers 
try to just rush through it, because they get in their head that it’s just a job. Theme Park 
Gesture into Angular shape/ Repetition / Tempo begins Just a job. Just a job. Just a job. 
Just a job. Job. Job. Job. 

Chasse through R audience row

ERIK: Hi Hi Hi Hi Hi

ERIK: Abrupt and Aggressive: But some families don’t care. I’m playing with their little 
kid, and they’re like “Come on, stop that. We’re taking a picture!” Why did you wait in 
line? What was the point - just to take a picture? XDC 2, Pause. If parents had their way, 
they’d just hand you their kid, take the picture and walk away. XUC 2, Pause. Some 
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parents.
 
Fast return to “X” pose in front of screen

ERIK: I’m so close I can taste it! Stops, takes picture of himself. It’s down to me and one 
other guy for this TV hosting gig. I’m a postmodern performer. I pull things apart and 
then smash them together in interesting ways to show the real core issues. This other 
guy? Well, he’s a “host.” You can put him in front of just about anything and he will host:

“The African Savannah. Lion versus Rhino. Who will win?”

“The Dandelion Communitea Café Full Moon Drum Circle. Note the tough soles on 
Hippius Barefootius”

“Ladies and gentlemen: An audience!”

The hosting gig is for this weekly documentary series about the lives of Americans. It’s 
called, The Rat Race: America at Work! Each episode will explore a different city and 
industry. For example, we’ll probably go to Detroit and look at the auto industry. There 
will be spectacular images of giant robots and sparks flying, but there will also be 
interviews with workers that really try to figure out what these industries mean to people. 
I am the perfect person for this job, and the studio executives are actually behind me. 
There is one reason for this: 

LOST 

Thanks to this hugely successful show, with its eight billion plotlines and non-linear 
format, studios are actually willing to take risks, and this studio sees me as the next big 
thing. The only problem is the advertisers are scared of the new format. So I’m making a 
promo episode to show them the amazing things I can do with this show. 
I’m making the episode about the lives of theme park workers, partly because Orlando is 
my hometown, but more importantly, what is more American than a theme park? 
Everything is so brightly colored, there are dramatic stories, fantastical characters, 
spectacular parades, blinding fireworks, and it is all so expensive! There are hundreds of 
thousands of workers in these parks, and yet no one knows anything about them. I talked 
with fifty.

X L Table and Sit

CARL: Friendly? Friendly is good? Friendly is a step in the right direction. But creative? 
Imaginative? Idiosyncratic? These are what a theme park worker should be. For example, 
First thing in the morning, me and Sparkle are in the garden area with our backs to the 
Tram, watching the bushes. I’d be pointing over here, and then Sparkle would turn 
around and see the Tram. Then, he’d tap me, and I’d turn around, and I’d see them, and 
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then I’d wave. The guests thought it was a happy accident every time they saw it.

SPARKLE: There’s a guy in California named Alfonzo. He’s an amazing guy. He works 
all the attractions at OtherThemePark. The man’s nuts, but brilliantly so, and he has 
tremendous fans all over the world. I’ve only seen him once, in the HauntedPlantation. 
The lights go out, and suddenly, he’s standing next to me. He’s holding a flashlight and 
he has little rubber puppets on his fingers, and he’s talking to the rubber puppets. Guy is 
nuts. 

CARL: Sparkle and EspritdeCorps made a lot of money. We were the most expensive 
character they had on payroll. The great thing about EspritdeCorps was, no one had ever 
done it before. I was the first. So I could go out there and do just about anything I wanted 
to. The character was the spirit of imagination.

Pick up chairs and book, create couch, drop book and wake up. 

DENNIS: I always felt part of ThemePark culture. I tend to think most ThemePark career 
people are fun to be with. We actually work in a job that encourages us to have fun at 
work. Really, it’s a job requirement. There’s this philosophy, "ThemePark Spirit," that is 
carried over in all of our customer service. Even the people who sweep the floors greet 
you with a smile and can answer your questions. Everybody is happy at ThemePark and 
you should be too. It’s easy for me because even if I’m in a terrible mood, no one can tell. 
I honestly believe that being able to play all day at work and hug thousands upon 
thousands of people really allows me to touch a part of myself I had long forgotten. When 
I came here I was in a very dark depressed time in my life and working as a Character 
helped me pull out and start to laugh again and start to enjoy life. I came out of my shell a 
lot and instead of only being able to share information with people, I began to laugh with 
people! 

I always say the biggest problem with working for a theme park is it is addictive. There's 
always a new ride opening, or a new parade, or a special event to look forward to. My 
fear is that the parks themselves may be discouraging this kind of culture. They will only 
be the worst for it if they lose those of us who eat, breath, and sleep theme parks! Few 
people realize what a theme park job is. 

XD 1. You have to be a mechanical engineer: The first one to notice when your ride isn't 
functioning properly. You may not know how to fix it, but you notice every odd noise or 
smell, know the difference between a small hydraulic fluid leak smoking on the track and 
a real fire, and generally know the laws of physics that allow your ride to spin, go upside 
down, run backwards, or whatever. XL 2. You are a customer service expert: You handle 
guest compliments and complaints, you explain why the ride is scary to the thrill seeker, 
and why it's not to the kid who's never been on a roller coaster. You answer the same 
questions over and over without letting on you've heard them a million times (Where's 
the bathroom?). XD 3. You are an emergency management expert: You know how to do a 
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safe and efficient evacuation of your attraction in an emergency and you instinctively 
know how to keep everyone calm. You know what to do when there's a medical 
emergency, when to call security if tempers flare, and how to tell when someone is doing 
something they shouldn't be doing, so you can stop them before they become a statistic.

X C ERIK: Nobody dies at ThemePark. Heat strokes? Yes. Heart attacks? Yes. 
Decapitations? Yes. Death? No. Pause. They take the bodies off ThemePark property 
before they pronounce them dead.

X C Stage, create monster tower.

ERIK: “I was terrified of the HauntedPlantation when I was a kid, but my mom went 
with me and explained why the stretching room doesn’t actually stretch and where the 
floating face was projected from. I loved that.” 

X UR Chair

ERIK: That was interesting, but I think I can make it better. Something about CARL 
didn’t feel right.

X DL Bench 

GOD CARL: Lights please. Friendly? Friendly is good? Friendly is a step in the right 
direction. But creative? Imaginative? Idiosyncratic? These are what a theme park worker 
should be. For example, First thing in the morning, me and Sparkle are in the garden area 
with our backs to the monorail, watching the bushes. I’d be pointing over here, and then 
Sparkle would turn around and see the monorail. Then, he’d tap me, and I’d turn around, 
and I’d see them, and then I’d wave. The guests thought it was a happy accident every 
time.
 
X UL Bench

SPARKLE(to Carl): This is a stupid way to making a living. 

CARL (to Sparkle): This is a stupid way to making a living,

CARL (to Audience): This is a stupid way to making a living, this is a silly, stupid way to 
make a living, “ But until Mozart took music seriously, nobody did. And until 
Michelangelo took sculpture seriously, nobody did. And until Stanley Kubric took 
science fiction film seriously, nobody did. And if we don’t take what we do seriously, 
nobody will. It’s an art form. It is, it is an art form as legitimate as any other art form. 
And, it can be as adult, it can be as funny, it can be as tragic, it can be as informative as 
any other art form. But you have to constantly inch towards that ideal. 
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CARL: I’m in a constant state of creative compromise. Whatever limitations you give 
me, I will embrace them, creatively. I’m an idealist and I work towards an unattainable 
goal. How can we put the guest center stage? This isn’t improvisational theater. You put a 
guest on Main Street and they happen to run into a particular character - there are only 
four or five ways that they will respond. Once you know what those four or five ways 
are, you come up with funny responses. That way the guest can come up and 
spontaneously interact with you, and it will always be entertaining. They’ll always get the 
laugh. But, it’s not improvisation, you need improvisation to come up with the material, 
but then you polish the hell out of it, and that’s themed entertainment. 

ERIK: This is direct marketing. Direct marketing is themed entertainment? They make 
the sidewalks red so that you’ll notice the green topiary and trees. The edges of buildings 
are painted specific colors to brighten the blue of the sky. And the smells! The cookie 
smell wafting from the bakery seems infectious….because it was designed to be. It’s just 
a combination of chemicals they release.

SPARKLE (to Audience): It’s not improvisation; it’s themed entertainment, which is an 
entirely different art form. 

Sparkle looks at Carl

GODCARL: One of the two books I’m writing is about themed entertainment. 

SPARKLE: Everybody wants to be TheFounder. 

RON: Everybody wants to be TheFounder.  Nobody works in ThemePark because, they 
want to sell lemon squeeze, or because they want to push people through a turnstile, or 
they want to wear a fiberglass head. Everybody wants to be the guy whose dream all 
these people are going to make come true. 

SPARKLE: Everybody wants to be the guy whose dream all these people are going to 
make come true.    

X C Stage 

ERIK: Let me see if I can do his walk.

Attemps walk.

ERIK: I truly feel empathy, and have a great deal of admiration for anyone who can bear 
to wear outfits made of stiff and abrasive fabrics on a daily basis. When I go to 
ThemePark I feel more in common with the workers than the guests.
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Sit on LC edge of stage

BRENDA: When I first started I could do so many characters. and then I gained my 
weight, and I couldn’t do a lot of the smaller characters anymore. It was tough, all I could 
only do the same three characters, over an over again, it just got so boring, and it wasn’t 
fun anymore. I would try to get in a costume, and it wouldn’t fit over my calf, and one of 
my greeters said, “aww, she looks like a stuffed sausage in there.” It’s embarrassing when 
your partner’s right there, and you have to say, “You have to go outside by yourself, 
because I can’t fit in my costume anymore.”

ERIK: Every day is a magical day at ThemePark, but nobody has a magical day every 
day.

Lean to left.

BRENDA: Who you work with— that’s a big factor in how your day goes. Like, if 
you’re playing Tock of the TickTockTwins, and Tick is having a really bad day, and they 
just want to sign and shove, sign and shove, it makes me like, “uuuughhhh.” It just drags 
my day, when I want to be hyper-energy because when you’re hyper and you’re playing, 
the time flies by. But if you’re just like “sign and shove, how many more of these do I 
have to do,” it’s just like, “uuuughhhh”. And you have those people sometimes that really 
just get so sick of it and, they just don’t want to be there and, it just really pulls you 
down. But when you get really cool people to work with, your day is just so much better. 
Sit up! Oh, and meeting those little kids and seeing how excited they are and how their 
eyes light up! You just feel so cool! When I was younger, I had a friend who I played 
softball with, and I just thought she was the coolest person ever, because she was a 
character at ThemePark, and I wanted to do that. Now that I’m doing it, I’m like “I am so 
cool!”. 

Stand C.

And it’s even more fun because all the people I trained with are now my friends. We play 
with each other and interact. It’s a really cool experience. They taught us in training that, 
when you reach your breaking point, go to the park as a guest, and see a parade. But don’t 
watch the parade, watch the guest’s faces. It’ll remind you why you’re doing it. And I do 
this all the time.

A lot of the people that I’ve met that used to work at ThemePark, they always say, 
“ThemePark brainwashes you. I was even believing it myself. Oh, the characters are real! 
I’m best friends with this character! I’m best friends with that one! “Customs Course” is 
a whole brainwash.” But, it’s not brainwashing. It’s just to keep the magic alive. It’s 
because people want to believe. If you’re performing, and somebody comes up to you, 
and asks, “are you a girl under there?” and you say “yes,” it just totally ruins it for them. 
Just pretend that it’s magical, cuz they want to believe it. If you tell them you’re a fake, 
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then it’s such a letdown.

Sit L stage lip. HEAD UP!

Your eyes aren’t always where the character’s eyes are. For some of them you see out the 
nose, and it’s just like a tunnel vision. You can’t see peripherally, so you have to move it 
around you all the time. Then with really STAND. tall characters, you have to look out of 
the character’s mouth OPEN MOUTH, not out of the eyes OPEN MOUTH. So, you see 
out of the mouth OPEN MOUTH, but you have to pretend that you’re looking at the guest 
with their eyes 45Right, Eyes, Up. 45Left, Eyes, Up. Turn head D. So a lot of the time 
you’re just looking at your feet 45Right, Center, Drop Head. It’s a specialized skill set.

Step Left, get on knees, HEAD UP! Take 4 Steps. 

When I did the Noon parade, I was one of the LittlePeople, so I interacted with 
Snowbright a lot. If you have a really nice face character, they’ll take care of you. 
Because they can see and they can talk, and the LittlePeople can’t. Take 4 Steps. So if 
there was a problem, I could go up to Snowbright Look up! and rub my eye, to show 
something was wrong, like I felt like I was going to be nauseous in my costume or have a 
heat stroke. She would pull me over and be like Pats head. “Do you want me to walk 
with you the whole parade? Okay, I’ll do that Pipsqueak,” Pats head. or something. Take 
4 steps. But sometimes you get these face characters that just don’t care. They’d watch 
you faint, walk right over you in their heels, and leave you to roast on the red pavement. 
Just because they think they are better than you because they’re a princess. You know, 
sometimes it gets to their heads.

Sit SR lip. 

When I have to scratch my face -You can’t stick your hand inside your head—So, what I 
do is there’s a lot of bars in there.

Beat. Shift to RED.

ERIK(interrupts): What do you mean there are bars in your head?

Walk as Brenda to SL stage lip. Sit.

BRENDA: Not my head, my character’s head! The bars keep it together, structurally. I’ll 
go like this on the bars, and scratch my face. 

X C floor.

ERIK: The character costumes are actually a lot like “bobble head” dolls. The performers 
wear headgear that attaches to the inside of the character head. This allows the head to 
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move around and means performers can lean over without literally losing their heads – a 
terrifying sight. This “bobble” effect makes scratching your face quite difficult. 
Demonstrates.

Playboy pose CL Stage lip.

One of the things I hate is when I’m sick and working, because all the mucus just comes 
out, because you are sweating so much. Sometimes I roll up tissues and stick them in my 
nose. And just breath out my mouth. There’s been plenty of times when I was sick and 
did a parade – I’d feel it coming, and then all of a sudden, it just starts dripping down 
your face. You couldn’t do anything and it’s like, in my mouth – Ugh, so gross.

Lie on back.

You make faces. When someone’s taking pictures, you smile. You don’t even realize 
you’re doing it, but it’s just natural— Turn on side. You smile inside. They can’t see you, 
but you smile, or if they’re taking long, you’re like “ugh,”—You just react, or, you’re like 
“aww, you’re so cute, you’re like, oh my god,” and you blow kisses — You just really 
react, you’re really there.

Sexy paw.

I miss doing, like Ramen. He was always my favorite. He was the cool one, sly, I miss 
him.

If a guest hits you, and you’re okay? You just kinda go along with it. You don’t hit them 
back. I don’t know why, but little kids, they get excited and then they just wanna punch 
you in the nose instead of hugging you. This one time I was waving and walking - with a 
purpose, because if you stop and talk to one guest, all of a sudden there’s a crowd around 
you, and you can’t get out. So I’m waving, and this little kid got mad that I wasn’t paying 
attention to him, so he hit me on the back of the head really hard. There was a lot of space 
in the head I was wearing, so I didn’t feel anything. I just heard a really loud noise, and 
my attendant screaming, “Get inside! Get inside now!” and I was like, “Oh my gosh, 
okay.” I ran through the door and she’s like “Do you want to press charges?” and I was 
like, “Press charges?” and she’s like, “I called security and that kid and his family will 
not be allowed in the park for the rest of the day, and if we press charges they will be 
banned for life.” You do not hurt the characters. Don’t touch us.

X R and sit in chair

ERIK: 
Many guests come to ThemePark as a sort of Mecca. There is also a segment of the 
ThemePark work force who moved to Orlando specifically to work at ThemePark. 
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Theme park work is paid, but not well. Human beings need something to believe in and 
the ThemePark provides many workers with just that.  Most ThemePark workers believe 
they are improving the lives of their guests, or at least believe that they contribute to a 
guest’s “magical” experience. Why can’t this sort of magic happen outside the park? 
Why don’t ThemePark workers work in the non-profit industry or find other means for 
their altruism? Is it no longer acceptable for one to try to improve another person’s day in 
the “real world”? 

X U 

ARMAND: The repetition of the movement is hard on your body. You might be 
choreographed to always do this, so you're doing this five times a day with your right 
hand, and you never do the alternate side. So you become unbalanced, even though you're 
like, well, that's nothing. But over, and over, and over, 5 times a day, 5 days a week, 52 
weeks a year, you know? You could strain that muscle, just from overuse. Or your left 
side could get weaker because you're not doing this. And that just translates into your 
neck, your shoulders, your legs, your hips, whatever. It's crazy to think how….

Has anyone told you about the theme park groupies? Oh dear. I think some of them have 
mental disorders, and others probably love the show so much and are just kinda crazy. It 
runs the gamut - race, age, sexual orientation, just all kinds. There is an older couple and 
their adult daughter who come once a year and bring their stuffed dogs. The dogs sit on 
their laps, and stare. Dogs. Non-living. Like, the dogs die, and then they stuff them - 
they're taxidermists or something - and then they bring them to the park to… watch the 
show. Then there’s the guy that tattoos his whole body with theme park tattoos. He's 
taken pictures with the cast from our show, and then had those pictures tattooed on his 
body…I know. 

Working as an equity dancer at ThemePark is the best job because you get health 
insurance and, as a performer it’s the closest thing you get to a nine-to-five job and living 
on the same schedule as the rest of the world. We get annual contracts and bid on our 
days off according to seniority, but even if you get Wednesday and Thursday, you know 
that Wednesday and Thursday are going to be your days off for the rest of the year.

Where as the costume characters, they're not equity and the company has a lot more 
flexibility in jerking them around. They are told what their days off are and where they’re 
going to work. Some character performers go to school, but if they try to go take classes 
and then their days off change, the company’s like, "We know you're in school, but 
whoops, sorry." They only make minimum wage, or a little bit more. They can be 
scheduled mandatory overtime. They might be scheduled to work until two AM, and then 
their next shift starts at 5:45 in the morning. So they sleep on property. I look at them, 
and I think, Why would you stay? I think so many of them just love working for 
ThemePark and love being the characters and love making people's days, that it just 
makes it all worthwhile. So, kudos to them!
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I read anything I can get my hands on. I know the Equity Handbook inside out. I want to 
be well-informed because knowledge is power and as a performer, you don't really have a 
lot of say. I think most people feel like that in jobs unless you're the owner, or the CEO, 
or, high management. The only way to get around that is to use whatever knowledge you 
have to your advantage. So I'm the geek who always tries to figure out everything, just so 
that I know what my rights are. So I'm kind of anom, an anonomo, anonamaly— 
anomaly. 

As CARL,X DL Bench and sit

GODCARL: I do a two-person show. The guest just doesn’t know their lines. I trick them 
into doing the right things. I feed them lines, I feed them cues. I use crowd control to get 
them where I want them to stand, to see what I want them to see, in the order that I want 
them to see it. Then they react in a natural way, and I make them look clever. When it 
works, it’s magic. You trick guests, who are not expecting it, to spontaneously discover in 
the moment something thought up for them months before. You knew they were coming, 
probably before they did, knew where they were going sit, knew the way they were going 
to react. That’s the skill, that’s the discipline. And that’s the hard for some people. Not 
everybody can do it. Sparkle taught me this trick that really helps when I get stuck on 
something creative. I sit down with a book in my hand and fall asleep, at which point the 
book drops and wakes me up. Then I magically know the answer. Works every time. 

Step down. Pulls out Notebook.

RED: How did you end up working for ThemePark?

CARL: X SL aisle. My father did the air-conditioning on the first building built on 
ThemePark property. 

SPARKLE: So he grew up going to the park and it has always figured prominently in my 
life. 

CARL: When TheFounder passed away, it had a tremendous impact on my life. 

SPARKLE: The next time he was at ThemeParkland, he realized, 

CARL: “There’s something going on here that’s more than just people going on rides.” I 
started sneaking around backstage (XthruD audience to R,). and found if I looked like I 
knew where I was going, nobody bothered me. 

SPARKLE: He got to sneak around just about everywhere backstage (climb on back 
table), 
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CARL: See how the place worked, and make a study of it. (X fast through R ailse to UC) 

My very first ThemePark job was a three-week gig handing out costumes for the 
Christmas parade. I wasn’t supposed to get the job because I worked outside the fifty-
mile limit, but the guy at casting took pity on me because he knew how much it meant to 
me. He also got me into the ThemePark CustomsCourse, which teaches you how to be a 
ThemePark person, including history, culture, happiness, and etiquette. Nowadays 
ThemePark CustomsCourse is just a day of signing legally-legally documents covering 
their ass. I spent those three weeks handing out costumes and then later I wound up 
creating Espritdecorps and got my own costume.

I wound up getting this gig doing EspritdeCorps at ThemePark. I started doing voices for 
the company, narrated on a couple rides, and started doing freelance writing.

Shifts to ERIK.

ERIK: You know what I love? The robots. My favorite robot is Abraham Lincoln. He’s in 
the Presidential Palace, with the other robot presidents. 

GWB cackle, then: Dick? Dick?!?!

I cannot wait for the Obamabot! After eight years of this -

To increase the realism, and because it is the natural way to design it, the frame of most 
robots resembles the actual skeleton of a real person. The skin is mostly silicone rubber 
and the wig on each robot is made from natural human hair for the highest degree of 
realism. TheFounder created the first one by hand.

The older models were rather stiff. Not very realistic, but endearing. It’s all about the 
decelerators. It’s really easy to make a robot swing its arm like this, but thousands of 
times a day? Eventually the arm flies off. This is why decelerators are so important. The 
accelerator starts the motion, and then the decelerator slows it down. Accelerator, 
Decelerator. Accelerator, Decelerator. Accelerator, Decelerator. Accelerator, Decelerator. 
Accelerator, Decelerator. The old models only had decelerators in certain joints, because 
they were so expensive and bulky. But the new models? They are full of decelerators. 
When you go on The Drunk Sailors ride, the Seamen are all from the 1960’s, jerky and 
funny. Then you turn a corner and Captain Jake Swallow greets you. 

PHONE CALL

ERIK: Hello… Oh hey, ….I’m actually doing the Orlando…ok…but….ok….thanks, you 
too.  X chair, sit, sink. 
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Pinter

ACT II

ERIK: The show got cancelled

Now what…? The show is cancelled, but I’m not. SuddenSHIFT. Now I can actually tell 
you guys all this stuff. It’s not going to end up on network television.

No wonder I couldn’t wrap it up! The reality of it is so much more immense and 
complicated and planned out and secretive than I could have ever imagined. Wow, now I 
can actually talk about stuff.  None of this is going to end up on network television.   

Opens notebook and 

Did you know that there is a giant labyrinth underneath ThemePark that is bigger than the 
park itself. This serves many purposes. There are various areas on in the park where an 
employee can enter or exit the labyrinth. This allows workers to enter and exit the park 
and go on break without having to walk through a themed area different than their own. 
This is also how food is brought to vendors, how character performers appear and 
disappear, and how trash is removed – in certain parts of the park they actually wheel off 
trash cans and replace them with another trash can, instead of just emptying them. The 
trash is then sucked through tubes to a collection facility on the outskirts of ThemePark. 
TheFounder felt that trash and other…negative parts of reality didn’t belong in 
ThemePark, so he eliminated them. Nobody dies at ThemePark. No smelly bananas.

That idea actually came from TheFounder’s plans for his “City of The Future,” which he 
intended to build next to ThemePark. It was going to be a huge city covered by a huge 
glass dome. Trash would also be sucked through tubes, cars would be replaced with 
personal electric vehicles which would ride automatically along tracks to, monorails 
would handle mass transit, and because of the dome, the weather would be pleasant every 
day. TheFounder died before he could make his dream city a reality. His vision for this 
city is still studied by students of urban planning and different elements of the design 
have been implemented in Tokyo and Dubai. 

Dennis told me that the employees joke that the bubble still exists and keeps away 
hurricanes, tornados, hail, and anything else that could harm ThemePark. Except 
terrorist attacks. They closed the park and all the guests were forced to leave, but 
the employees weren’t allowed to tell them what happened, unless they specifically 
asked. I wonder if they got a call from The PENTAGON.

CLIFF: My name isn’t Erik. It’s Cliff and I’m… not from Orlando. My family is from 
Dubuque, Iowa, but my dad is in the military so we’ve lived pretty much everywhere, but 
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I’m not really from anywhere. My favorite place, where I feel at home, my home town…
is ThemePark. My family lives all over the place, so every year we meet up at the R&R 
Resort at ThemePark, which TheFounder mandated specifically for Armed Service 
members. He felt all Americans deserve a break, but no one more than American Service 
members and their families. The rooms are luxurious and cheap, you get a huge discount 
on tickets to ThemePark, golf, sleep, 400-thread count sheets, and 
SHIFT .  
Nobody makes fun of you if you’re missing an eye or an arm or a foot.

My dad was in the Gulf War, and he’s been to Iraq and Afghanistan several times. The 
things he’s seen and done – stitched the legs of Afghani children back together again. I 
don’t even want to imagine, but I can see them in his eyes and the way he moves. People 
look at me strange when I say this, but the ThemePark magic is real for me. It brings my 
father to life in a way no other place can. We step through that gate and he’s able to leave 
the weight of the world behind. The way he smiles….he knows nothing can go wrong 
there. I love it just as much as he does. I love it because of what it does for him. And 
when Dad is happy, Mom is happy. It is nice.

Realization.

That’s why I chose to do the promo episode on ThemePark and why I’ve spent the last 
month in Orlando interviewing theme park workers. 

SHIFT.

Because I’m still fascinated with the people that work there. I love them and I love 
performing them. I have gained so much from each of them and that is what I try to share, 
but I don’t know if I can. Why can’t I let this go? I keep thinking about something CARL 
said: “We have been charged with these characters. We have been given the rights to 
recreate these characters. We could regurgitate the movies, but we’re not going to. We’re 
going to make them live now.” 

But how can I bring them to life? Is it even possible? Is it the right thing to do? Who am I 
helping? Them or me? Is there anyway I can actually recreate these people? No. Begins 
robot. So then how do I bring them to an audience? Or should I even try? - I do this when 
I get stuck, it helps me figure things out. - Do I have the right to use these people’s lives 
as entertainment? Or education? Plus, I’m editing what they say, choosing which parts to 
tell and what order the characters speak in. But they’re not speaking. I am, as them. I am, 
as Brenda. I am, as Carl. Is it fair? What do I want from the audience? – When I was a 
kid, I believed that there were gnomes inside the trees, and I made all the other kids 
believe in them, too. If you look out of the corner of your eyes quickly when the Sun is 
going down, you can see them. Sees Book and crosses to it - Maybe that’s what Carl was 
talking about – I’ve been circling closer and closer. 
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Opens book and reads:

CLIFF: Simulacrum – 1. an image or likeness. 2. a vague representation; semblance. 3. a 
mere pretense; or sham 

Opens Book and read:

Who has the authority to speak for a group’s identity or authenticity? What are the 
essential elements and boundaries of a culture? How do self and other clash and 
converse?

Closes Book. Opens Book and reads:

Ethnographic texts are orchestrations of multivocal exchanges occurring in politically 
charged situations. The subjectivities produced in these often unequal exchanges - 
whether of “natives” or of visiting participant-observers – are constructed domains of 
truth, serious fictions. Once this is recognized, diverse inventive possibilities for 
postcolonial ethnographic representation emerge.

Closes Book.

CLIFF: Maybe I could just create my own dominion. A serious fiction.

Closes Book.

Sits down, shifts positions, falls asleep. After a moment, rises into form of ERIK THE 
RED, a violent Viking. As eyes open, quick shift to become ERIK THE RED.

ERIK THE RED parades “pillaging and plundering” throughout the space in ways that 
are  aggressive, yet clearly safe for audience and performer. Sounds can be exploited.

ACT III

THEFOUNDER: As TheFounder, I am present to hear arguments for and against 
EriktheRed, the outsider who conducted interviews with at least fifty members of our 
community. As you all know, if the magic is removed from ThemePark, then its altruistic 
purpose cannot be realized. We serve an important, even patriotic, role in the greater 
country. People turn to us in times of difficulty. People need to know they can come to us. 
What is on trial here today is not whether ThemePark is important, if employees are 
happy, or if corporate practices are fair. What is on trial is whether EriktheRed had the 
right to edit and use the voices of MY employees.
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SPRINKLE: Why doesn’t the outsider just go back where he belongs? Didn’t he see the 
fence?

CARL: EriktheRed is not an outsider, he is a guest. It is our duty to share the magic with 
guests. We have plenty! True, EriktheRed responded differently than most, but now that 
is our operational reality and we must find ways to compromise creatively. EriktheRed is 
no threat to our way of life. Set the poor GUEST free.

Shift to Shackled EriktheRed, freeze. Shift to THEFOUNDER.

THEFOUNDER:I wish I could report to you that the danger has ended. It has not. And so 
it remains the policy of my office to use every lawful and proper tool of intelligence, 
diplomacy, law enforcement, and military action to do our duty, to find these enemies, 
and to protect the ThemePark people. Every one of us wishes that this trial were over and 
won. Yet it would not be like us to leave our promises unkept, our friends abandoned, and 
our own security at risk. Characters and Attendants: On this day, at this hour, it is still 
within our power to shape the outcome of this trial. So let us find our resolve, and turn 
events toward happiness. Our work in the world is based on a timeless truth: A future of 
magic and hope requires a fair, impartial system of justice. To whom much is given, 
much is required. The outsider becomes the guest. But the guest is required to leave 
again. EriktheRed’s intentions seemed innocent enough. Many of us were seduced by his 
fascination with the magic. But then he stole our words, stole our voices, our movements 
and he intended to parade them on a TV show! He studied the magic and intended to use 
it for his own gain. Perhaps to become a Founder in his own right. Well, today I, 
THEFounder, say no. Who does this outsider think he is? What right does he have to 
pillage, plunder, and move on to his next conquest? This is not his world, it is ours! These 
are not his words, they are ours! These are not his voices, they are ours. These are not his 
movements, they our ours! This is not his magic, it is mine. I am the one whose dreams 
come true. I am TheFounder. EriktheRed will not pillage and plunder all that is sacred to 
us. I will not let that happen to you. He will not simply be imprisoned. He has studied our 
Weapons of Mass Instruction, so we will take his life. Off. With. His. Head.
 
Shift to EriktheRed, pushed and kicked through the Labyrinth on the way to his death. 
Kicks and fights.

ERIKTHERED: To dissimulate is to pretend to not have what one has. To simulate is to 
feign to have what one doesn't have. To assimilate is to believe in the magic of the 
concept that makes the fiction real.

CLIFF: Wakes up, fog, re-orients, remembers dream. Runs through robotic parade 
sequence, speeds up and ends in Prince, which he backs out of. Sits down. Pulls out 
camera. Take a picture. Beat, to audience. Then say goodbye. 
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Chapter 6: Presentation/Representation

“There are hundreds of thousands of people who work at these theme parks and 

no one knows anything about them. I talked with fifty.” These lines are spoken in Rat 

Race and they are also the actual reason I decided to write that play and begin this 

project. I was shocked that theme park workers are effectively invisible outside their local 

communities. I believe that these people deserve recognition and simultaneously that the 

world could benefit from their stories. Thus, I engaged their communities and recorded 

their stories. I’ve explained in previous chapters how Margaret and I created the script 

and subsequent performance. This chapter focuses on the complex issue of 

representation, engaging several methodologies used to create verbatim theater and its 

discontents, in an attempt to assess and place the methodologies used to create Rat Race: 

The Secret Lives of Theme Park Workers.

We created Rat Race to encourage audiences to rethink their existing beliefs about 

theme park workers, most of which are the result of marketing created by theme park 

corporations. By adding the experiences and perspectives of actual theme park workers in 

relation to these pre-existing beliefs, we hoped to ultimately invigorate dialogue about the 

subject in the national public sphere.  Jurgen Habermas conceives of the public sphere as 

"a site of a struggle for influence among different actors, a few with an established 

platform (e.g. political leaders, recognized parties and organizations) and others emerging 

with more difficulty ‘from the public’ itself" (Habermas 1996: 374). In addition to those 

actors who derive advantage from established platforms, "there are also ‘experts’ (e.g. 
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religious leaders, artists, scientists and celebrities), with different degrees of authority, 

and ‘members of the press’ who collect and select information" (Habermas 1996: 374). 

Before I dig into this statement, I must clarify that in this discussion the term “actor” will 

refer to an agent within Habermas’ public sphere, while theatrical actors will be referred 

to as “performers.” In Habermas' conception, all performers are considered “experts” 

because they derive great influential power from working on a stage where they are 

watched by members of the public. There is power in this visibility. I suggest that 

verbatim theater performers have an additional connection to Habermas' claims, as they 

utilize similar investigative methodologies as members of the press. Thus, there is a claim 

to expertise based on power of influence and a claim to expertise based on the knowledge 

which is represented. I engaged this combination of expertise claims because I believed 

such dual expertise were necessary to effectively combat rigid, preexisting beliefs about 

theme park workers in the public sphere. I believe either claim alone would have 

effectively convinced audiences to  give me their attention, but both claims are required 

for audiences to  really consider the material I present to them, much of which stands in 

conflict with  preexisting beliefs about theme park workers. 

The power inherent in such "expertise" becomes much deeper, as Habermas 

claims that "the institutions and legal guarantees of free and open opinion-formation rest 

on the unsteady ground of the political communication of actors who, in making use of 

them, at the same time interpret, defend, and radicalize their normative content" 

(Habermas 1996: 374). Verbatim theater performers are not simply actors within this 
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sphere, but they also affect the shape of the sphere itself, helping define and redefine 

what is and is not acceptable and how to negotiate these terms. There is, of course, a great 

difference between actors who are aware of their potential influence and those who do 

not realize they hold this power. Placing verbatim theater performers into one category or 

another can only be done on a individual basis.  

To place Rat Race in relation to its various forms, it is important to clarify what is 

meant by “verbatim theater.” Rony Robinson, a playwright considered to be verbatim 

theater’s originator, defines it as:
 

a form of theatre firmly predicated upon the taping and subsequent 
transcription of interviews with 'ordinary' people, done in the context of 
research into a particular region, subject area, issue, event, or combination 
of these things. This primary source is then transformed into a text which 
is acted, usually by the performers who collected the material in 
the first place. As often as not, such plays are then fed back into the 
communities (which have, in a real sense, created them), via performance 
in those communities. In Verbatim Theatre, the firmest of commitments is 
thus made by the company to the use of vernacular speech, recorded as the 
primary source material of their play (Paget 1987: 317).

Verbatim theater originated in the early 1970’s in England and its first incarnation 

is referred to as “celebratory plays.” During this period there was a movement to 

decentralize cultural power from London and explore and engage more rural 

communities. This is also the heart of Rat Race, integrating a marginalized group of 

people into the public sphere. Robinson and others would travel to a community, conduct 

interviews amongst the its citizens, create a theatrical piece based on these interviews, 

and performed the play for the community. Rat Race follows the same methodology. 

Robinson placed a great deal of emphasis on using the interviewees’ exact vernacular, for 
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he believed it was important and powerful to use “ordinary” language on the stage (Paget 

1987: 320). The goal of these performances was to point out and create a sense of pride in 

marginalized cultures and communities. Thus, the performances were very celebratory 

and employed music between scenes as a tool to maintain this mood throughout the piece 

(Paget 1987: 321). While Rat Race does not employ music, there are various moments of 

celebration throughout and the piece presents theme park workers with respect and 

acclaim. Unlike Rat Race,  “Celebratory” productions focused on small public spheres – 

those of the communities being represented. The issue of "expertise" is interesting in 

these situations, for the verbatim theater performers' expertise is founded on the power of 

visibility, not in any way on knowledge of the community.  The influence of these 

productions stopped at the communities' public spheres, as each piece was only presented 

to the community on which it was based. 

While Rat Race has elements of "celebratory plays," I never intended it to fully 

follow this format, simply because this has been done before. "Theme Park Diva" (2005) 

played to theme park audiences both at The Orlando Fringe Theater Festival and at The 

Footlight Players Theater in Orlando. The show focused on one of the theme park 

“princesses,” performed by a drag queen and incorporated song and dance to celebrate 

theme park work by mocking it. While its creator is actually a theme park worker 

himself, this play's success shows that derivatives of the "celebratory" model still serve a 

purpose. I believe that the present is an ideal time for "celebratory theater" to showcase 

rural cultures, as improvements in communication continue to create a homogenous 
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national culture. Theme park worker culture is neglected in the national public sphere, 

but the community has a great deal of pride and their culture is far from dying out. Most 

workers I interviewed were proud of their work, something the theme parks try to instill 

in their employees. I respect "celebratory" works and tried to incorporate a sense of 

respect for and celebration of theme park workers. 

“Controversy plays” utilized the same basic methodology as "celebratory" for 

interviewing participants, but changed their focus, intentions, and presentational styles 

completely. Like “celebratory plays,” the companies creating “controversy plays” 

focused on specific communities. However, they chose particular communities that they 

felt deserved, but were not receiving, attention from national press and media. One 

company focused on a miners’ strike by interviewing miners’ wives and using their 

voices to tell the larger story. These types of verbatim theater pieces were presented in 

much more simple and direct ways than the “celebratory plays.” Scenes shifted without 

music or smooth transitions and actors directly addressed the audience with great 

frequency. The acting style shifted to an almost Brechtian detachment, in which the 

actors were directed to simply speak the lines without attempting to act them (Paget 

1987: 326). 

These artists attempted to make the performer's body "disappear" as a means to a 

more simple and direct communication with the audience. This makes sense in theory, as 

it would remove a significant barrier between the information being conveyed and the 

audience. The fact remains, however, that a body on a stage cannot disappear. It can be 
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still and it can be quiet, but it cannot both be on stage and be not on stage. Attempts to do 

this undoable feat are simply distracting and their denial of the body's existence can cause 

one to question the truths the piece attempts to convey. The artists creating  “controversy 

plays” were attempting to introduce issues well-known at the local level into the national 

public sphere. By use of their “expert” status, these artists were able to successfully draw 

attention to issues which had not been addressed in the national public sphere and 

problematize issues which had already existed in this sphere. Rat Race has this same 

goal, but the methodologies are intrinsically different because of they use the performer's 

body. If I were to do a "controversy play," holding true to its minimalist aesthetic, I'd just 

make it a radio play. 

Anna Deavere Smith’s methodology and presentational style have evolved from 

the “controversy plays.” Smith chooses subject matter which has been introduced into the 

national public sphere and uses her shows to reintroduce problematized versions of the 

issues into the same sphere. Her success is in large part due to her multiple “expert” 

statuses; her authority is derived not only as an artist, but as a non-fiction author, 

professor at a top university, lecturer of courses on “active listening” at a top law school, 

member of the New York intelligentsia, and personal friend of the current and former 

presidents. Smith uses this powerful expertise to present shows that utilize an acting style 

quite counter to that of the original “controversy plays.” Smith not only repeats the exact 

words of her interviewees, but mimics their exact speech patterns and physical lives. 

Smith does not completely transform into the characters, but her mimicry is impressive 
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enough to be a significant draw for audiences. Smith’s performances might not be 

entertaining in the “song and dance” style of the “celebratory plays,” but her acting skills 

provide an entertainment of their own. I began this project intending to mimic Smith's 

methodologies as exactly as possible because I believed they provided the most authentic 

and direct means to transmit story to an audience. While this view has changed, I believe 

Smith's work still has great intrinsic value in the verbatim theater realm. While only 

Smith can perform her one-woman shows, I believe they are singular enough within the 

verbatim theater concept to warrant their own sub-section: “mimicry plays.”

Paolo Botham claims that in relation to Habarmas’ public sphere, verbatim 

theater’s theatrical practices “are not bound to the constraint of balance required of the 

so-called members of the press: intersubjectivity is obviously not the same as objectivity” 

and that each verbatim theater artist “has a legitimate (and unavoidable) entitlement to 

add his/her own artistic voice to the verbatim chorus, either explicitly or implicitly, as 

long as the most marginal sources are not just exploited to support an overall message” 

(Botham 2008: 313). I agree with both of Botham’s claims in relation to “celebratory” 

and “controversy” plays, for the plays’ texts claim to be authentic, but the acting and 

direction claim no such direct authenticity. 

I find Botham’s first claim problematic in terms of Smith’s “mimicry” plays, for 

each play’s text and the ways in which Smith vocally and physically performs this text 

claimed authenticity. In such instances, I believe inter-subjectivity can be easily 

misinterpreted as objectivity and Smith specifically encourages this misconception by not 
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including any reference to her authorial voice within the performance or publicity for her 

shows. Her works are often described as “polyphonic, both in the sense of representing 

multiple voices and in their refusal to synthesize differences in any intervening personal 

statement, an authorial commentary” (Lyons 1994: 45). True, many voices are 

represented, but Smith’s works are not without personal statement or authorial 

commentary.   

The process of choosing material from hundreds of hours of recordings to create a 

two-hour piece of theater requires an authorial voice. Even the gathering of the material 

can be problematic. Botham suggests that the processes used to gather material for all 

three types of verbatim theater “would probably horrify a sociologist, but the end in view 

in a verbatim show is very different from a sociological survey, since an awareness of 

theatricality is ultimately informing the whole operation” (324). The work verbatim 

theater artists do is different than that of social science academics because social science 

academics are held to much stricter standards for objectivity due to their expectedly-well-

informed intended audiences and institutional guidelines. Yet this work is not entirely 

subjective, either. I believe the subjective nature of both processes should be made 

expressly clear, particularly when using verbatim texts in an attempt to prevent confusion 

of authenticity. Verbatim theater artists need to approach their work with an almost 

scientific rigor, engage in creative processes which inevitably make the work subjective, 

and then be express about that subjectivity when presenting the works before audiences. 

The last nine months have shown me that each step is important if an artist intends to 
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make work which is creative, ethical, and speaks some amount of truth. Below is an 

explanation of how we began our piece using verbatim forms and then altered them to 

combat problems inherent in each form. I have tried to make it direct and accessible to 

theater artists interested in or attempting to do verbatim theater, as a how-to guide of 

sorts.

In many ways, Rat Race is a fusion of the three forms of verbatim theater I have 

laid out, which we’ve combined with several other theatrical methods to correct 

problematic issues found in each. Much like “celebratory” plays, Rat Race is deeply 

respectful of its subjects, portraying theme park workers and theme park culture with 

high regard and value. Rat Race incorporates a sense of humor and moments of jubilation 

in a similar vein to “celebratory” plays because we felt the show needed to engage the 

lighter side of the emotional scale to make the more heavy moments palatable. The show 

has been presented to an audience of theme park workers, including many whose words 

appear in the piece, and is scheduled for more performances of this kind. While I have no 

official way to gauge audience response to the piece, some of the workers whose words 

were used in the piece spoke separately with me afterwards of their experience as 

audience members. All of them approved of the piece, said they enjoyed watching it, and 

felt the piece depicted theme park workers respectfully. The show will certainly be 

presented for theme park audiences again. 

The main goal of “celebratory” theater is to provide a depiction of a specific 

community to celebrate its culture and encourage dialogue about it within that 
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community’s public sphere. While this is certainly a goal of this project, we created Rat 

Race to bring the lives of theme park workers into the national public sphere, where their 

issues and existence are currently missing. This attempt correlates much more closely 

with the goals of “controversy” theater, which uses performance as a means to project a 

neglected community and/or issue into the national public sphere. While these goals 

coincide, “Rat Race” employs a very different presentational style. Both methods utilize a 

bare stage with few props and no music, but whereas “controversy” theater utilizes the 

actor’s body as a simple conduit for speech in continuation of this minimalism, Rat Race 

employs the actor’s body as an expressive vehicle that shifts and transforms to create the 

entire theatrical piece. Additionally, Rat Race replaces “controversy” theater’s restrained 

vocal presentation with a lively, engaged, and varying vocal life from the actor.     

 Rat Race is similar to Anna Deavere Smith’s “mimicry” theater because both 

utilize a single body that shifts between characters to create the entire theatrical piece. In 

both cases this body also serves as direct intermediary between audience and the 

represented group, as the researcher/author performs the show. Beyond these similarities, 

Anna Deavere Smith’s methodology and the methodology used to create Rat Race are 

very and intentionally different. Smith’s “mimicry” theater creates questionable 

authenticity because there is no declared authorial voice or statement that her shows are 

inter-subjective. For the sake of transparency, making role as author visible to audiences, 

I wrote myself as character in Rat Race. This allows my perspectives on and relationship 

to the material to be easily engaged. While this character was eventually fictionalized, his 
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presence continually reminds the audience that there is an authorial voice at play.

In many ways Rat Race evolved out of these forms and combined with other 

theatrical methods to solve problems we encountered along the way. We needed to 

protect the anonymity of the participants, so we utilized Viewpoints to transform and re-

envision their physical and vocal lives. This technique also served to bring physicality 

and transition to the piece. I utilized Practical Aesthetics, an action-based acting 

technique created by Bill Macy and David Mamet, to bring depth, clarity, and personal 

relationship to the verbatim words. These moments allowed for connection with the 

audience that could distract from intellectual engagement, so we utilized Brechtian acting 

techniques to create emotional distance at certain points. The piece is also scored with 

various shifts of physicality, character, and acting techniques to serve the same purpose. 

On top of all this, we eventually declared the piece a “fiction based on truths” and wrote 

sections and characters to intermesh with the verbatim texts. In attempting to fix the 

problems of the verbatim theater forms, eventually our progress required us to leave that 

label behind. The result is a theatrical piece that I do not label as verbatim theater, but 

which owes its existence to the various forms of this theatrical methodology.  
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Chapter 7: Conclusions

This project has resulted in an ethnographic presentation based on the actual 

words of more than 50 theme park workers, the creation of a script for and multiple 

performance of a one-man show based on the lives of these workers, and analysis of both 

creative processes. Looking back, there are a few changes I would make. First, I would 

officially apply for approval from my institution’s Institutional Review Board before the 

project began in May of 2008. Not doing so set my process back months and resulted in a 

great deal of confusion, negotiation, and headaches for myself, my sponsors, and those 

who administer the IRB. Everyone involved was incredibly gracious and supportive, and 

I would prefer not to burden them so unnecessarily, if I could do things over. I would also 

begin advertising the interview process earlier and continue it later, in the hopes of 

gaining more theme park worker stories and perspectives. I would schedule enough time 

to transcribe the interviews myself. These issues aside, I am incredibly satisfied with how 

this project has progressed. By May 2009 I will have performed the play four times,  with 

various national and European performances ahead.

However, I have several ideas for ways to expand this thesis into either a 

doctorate dissertation or larger grant-funded creative process. I would certainly want to 

visit more major theme parks to get a sense of which issues are localized and which stay 

the same regardless of location. I would certainly love to interview more workers. I 

would also like to add more specific questions that try to identify what workers think is 

being represented at these parks, how it relates to them, and how they conceive of 

authenticity and artifice in relation to workers and theme parks. I would also like to 
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include workers in the creative process more, either by reworking the show over a few 

weeks in Central Florida or by bringing smaller sections to the area over time. Several 

workers who contributed their time and words to the projected attended the Orlando 

performance and were happy with how the project has turned out. I would love to make 

the process more of a dialogue with them.

I plan to learn how to use music editing software so I can include more sound 

effects and music in the show. I would also like to consult with a vocal coach about 

certain aspects of the character voices to ensure the best longterm vocal health. I also 

have ideas for a series that expands upon the ideas brought about in this show, including 

between three and nine shows.  

Rat Race: The Secret Lives of Theme Park Workers will run in the Cook Theater 

at the Asolo Repertory Theater on June 16 and 17. Other summer performances are 

planned for Orlando, St. Petersburg, and West Palm Beach. The show will run as part of 

Ricochet International Theatre’s Inaugural Season in New York City during August and 

September of 2009. It will then transfer to London for another Ricochet run in early 

2010.
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	ACT I
	Create ride with Chairs / Act out Ride
	Chasse through R audience row
	Fast return to “X” pose in front of screen
	Pick up chairs and book, create couch, drop book and wake up. 
	X C Stage, create monster tower.
	X UR Chair
	X DL Bench 
	X UL Bench
	X C Stage 
	Sit on LC edge of stage
	Step Left, get on knees, HEAD UP! Take 4 Steps. 
	X U 
	As CARL,X DL Bench and sit
	Shifts to ERIK.
	Pinter
	ACT II
	Opens notebook and 
	Dennis told me that the employees joke that the bubble still exists and keeps away hurricanes, tornados, hail, and anything else that could harm ThemePark. Except terrorist attacks. They closed the park and all the guests were forced to leave, but the employees weren’t allowed to tell them what happened, unless they specifically asked. I wonder if they got a call from The PENTAGON.

	ACT III

