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Introduction

The international project consortium headed by the Budapest-based Káva Cul-
tural Workshop Association, officially commenced in the autumn of 2019. Special-
ized artists from three European theaters and members of a sociological research 
team came together to share their knowledge and experience in adult community 
theater and explore how participants of these programs can indirectly learn about 
the concept of active citizenship in an artistic context during a creative process of 
a community theater.1 

The organization, which joins together the international artistic-professional 
consortium (Káva), is an independent theater whose main task and goal are to 
create and regularly present performances, theatrical actions, and complex drama 
programs that primarily target young participants. Our work has a lot to do with 
drama pedagogy, theatrical traditions using interactive elements, devised theater, 
and community theater-making. In addition to aesthetic education, our tasks in-
clude education on democracy, examining micro and macro social, ethical-moral 
problems through theatrical forms. In our work with children, the theater is also a 
tool for finding ways to a deeper understanding of significant human problems. We 
are familiar with and can prove the social utility of theater education with several 
traditional research and ABR2 results - we usually view our work as a series of 
performative social interventions. 3

We place great emphasis on innovation. Experimentation, encounters with other 
fields of art, and the constant rethinking of forms and contents of theater education 
are of great importance to us. Our dissemination work has almost the same weight, 
i.e., the intention to interpret what we do – often with external help – and to make 
the research processes and results available for others. When working with chil-
dren and youth, we use a performance technique based on audience engagement 
that often – fully consciously – blurs the line between actors and viewers, ensuring 
that participants can shape events as much as possible and define their relation-

1	 Official title of the tender: Artistic Citizenship Education through Community Theatre Practice – De-
veloping Protocols of Teaching and Tools for Collaborative Evaluation –; Erasmus+ 2019-1-HU01-
KA204-061186

2	 Art Based Research

3	 International DICE research (www.dramanetwork.eu); volumes of our theoretical and methodological 
publication series Theater and Pedagogy, Káva + online booklets.

Gábor Takács
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ship to the problem placed in the focus. We believe that if a person can make 
choices and decisions in their imagination or in a fictitious world, they can likewise 
do so in real life. An integral part of this work is the pedagogical approach, but we 
avoid raising didactic questions from a distance and always question schematic, 
commonplace answers.

In addition to artistic and pedagogical creative work with young people, our pro-
jects for adults have been gaining ground in the last years. These take shape in 
so-called participatory theater or as community theater performances. Their com-
mon root is a model program created in 2010, titled the New Spectator (Új Néző).4 
As part of this, two independent Hungarian theaters, Káva and Krétakör, and a 
young research team of sociologists and cultural anthropologists, Anblokk, worked 
together on a theatrical experiment aimed at creating local public spheres in two 
Hungarian villages. Each of these theatrical performances “sought to reflect cre-
atively on the problems of local society and offered the audience this new “role” 
of reflecting on the stories, phenomena and symbols presented by the theater. 
The most common goal of the applied/participatory/social theater experiment in 
Hungary, which is new and unconventional in many respects, was to create public 
spaces and events where local social conditions and topics could be made visible, 
discussible and debatable.”5

In 2018, we were seeking and winning partners for international cooperation 
whose work we admired, from whom we could learn, and who showed us that our 
experiences so far could be exciting and valuable at a European level as well. Our 
partners were curious and open to a collaboration that we collectively hoped would 
make the field of community theater more accessible, visible, and acknowledged 
from a civic education perspective.

The Staatsschauspiel in Dresden is the largest prose theater in Saxony. An inte-
gral part of the institution is the Bürgerbühne, whose program is characterized by 
a wide range of intergenerational productions based on content, aesthetic, social, 
and/or pedagogical aspects. What they have in common is that they all have citi-
zens on stage. They plan, organize and fund five productions per year in the same 
way as they create any other production in the house, i.e., professional directors, 
playwrights, visual and costume designers, musicians assume the artistic direc-
tion and contribution, and all departments of the house support the planning and 
implementation. The productions are part of the theater’s repertoire and are an 
integral part of the program. Apart from the big productions, the so-called "Clubs" 
have big relevance. Ten Clubs are realized in a season. Civilians taking part in these 

4	 In the same year, the Bürgerbühne in Dresden became a permanent part of the city theater.

5	 In: Új Néző (New Spectator); Színház és Pedagógia (Theater and Pedagogy) vol. 7. (ed.: Horváth Kata); p. 7.
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as well and “smaller” community actions, theatre projects are realized by them. In 
response to the "refugee crisis" at the beginning of the 2015 season, the Bürger-
bühne opened the "Monday Café", a weekly meeting point for refugees and Dresden 
citizens. In the 2016/2017 season, about 7,400 citizens visited the "Monday Café".

The essence of Bergen Borgerscene’s philosophy is to create performing arts 
productions based on real stories and to expand the audience’s ideas of theatre. 
The project was initiated by Bergen International Festival in 2014, and Vibeke 
Flesland Havre has been the artistic director from the start. It is inspired by Ger-
man and Danish community based theatre models, where the storytellers take part 
in the creative process of making a performance, and some of them are present on 
stage as themselves. The storytellers are “everyday experts”.  They are not actors, 
but authentic people on stage. The purpose of the project is to create relevant and 
engaging theatre, cultivating a raw and unpolished expression and a natural way 
of speech. The framework around the performance is professional on all levels. 
The artistic team, consisting of a set designer, lighting designer, sound designer, 
video-designer and dramaturge, are professionals with long experience. This is to 
ensure high artistic value, and to create a safe environment for the storytellers. In 
recent years, Vibeke has held workshops in community-based theatres for profes-
sionals in Denmark, Sweden, UK, Hungary and The United States. 

PARFORUM (Participatory Action Research Forum) was established in 2011 
as a non-profit social organization to provide participatory evaluation services to 
other non-profit organizations in Hungary, especially those carrying out art-based 
projects. They mainly support marginalized social groups and communities. Since 
its inception, Parforum has developed a threefold profile:
1.	 Providing consulting and evaluation services for art-based social intervention 

projects.
2.	 Participation in developing pilot projects in the social and community arts. 
3.	 Writing and teaching the methodology of art-based participatory action re-

search, as well as offering fieldwork to university students in the areas of com-
munity organization, social research, and performing arts. 

4.	 In addition, Parforum has gained significant experience in developing and coor-
dinating the adaptation of self-assessment tools that community theater pro-
fessionals can use in their work.

The four partner organizations haven't participated in similar strategic cooper-
ation before. In recent years, they have managed to set up numerous communi-
ty theater projects, but they haven't been involved in a collaboration specifically 
aimed at developing evaluation methodologies. This project combines the need for 
an evaluation system with the roots of the German and Anglo-Saxon community 
theater traditions. 

INTRODUCTION
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Theaters working with different financial systems, organizational backgrounds, 
and scopes now compare their community theater projects analyzed in terms of 
adult education along similar dimensions and criteria. As far as we know, this is the 
first methodological handbook designed specifically for community theater profes-
sionals that also considers the social issues chosen by the collaborating partners.

It was a challenge for all participants to interpret the concept of civic education 
and, most importantly, to interpret it together. We didn’t create a definition (we 
don’t think it is even possible). We did try to interpret, reinterpret, rethink our con-
cepts closely related to the idea of civic education, and articulate what all of this 
means to us as theater creators. We were able to accept that civic education is a 
viable way to teach people to become active members of society and understand 
their rights and responsibilities. In a situation like this, we work together as a team, 
as equal parties (even if theater creators are going to have a better understanding 
of the theater, participants may easily be experts in the issue placed in focus). We 
have identified with the idea that through civic education, participants are free to 
think in a co-created safe environment. It is an opportunity for them to respond 
to social injustices as they wish to. We have adopted the goal that, during the 
process, participants should be able to define their relationship to the micro and 
macro society they inhabit. This way individuals may start thinking collectively at a 
societal level, beyond their personal problems.

According to our shared view, civic upbringing is the involvement of members 
of society in activities aimed at learning about the concept of citizenship, which 
generate political activity. This process aims to develop a mutual understanding of 
equality, rights, and participation and their relevance in the community life of the 
civil actors involved.

Our project is related to current world trends in several ways. We can see the 
role of the state changing: for some time now, instead of supporting the overall 
operation, it has been providing project-based subsidies. In this situation, the role 
of analysis and evaluation increases, since it becomes an essential factor in deci-
sion-making that the processes and programs audited in some way may come to 
the fore. Related methodologies and guidelines have been developed in the UK and 
US. The evaluation of community theater projects focusing on social issues links 
to guidelines issued by English and American art organizations. For example, the 
unemployed are often not retrained for another profession, but their skills are en-
hanced  with flexibility by artistic means, allowing them to get a chance at another 
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job.6 Community theater projects as adult training tools also build on these char-
acteristics. There are community theater publications that prioritize Anglo-Saxon 
community theater traditions that have become almost entirely “extinct,” dissolved 
in healthcare/social care, or institutionalized settings.

There has already been much work done on the situation of international com-
munity theaters, but there has been no comparative analysis or “common core” 
formulated so far. Evaluation tools generally do not take into account the charac-
teristics of community theaters/projects or the specificities of focusing on social 
issues. We considered these as a starting point in our project during the develop-
ment process.

The goals, assessment processes, and concepts are detailed in many evaluation 
guidelines. However, they usually lack a description of specific know-how, so they 
are not directly applicable to a beginner community theater professional. They do 
not show us the existence of various monitoring options, tools, and methods, pos-
sible evaluation methods in certain situations, resources needed for implementa-
tion, and ways of making decisions on the method to use in a particular case.

We, therefore, aim to develop an evaluation system that we hope will be applica-
ble to adult community theater projects of theater professionals and/or researching 
sociologists. Although community theater projects tend to focus on certain social 
and/or moral issues and are designed to have a short- or long-term impact on a 
particular community through collaboration, due to the lack of a general quality 
evaluation system and the duality of aesthetic expectations and social effective-
ness, we are faced with the problems of evaluating similar projects.

In her book Artificial Hells, Claire Bishop writes that sometimes the perspectives 
of community or social art projects are stuck between two worlds. They resist ar-
tistic and aesthetic evaluation because of their community/social focus, but they 
likewise defy social-sociological impact assessment due to their artistic approach. 
All community theater projects dealing with social issues meet this framework. Our 
goal is to enrich community theater professionals by bringing these two worlds 
closer together. We want to give them a tool that not only expands their knowledge 
and makes their work more efficient, but also helps them to confidently commu-
nicate the well-grounded results and impacts of their work on the outside world.

The social significance of community theater lies in the fact that this method is 
based on the involvement of civilians, blurring the line between performers and 
non-performers. This theatrical form ensures that participants can actively shape 
the events as well as examine their own relationship to the question/problem in 

6	 A Hungarian example of this is the Art-Ravaló (About us- ART-RAVALÓ (artravalo.com) project based 
on the German JobAct program.

INTRODUCTION
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focus. These theater projects focusing on specific social phenomena allow partici-
pants to get to know themselves and their environment better than before through 
conversation, personal sharing of stories and experiences, and actions based on 
thinking together. They also help them see the world not as a static stillness but 
rather as a changing process. Community theater projects allow participants to 
make a real impact on events, to reflect on the events of the whole process and the 
specific performance, to contemplate on the moral/social issues raised, and, when 
necessary, to develop responses to them.

“A process quite similar to that in the UK took place in the Netherlands, where 
community theater grew out specifically from TiE, Theater in Education. The root 
of today’s community theaters is the Dutch TiE movement, which flourished in the 
‘70s and '80s, primarily in the working-class neighborhoods of industrial cities. 
From ‘70 to ’85, 28 TiE companies produced more than 300 performances. The 
decline of the movement can be attributed to several factors, but primarily (as in 
the UK) to right-wing politics gaining more ground, with associated arts policy that 
obstructed these companies from representing left-wing values in their work. At 
the same time, while these companies were still operating, there were attempts 
to co-create theater pieces with the “target group” instead of involving them in a 
readymade structure. They no longer called themselves TiE but community theater, 
and when the TiE groups disbanded, programs like this took their place.”7

Although community theater projects often focus on social issues, creators 
do not necessarily encounter the increasingly popular differentiated methods 
of sociological evaluation. This is true partly because these are, by definition, 
conducted by professional sociologists, and partly because most collaborations 
fundamentally lack a sociological approach. It is also true that few sociologists re-
search art projects. Therefore, the main goal of our project is to create and share 
an evaluation methodology in a democratic system (on an equal footing between 
theater and sociology professionals) that is sociologically acceptable and effec-
tive, but also applicable by theater professionals in practice, even without the 
involvement of sociologists.

This manual focuses mainly on the so-called "pilot programs" and "process anal-
ysis". It also provides a practical example of using the developed evaluation meth-
od. We want to ensure that the methodology is understandable, transparent, ad-
aptable, and usable, not only for project partners but also for European community 
theater professionals in general, who address, among other things, social issues in 
their creative work.

7	 In: Új Néző (New Spectator); Színház és Pedagógia (Theater and Pedagogy) vol. 7. (ed.: Horváth Kata); 
p. 29-30.
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Our book archives development processes, but its function is more complex than 

that. It presents the realization of the project, its difficulties and lessons learned, 
community theater practices, and the work of the partners. We want to provide a 
background for understanding the project. We hope that describing community 
theater examples based on the same criteria will help professionals use the assess-
ment methods in practical terms. Our volume is closely related to the evaluation 
exercise book (title), which aims to link evaluation-helping practices to each phase 
of the community theater process.  

INTRODUCTION



14
Theatre and Pedagogy 13.

Community Theatre as a Tool for Citizenship
Education - Terms and Concepts

This chapter tries to sort out the various formats under the label of social and 
applied theatre among which Theatre in Education, community-based theatre, 
and Citizens' Theatre – traditions which consortia partners identify with – can be 
characterized and discussed in relation to citizenship education. First, I try to re-
construct how drama and theatre emerged as a tool for social transformation and 
highlight the educational elements of the presumed resultant social change. I will 
also emphasize that if social and applied theatre intends to accomplish its politi-
cal assignment, workshop structures are to be reflected in the light of meanings 
of participation in the context of the contemporary configuration of subjectivities, 
theatricality, and the public spheres. Taking all this as a background, we may go 
through what distinguishes - and may tie together - the three branches of applied 
theatre in relation to their potential of citizenship education. 

Theatre as a Tool for Social Change
Today, we see a bourgeoning field of “social”, “community”, “participatory”, “edu-

cational”, and “popular” theatre, which is referred by the umbrella term of “applied 
theatre” or “applied drama and theatre” (Ackroyd, 2000; Nicholson, 2014). This 
formulation has been criticized, even by its introducers (Ackroyd, 2007; Neelands, 
2007) for its tendency in erasing the social critique aspect of the referred theat-
rical traditions, and also because the term mobilizes an immense set of diverging 
meanings (Gjaerum, 2014). While “applied theatre” has obviously generated a new 
transdisciplinary discourse during the last decade about a complexity of tools with 
the promise of generating impact on various social relations, we may also recog-
nize that specific genres and traditions of social and applied theatre identify their 
everyday practice mostly in opposition to the 20th century avant-garde and the so 
called “bourgeois theatre”. If we try to develop a sociological understanding of the 
toolbox and the opportunities which these theatres represent, we also need to take 
into account that both major authors in the sociology of arts (Arnold Hauser, Pierre 
Bourdieu, Howard Becker), as well as the classic sociologies of theatre (George 
Lukács, Serge Moscovici, Jean Duvinaud, Erving Goffman, Maria Shevtsova) domi-

Marton Oblath, Parforum
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nantly understand “theatre” as identical to the bourgeois theatre. In order to avoid 
any confusion that may result from the application of these concepts to applied 
theatre and to better understand the way how companies understand their own 
practice, first we have a look at this distinction. 

As described by Raymond Williams (1981), “bourgeois theatre” is a historically 
specific communication system serving the structure of feelings of the bourgeois 
class of the industrial society. Naturalism, a characteristic to this type of theatre, 
from the 1860s developed as a laboratory on the stage where the enforcement of 
laws of nature and society can be performed, behind the fourth wall, without any 
intervention from the side of the audience. As gas lights are turned down, the feel-
ings of the individual sitting in darkness and silence could be provoked. If the play 
is performed well, it puts representations on the stage in the immediate presence 
of the educated audience and so influences their senses (which could generate 
feelings that may lead to a catharsis that is the change in itself). Williams empha-
sizes that - whatever happened to the new theatrical buildings after the 1920s - 
the specific drama meeting the historical needs of the middle classes certainly left 
the theatre complex, and later reappeared on the television set (Williams, 1983).

From a historical point of view, it was the avant-garde that first challenged this 
model. It changed the setting of the event to smaller rooms (eg. Beckett), pushed 
back the audience from an emotional identification with the characters (Brecht), 
and turned the body of the actor into a surface of inquiry (Grotowski) (cf. Williams, 
1989; Alexander, 2014). Today, what we refer to as social theatre emerges from 
this tradition. It shifted the focus to the audience as a social agent, bringing them 
on stage (Moreno, 1947), and even further into the production process (Brecht , 
1929), while reconceptualizing theatre as a pedagogic space that is powerful in 
compensating - or even competing - the structural inequality of the bourgeois ed-
ucation system (Benjamin, 1929). 

It is worthwhile to understand that all popular and community theatres of the 
1960s and 1970s emerged from this tradition. Sharing these early aims they 
tried to bring drama back to the theatre by inviting the citizen and their stories 
into the production process. 

They started by reconceptualizing the relationship between the actor and the 
audience. Augusto Boal put this issue forward by revoking his memories of a work-
shop he led in the 1970s with the well-known actors of the Comédie-Française in 
Paris (Boal, 2005). When he asked actors to step into the existing social roles in 
their theatre, they were fast in embodying directors, dramaturges, lightning spe-
cialists, ticket controllers, and audience members of many types. When he asked 
these figures to step into contact with each other, professional actors in audience 
roles found it impossible to get into any contact with any other of the evoked the-

Community theatre as a tool for citizenship education – Terms and concepts
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atrical roles. This story is employed by Boal to exemplify the habitual inability of 
stage workers and non-stage workers to interconnect within the framework of the 
bourgeois theatre. Or, as Jacques Rancière has eloquently described, how theatre 
makes its audience inherently passive, where the relationship between actors and 
the audience develops similarly to that of the master and the pupil in the modern 
education system (Rancière 2007, cf. Rancière 1991). Theatres trying to have an 
impact on contemporary society share the commitment to leave the “bourgeois 
theatre of representations” behind, and primarily challenge the passivity of the au-
dience. By doing so, the question of affects has been eliminated, while learning and 
action have become the focus of theatre-making. 

The Educational Potential in Theatre and Drama
Different traditions of participatory theatre, though intermingling in practice, has 

tended to define their operation for change in different ideological pathways. So-
cio-critical initiatives rather conceptualize the aesthetic space of drama and theatre 
where models of social life can be seen, and new types of actions are probed. The 
founder of psycho- and sociodrama, J. L Moreno (and in its theatrical branch called 
Play Back theatre developed by John Fox) conceptualizes his activities as an “ac-
tion method” which liberates spontaneity in a way that repertoires of action can 
be renewed with no external control. Image theatre developed by Augosto Boal 
(2000, 2005) concentrates more on making all types of oppression visible for the 
participants. Recognizing personal oppressions as experiences shared with oth-
ers, solutions can be discovered through “consientization” (as Paolo Freire would 
put it). This approach is tailored to make experiences of all types of oppression 
public and alterable at the same time. More contemporary, policy relevant projects 
subsumed under the term applied theatre often prioritize change on the individual 
level, emphasizing the gaining of specific competences and developing individu-
al capacities. This is typical in drama-based processes with educational purpose 
delivered within the education system (like crime prevention, occupational, or life 
course orientation etc) (Nicholson, 1998; Jackson, 2010).

Beyond the above-mentioned differences, practitioners of applied drama and 
social theatre do share a set of presumptions about how social change is taking 
place in drama (or resulting from participation in theatre) as distinct from other 
types of art activities. Paolo Freire and Boal preferred visual and dramatic methods 
over writing, poetics, or academic forms of self-articulation by arguing that these 
mediums help avoid the exclusion of participants based on their educational back-
ground. Drama, as it makes use of the body, shows unparallel potential in helping 
participants to articulate corporeal experiences – in contrast not only to poetic, but 
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also to visual methods. This helps link desired futures and lived experiences on 
the level of action. If no verbalization is required, drama may lead to a deeper level 
of self-consciousness, even an autonomous form of social inquiry (Leavy 2015, 
Peléias 2018) A more practical consideration in applied art activities for choosing 
drama over music and film is also related to its collaborative character though with 
the limited need of expensive instruments. 

Participatory plays and the public sphere
Clair Bishop, who diagnosed the third wave of avant-garde (starting after the cold 

war, around 1990) as a period of participatory turn in the arts is rather skeptic about 
the massive impact of participatory projects (Bishop 2006, 2012). With respect to 
methods, she traces the roots of this wave of participation back in the community 
theatre movement of 1960s and 70s in the UK. According to her account, it revital-
ized and regenerated a wide repertoire of audience involvement, making participa-
tory arts a laboratory of revolutionary activities. However, today she identifies a cou-
ple of structural constraints within the so-called “socially engaged artistic projects” 
that hinder them from achieving their promises today. The first ambivalence is related 
to the evaluative framework. Participatory art realized in a project framework tends 
to identify with art worlds and emphasize artistic claims when evaluated according 
to social impact expectations, but pretends to belong to mere social, or pedagogic 
experiments when confronted with aesthetic measures. Another constraint results 
from the conflict between the devising process and the piece of art produced in the 
process. While the first tend to concentrate on community level amateur knowledge 
and lived experiences (often resulting in no public product at all). Meanwhile the 
product, which may become evaluated in the arts field, is often cut off the process 
and becomes a projection of the professional artist, who uses amateurs as puppets, 
turning participatory art into delegated art (Bishop 2012). 

The potential for change in theatrical presentations without drama workshops 
can be rather conceptualized through the relationship between theatre and 
the public sphere. Traditionally the theatricality of the public sphere is grabbed 
through the idea of traditional public sphere as developed by Habermas (1991 cf, 
Douglas Kellner 2010, P. Müller 2006.) This approach has been carefully relativ-
ized recently by Cristopher Balme (2014), emphasizing the agonistic character of 
the theatrical public sphere. (The concept of agonism is borrowed from Chantal 
Mouffe, who applied the concept to contemporary arts herself; Mouffe 2008) 
Pluralizing publics is a core element of participatory theatre presentations – the 
key which turns theatre into a viable tool for democratic political change. A par-
ticipatory theatrical event always presumes in one form or another the potential 

Community theatre as a tool for citizenship education – Terms and concepts
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in making the unheard and unseen truth of marginal social actors accessible to 
the majority. By doing so, it also presumes a promise of not only pluralizing the 
public and making politics based on new truth (cf Rancière, 1999), but also help-
ing amateurs (both as actors on stage and citizens in politics) to articulate them-
selves, and so become agencies in the realm of politics. 

A more recent reconceptualization of the social change what theatre may gen-
erate is based on the idea what we may call theatrical adequacy. Though not 
founded by quantitative evidence, it is spotted by many authors that the number 
of socially engaged art projects is augmenting since the credit and fiscal crisis 
of 2009/10. Though some explain this phenomenon to the constraints of the 
art field which forces middle-class artists to search for a political coalition with 
the lower classes, Shanon Jackson (2012) recognized that this may be because 
drama is an adequate language in relation to the late modern reconstitution of 
the self (and the emerging liquidity of life, in more general terms, see Baumann, 
2005). The capacity of performing (in general, see Mackenzie, 2001) and more 
specifically, the performing of identities in relation to structured situations has 
become a type of capital. The fragmented life course thus does not only need a 
dramatic framework as a mode of therapy (which relates the self to social net-
works), but the emerging culture of performing makes drama the adequate medi-
um for both understanding and executing change in society. 

Dramatizing Citizenship in the Education System
Emerging from the early community theatre movement in the UK, in 1965, 

Belgrade Theatre was the first Theatre in Education company started and fi-
nanced by the local government of Coventry. It offered interactive theatrical 
sessions outside of the school building but with a clear pedagogic purpose. 
Focusing on a well-researched social issue and presented through fictional 
frames with respect to the age specificities of students, TiE sessions could en-
hance the dialogue among students (and teachers) with different social back-
grounds about freedom, power, class, and identity. Until the early 1980s, the 
TiE movement played a significant role in enforcing the cultural inclusion of 
working-class students in the education system in the UK. By always giving 
voice and ascribing legitimate perspectives to socially marginal positions, the 
TiE movement did not intend to revolve, point the way, or solve social conflicts, 
but rather awaken students to unforeseen aspects of extreme situations and 
ethical dilemmas in more general terms. Through the interactive “openings” of 
TiE plays, students are able to embody other people’s experiences and try out 
multiple perspectives on complex issues in a safe environment. Its reflexive 
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conventions do not define what is right or wrong but try to enable a moral di-
alogue about controversial issues and enhance imagining active interventions. 

TiE is strongly related to Drama in Education (DiE), a well-developed set of dra-
matic conventions building on dramatic exercises but involving students in collective 
thinking without presenting a staged play. During the 1970s, and 1980s, DiE was 
introduced in the National Curriculum in the UK making this experience-based mor-
al education available in the English education system. Anthony Jackson reminds 
us that in the 1980 DiE practitioners struggled when they tried to go beyond the 
dominant transmission model of teaching, and get permission to enrich, rather than 
deliver, the curricula with new perspectives on citizenship in a child-centered way 
(Jackson, 2007:44). Helen Nicholson notes that this rivalry will probably not cease as 
the dramatic format will always shed light on the contested character of any norma-
tive notion of citizenship. She also emphasizes that this openness is resulting from 
participating in relevant situations, and the visible political activity of young people 
during the 2000s, can be explained as a consequence of the recognition of drama 
as a tool of citizenship education in the national curricula (Nicholson, 2014:20-22). 

Both TiE and DiE concentrate on setting up the framework in which social issues 
can be raised as moral dilemmas and citizenship can be thought through the rea-
soned opinions of the students. Issues are certainly defined by the drama teachers 
(and by the curricula), but they need to meet the interest of the kids. If TiE and DiE 
intend to remain democratic in their practice and keep normative preferences about 
the content of citizenship open, they can still teach young people the feelings of “I 
care” and “I can do something about it” (Chan, 2013). 

As we are going to see, Community-based theatre and Citizen’s Theatre inter-
pret “participation” in a different way: they involve adults instead of youngsters 
and achieve this not through interactive apertures but by making them the cocre-
ators of the play. By doing so the dialogic space of drama is transformed into an 
aesthetic space of collaborative stage work, which enhances citizenship education 
in a different way.

Community-Based Theatre - The Participation of Adult People in 
Theatre-Making

This is the point where one could return to the contemporary purpose and 
methodologies used by social and applied theatres in attempting to involve adult 
participants in the theatrical process. Eugen van Erven, who set the pathway for 
the scholarly refection of community theatre practice (van Erven, 2002) recog-
nized the emergence in the 1990s of an “increasingly popular cultural practice 
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that operates on the cutting edge between performing arts and sociocultural 
intervention”. He coined the term “community-based theatre” to distinguish this 
set of artistic initiatives from both the amateur theatre movement in the US as 
well as from the “classic” community theatre in the UK. 

Community theatre movement in the US emerged during the early 1930s and still 
maintains a well-organized nationwide network of local amateur and semi-profes-
sional groups. Its surviving format is an amateur theatre group presenting classical 
plays in local communities, usually applying professional directing and costumes. 
Community art initiatives in the UK in the late 1960s tried to revitalize a strong 
socially committed political agenda for community arts, including theatre. During 
the next decade, however, leading figures of the movement became professional 
drama-based service providers within different welfare sectors (such as the edu-
cation system in the case of TiE). Another sector in which community theatre got 
transformed into professional applied theatre was international development. The 
so-called "Theatre for Development" (TfD) spread globally in the 1970s and ‘80s, 
and institutionalized theatre groups along with the development agenda put forward 
by Western democracies. (Prentki, 1998). When the idea of “modernization” was 
questioned in the 1990s, and corporate interests behind international development 
came under strong criticism (Escobar, 2002), TfD practitioners shifted to a new type 
of community theatre focusing on intercultural communication, delivered not only in 
“developing countries” but also in urban neighbourhoods of “developed” countries. 

Van Erven diagnoses in the early 1990s a broad range of performance styles 
and dramaturgies but all comprises of a group of people who are socially “periph-
eral” and whose voice is culturally marginal. In Europe, he meets practitioners self-
trained in the politically engaged community arts of 1960s who turned their atten-
tion to diversity issues and intercultural education in localities. These community 
theatres put on stage personal narratives developed in a reassuring atmosphere. 
They are concerned about the artistic process rather than making political claims 
public. But the process focus does have a socially relevant empowering effect on 
individuals taking part. In the US, he reports about self-help communities of trau-
matized people also presenting personal narratives in a collective ensemble. These 
presentations appear to be more concerned about helping the “subaltern” to speak 
for themselves in front of an open democratic audience. 

The cases he collected circumscribe distinct practices for developing cohesive 
groups that offer a safe aesthetic space for presenting personal narratives. Be-
yond “storytelling”, the community of storytellers can also appear on the stage 
but attach a deliberate ambiguity to the term “community”, which is in accordance 
with the changing meaning of community in social sciences. About “Community”, 
once referred to in sociology as something more authentic than society (cf. Tön-
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nies), already Williams already emphasized in his Keywords that it has a positive 
connotation, but it lacks clear meaning. In the 1990s – at the time when commu-
nity theatres were relaunched - Gerd Baumann suggested that the category of 
“community” always needs an anthropological elaboration with respect to specific 
local connotations and, more importantly, with a careful look into how communities 
make use of official (even social scientific) interpretations in a politically instru-
mental way (Bauman, 1996). In one of his influential essays, Arjun Appadurai also 
emphasized that communities never pre-exist but are rather constructed through 
politics and daily routines among the many social practices which produce locali-
ties (Appadurai, 1995).

Thus, the term “community-based theatre” aptly summarizes both the practice 
and the intention of these projects as well as offers a social scientific contextualiza-
tion for how adults are involved in the process of theatre-making. 

Citizens’ Theatre – An Experiment in Macro-Dramaturgy

A recently published volume about the contemporary interconnections between 
drama and citizenship education encounters the heterogeneous understandings of 
citizenship in citizenship education. As McGuinn et al. (2022) point out, citizenship 
education programs are usually designed from one of three perspectives: liberal ap-
proaches tend to focus on the rights of the individual, while the republican perspective 
emphasizes the duties of the individual in a public context; while the communitarian 
view gives priority to the pre-existing nature of communities that define individuals 
in relation to each other. McGuinn et al. conclude that due to the open structure of 
dramatic activities they should avoid implementing any pre-given societally framed 
set of objectives, and push forward one specific understanding of citizenship. Dra-
ma-based citizenship education may not need to take sides among these approach-
es, but recognize citizenship as an inherently contested concept. (p.12)

Different branches of social and applied theatre have in fact pursued distinct 
presumptions in their practice about the relationship between society, community, 
politics, and the performing self. Community-based theatre, as we have seen, is 
the closest in their presumptions to the communitarian approach, though they rec-
ognize that “the community”, which constitutes citizenship, is constantly becoming 
during the community theatre process. Community-based theatre helps individuals 
in forming a group that becomes capable of developing a representation of a par-
ticular community which, in turn, may offer a meaningful local notion of citizenship. 

Citizens Theatre, at least in the beginning, aimed at overcoming the tradition of 
arts-mediation and aesthetic education, an ideal going back to Friedrich Schiller, 
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and still dominant in the German Theatrical field (Kricsfalusi, 2019). “Art media-
tion” consists of a set of dramatic and non-dramatic activities attached to “official” 
plays by “professional” theatres aiming to introduce a system of Theatre. It is also 
strongly related to Theatrepedagogik which is to make the esoteric language of 
dramatic text, stage performance and the backstage works, as components of the 
classic theatre accessible to students who are to become more theatrically literate. 
This approach may not only ensure the next generation of theatrically literate thea-
tre goers, a trained audience for classic plays, but the resulting intimacy of high cul-
ture is also supposed to nurture educated and good citizens in general (Neudold, 
2019). In contrast to this tradition, Citizens’ Theatre follows a less high culture-ori-
ented and a more constructivist approach to citizenship. It tries to transcend the 
division of political worldviews mentioned above by giving priority to the activity 
and the visibility of the citizen. Citizenship is conceptualized here as a constantly 
rehearsed practice, an ideal that can be learned and realized through everyday 
enactments. When it proclaims itself a “participatory theatre”, it does not refer to 
interactivity, but to the involvement of non-professionals in stage work. Individuals 
are provided with an aesthetic space for rehearsing their civil experiences. Citizens 
are also to be seen and listened to by other citizens, though these two aspects are 
necessarily performed at the same time (Basteri and Tscholl, 2016). To explain this, 
we need more detailed insights into how the building blocks of Citizens’ Theatre 
have been put together.

Bürgerbühne (Citizens’ Stage) was launched in 2009 by Wilfried Schulz as a 
branch of the state maintained Staatsschauspiel Dresden and manged by Miriam 
Tshcoll during its first decade. Parallel initiatives were also launched by several 
municipal theatres in Germany, the model quickly spread to Denmark (later also 
in Bergen, and Budapest) – though none of these have yet developed into the full 
complexity of the Bürgerbühne model. 

The initiative in 2009 aimed at opening up the common model of state-run the-
atres by mobilizing a much wider audience. Addressing the whole of the urban 
society also needed a reflection of its heterogeneity, and a convincing framework 
that can invite “local citizens” into the space of the theatre building and help them 
to reappropriate it in a sustainable and meaningful way. 

Therefore, Burgerbühne runs a series of low threshold programs that turn the 
space of the theatre building into a community place. Montagscaffe, for example, 
offers free participatory activities, regularly inviting socially engaged participa-
tory (interactive) theatre plays. Bürgerdinner invites different segments of the 
local society who may otherwise not encounter each other. These community 
programs offer a first glance at how inhabitants are imagined and would be in-
volved in a public space as citizens.  
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The core of the model is the three months long theatre, clubs run by the theatre, 

facilitated by professional drama teachers but not intended as an actor training 
program. The rehearsal process taking place in the clubs may even not end up in 
a stage presentation. They simply offer room for performative self-expression, an 
opportunity to build new social ties, and may also strengthen community belong-
ing among the local inhabitants. Some sort of solidarity training is also a part of 
the process: learning how to support others within a safe environment is a conse-
quence that participants tend to report in their feedback.

 Citizens' Theatre Clubs are promoted by a public institution with reference to a 
topic and a target group of participants, which are seen as underrepresented in the 
urban public sphere. Some of the clubs are dedicated to a specific age or to social 
experiences (e.g. first-generation immigrant women, homeless people, or people 
with disabilities). To avoid the reinforcement of stigmatizing labels, organizers try 
to introduce new categories of people who may newly recognize themselves as 
being called upon (e.g. “midwives”, “fans of Dinamo Soccer Club”, or “citizens who 
have too much free time”). 

The way how clubs are managed and become stable, cohesive groups resem-
bles the operation of community-based theatres. Club performances, if are to be 
presented at all, can be showcased a maximum of three times per season and par-
ticipants cannot return for the next season. In this way, approx. 400 citizens step 
on stage per season. The theatre presumes that each citizen on stage mobilizes 25 
more citizens as audience members. Thus, during the last decade, at least 10% of 
the total population had the opportunity to take a part as “citizens” of the town. 

In addition to weekly low threshold meetings and clubs, the theatre also devel-
oped five new repertory-play per season. In these cases, a team of dramaturges 
defines topics of relevance, well-known theatre directors with soft skills in man-
aging amateurs are invited and citizens are selected. The choice of topic and the 
involvement of local citizens on stage must be well argued, otherwise the audience 
may think that professional actors might have acted the play better. This frame-
work is to present a model for dialogue, diversity, and reconciliation among the 
citizens. An example of these pieces is Meine Akte und Ich (2013) which have 
had former Stasi (DDR Secret Service) employees and victims side by side on the 
stage. This is happening in a city which has become known as the hottest nest of 
extremist political movements. (Basteri and Tscholl, 2016). 

Besides the Bürgerbühne model, similar initiatives took place in Glasgow Nation-
al Theatre, which has added site-specific performances and organized touring in 
rural areas into this pool of procedures; in Paris 12th District Cultural center where 
philosophy seminars run by Alain Badiou accomplished the promise of citizenship 
education, in Grenoble, or in Aarhus local universities and theatres launched coop-
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eration to frame drama based citizenship education programs. It seems that Citi-
zens’ Theatre initiatives can be interpreted as an experiment in macro-dramaturgy. 
Their institutionally commenced projects, in comparison to grass-root initiatives, 
focus on making use of what they already have. For this purpose, they try to re-
imagine public spaces through a dramaturgic thinking about the heterogeneity of 
contemporary societies, in which the aesthetic space invented by social and com-
munity theatre programs is also accommodated in order to involve all sorts of so-
cial marginality in a collaborative education process about citizenship.

Recalling the warning put forward by Clair Bishop in the 2000s, we may rightfully 
ask what happens to the methodology designed in grassroots initiatives and socially 
engaged art projects when they are used and reframed in this institutional context. 
The theatre companies and the drama teachers involved in the present project have 
robust experience in Theatre in Education and Community-based theatre which now 
they try to implement through this macro-dramaturgic framework. What happens to 
lay participants as participating citizens in this learning process is the subject of the 
series of process evaluations worked out by the three companies. 
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Community Theatre and Pilot project

Bürger Bühne Dresden

Katja Heiser
The Bürger:Bühne (“Citizen’s Stage”) at Staatsschauspiel Dresden was founded 

in 2009 by Miriam Tscholl and the then Creative Director of Staatsschauspiel Dres-
den, Wilfried Schulz.

The fundamental idea behind it is to give the citizens of Dresden and Saxony 
specific sections of the population, communities, and other groups a stage on 
which they can present their stories, experiences, and expertise under professional 
direction and in a performative and/or theatrical way. 

Each season sees five productions brought to the stage by professional directori-
al teams and performed as part of the main Staatsschauspiel Dresden programme, 
with some productions running for multiple seasons. Festivals and special formats 
such as the Bürgerinnendinner – a “citizen’s dinner” that brings together people 
from apparently opposite ends of society – are also a feature of the Bürger:Bühne 
calendar. The most regular event is the weekly Montagscafé, a forum for inter-
cultural encounters and events which was established in 2015 and is open to all 
citizens of Dresden – from those who have never left the city to those who have 
only just arrived.

The range of participative options on offer also includes around 10-12 theatre 
clubs per season. Known as “B:Clubs”, they are not preceded by a selection work-
shop and give participants the opportunity to engage in a variety of performative 
activities on a weekly basis. They are attended by a total of around 200 partic-
ipants per season and end with a presentation of the results of their respective 
exploration of a specific topic or creative form. The joint development of a script 
and individual scenes is generally the main area of focus, with set texts tending to 
be used as a source of material rather than as a narrative framework.

Bürger:Bühne productions and B:Clubs alike offer citizens an opportunity to en-
gage in cultural and political participation. Although education and social learning 
always have a part to play, the main emphasis is the creative exploration of a par-
ticular topic, question or piece of subject matter followed by the public presenta-
tion of the results thereof.
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Citizenship education is therefore inherent in the Bürger:Bühne, not least be-

cause it sees itself as a platform for democratic and artistic processes and makes 
the basic assumption that creative exploration is always associated with a process 
of political or social learning – even in cases in which that process is not mentioned 
explicitly or formulated as a didactic objective. 

I have been working at the Bürger:Bühne as a freelance theatre producer since 
2010. The ten clubs I have led to date have included youth groups as well as clubs 
focusing on topics such as gender (Club der hellblau-rosa Bürger*innen / Club for 
Light-Blue-And-Pink Citizens), Big Data (Club der informierten Bürger*innen / 
Club for Well-Informed Citizens) and Fathers (Wir. Telemach / We. Telemachus – a 
play inspired by Homer’s Odyssey). Since 2015, I have increasingly worked with 
intercultural groups and attempted to identify and explore topics that allow all par-
ticipants to act as “everyday experts” who bring their own knowledge and experi-
ence to the table, for example, the Club der vielsprachigen Bürger / Club for Multi-
lingual Citizens, Club der tragisch liebenden Bürger / Club for Tragically Romantic 
Citizens – from Hollywood to Bollywood and B: Club Familienbande / Family Ties.

This approach results in a type of exchange and learning among equals which 
highlights not only how enriching a diverse society can be for all citizens, but also 
that integration is not a one-way street. I believe that participative theatre should 
foster these ideas in the minds of participants and audience members alike. What 
is more, if suitable formats and theatrical means are identified, it is possible to 
arrange and intertwine what were originally personal stories in a way that reveals 
their broader social meaning. I see aspects of citizenship education in both cases.

The Pilot Project
Topic Selection

B:Club Zahlendreher was originally scheduled to take place as a pilot project in 
the 2020/21 season but had to be postponed by a year due to restrictions placed 
on cultural institutions in response to the COVID-19 pandemic. The premiere then 
also had to be postponed from March to May 2022. At the time of writing, it is 
March 2022 and we are still in the middle of the rehearsal process. 

It was clear to me from the outset that I wanted to work with a club that was as 
diverse as possible in terms of the age and origin of its participants. In choosing 
the title “Zahlendreher” (“Transposed Figures”), I decided against a content-ori-
ented topic in favour of a more formal research approach: what are the stories 
behind important numbers in our lives? Which numbers are significant to us as 
individuals, as a group, or as a society? This approach gives the B:Club plenty 
of room to manoeuvre in terms of content, regardless of whether the group’s 
interests lie in personal stories or political issues. At the same time, it offers me 
a wealth of material for exercises based on games, research, and improvisation. 

Bürger Bühne Dresden
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Furthermore, and bearing in mind that the objective of the Erasmus project is to re-
search means of evaluation and measurement, even before I settled on an evaluation 
method, I had already hoped to be able to use numbers and statistics as measure-
ment categories during both the creative process and the evaluation thereof.

The Group/Participant Selection
Ever since its inception, the Bürger: Bühne has made every effort to provide 

highly diverse sections of the population with opportunities for participation in a 
variety of forms. Since the establishment of the Montagscafé in 2015 at the latest, 
citizens who have migrated or fled to Dresden have become an area of particular 
focus. The Bürger: Bühne is nevertheless not diverse by default. Years of experi-
ence have shown me that the channels normally used to advertise clubs (e.g. the 
Staatsschauspiel website, newsletters, open evenings presenting forthcoming B:-
Clubs, etc.) are not sufficient for the assembly of a truly diverse group, even in cas-
es in which a group is explicitly sought. Additional channels are therefore required. 

The number of prospective participants usually far outstrips the number of spac-
es available. As a general rule, I initially keep at least a third or, preferably, half the 
spaces in my clubs free and attempt to find the remaining participants by talking to 
them in person at the Montagscafé or in other contexts. My approach to the project 
at hand was no different, yet in this case, I was hampered by the extremely limited 
window available for the acquisition of participants outside the normal channels.

COVID-related regulations put a cap on the maximum number of participants in 
the B:Club. We started out with ten performers who were between 22 and 55 years 
old, originally from Syria, Afghanistan, Finland, and Germany, and had all lived in 
Germany for at least five years. Two participants left the B:Club for personal and/
or professional reasons within the first few weeks. One of the spaces freed up was 
taken by a lady who was originally from Iran and had only arrived in Germany two 
years earlier.

Our participants came to us with a broad range of expectations. A number of 
them already had the experience of performing in a Bürger:Bühne context, but the 
majority were getting their first taste and had a particular interest in performing or, 
in some cases, making new acquaintances or speaking German.

The majority of participants still with us at the time of writing are between 25 
and 35 years old and have almost all attended or graduated from a higher educa-
tion institution. Three participants realized during the first few weeks that they all 
work at Dresden’s University Clinic in a variety of capacities. The group’s diversity, 
therefore, does not extend across all levels. 

These characteristics and the relatively small size of the group have had a significant 
impact on rehearsals to date. Significant changes to normal logistics and communica-
tion processes as a result of COVID-related restrictions have also been a factor. 
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COVID-19
The measures put in place by the authorities and Staatsschauspiel Dresden in 

connection with COVID-19 have had and continue to have a substantial impact on 
the rehearsal process. The size of the group had to be cut from the normal 20 par-
ticipants down to ten; our premiere had to be postponed from March 2022 to May 
2022; rehearsals coincided with eight weeks of partial lockdown during which the 
club could only meet online; and, last but not least, current restrictions on analogue 
rehearsals dictate that sessions involving the whole group can only take place if 
participants are seated, distanced and stationary. These factors have influenced 
the entire process. A full weekend of rehearsals had to be cancelled, while a second 
weekend block took place with five participants rather than the full nine. One par-
ticipant was unable to participate in anything but online meetings for three months 
because she was unvaccinated.

I have also had to adapt my working methods. Although my productions have 
always seen participants play a key role in content generation – whether by means 
of improvisation, associative exercises, scriptwriting work or questionnaires – in 
the case of Zahlendreher, the large number of rehearsals spent on Zoom or sitting 
in a distanced circle has caused us to spend far more time speaking and discussing 
the concept, potential topics and scenes than would normally be the case.

Interestingly, COVID-related restrictions only seem to have knitted the group 
closer together. It was participants themselves who came up with ideas such as 
replacing a planned day of in-person rehearsals (which would otherwise have been 
cancelled completely) with a themed, small-group treasure hunt through the city or 
meeting up for a private bonfire instead of a rehearsal. A joint Padlet was set up as 
a means of gathering ideas on specific topics, and each door of the online advent 
calendar suggested and managed by my assistant led to a daily question or task 
on the topic of “numbers”.

The difficulties and challenges associated with organising something approach-
ing “normal” rehearsals seem to have encouraged participants to take more re-
sponsibility. They were very quick to achieve a good level of familiarity with one 
another, and throughout our time together, they have displayed reliability, mutual 
respect, and solidarity, for example, with the unvaccinated participant. 

The extent to which this is attributable to COVID-related difficulties, the relative-
ly small size of the group, the mix of participants within the group or a combination 
of those factors, is difficult to say.

Bürger Bühne Dresden
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The Process
Key Parameters

Rehearsals take place on a weekly basis and each last 2½ hours. They began in 
early October and are due to end in early May. From late November to mid-January, 
we had six online meetings, some of which were designed for the whole group and 
some for smaller groups. In-person rehearsals have been possible since mid-Jan-
uary, but are hampered by severe restrictions on the permitted number of active 
performers in the room as well as a high rate of illness-related absence.

The team consists of my assistant and me. Since February, my assistant has 
taken charge of warming up the group at the start of each session, after which he 
sometimes has to stand in for an absent performer. Conceptualization, rehearsal 
prep, the script, and direction are my responsibility. The assistant set designer allo-
cated to our club is only available to join us from early April onwards.

Structire of Rehearsals / The Rehearsal Process
Each rehearsal essentially consists of four blocks, the weighting of which shifts 

as the production process progresses:
1.	 Warm-up: Use of a variety of games and movement-based exercises to ease 

the switch from everyday life to “rehearsal mode”, learn names, get to know 
participants, and warm up their bodies and voices.

2.	 Improvisation: Use of a variety of methods of improvisation and choreography 
as a means of learning and training theatrical skills such as presence, focus, 
movement, rhythm, observation, and receiving external feedback, some im-
provisations are later incorporated into scenes.

3.	 Research: Use of a variety of methods to generate material on specific ques-
tions: group brainstorming, development of short scenes in small groups, ques-
tionnaires, etc.

4.	 Production: Adaptation of the material generated for the stage, definitive cast-
ing, development, and staging of the script and running order, the definition of 
repeatable processes. 

Blocks 1 to 3 – warm-up, improvisation and research – have been an integral part 
of rehearsals right from the outset. Slightly more time was allocated to the warm-
up and improvisation blocks during the first few weeks as the participants were 
still getting to know each other and learning how they interact with one another. 
After that, the emphasis shifted towards research. We were restricted to online 
meetings during the early stages of Zahlendreher, and that meant that research 
was less playful and involved more discussion than normal.
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The production phase began in early February once we had received the go-ahead 
to meet up in person once again. 

The Concept
Numbers play a big role in our lives. Postcodes, shoe sizes, tax numbers. They 

might seem a bit dry and boring at first, but many numbers are the common 
element in a huge variety of stories. And sometimes a pie chart can explain fun-
damental issues, injustices, or absurd circumstances far better than a long lecture 
on the subject!
Are you an only child, or do you have eight siblings? How often have you been in 
love, and how long do you generally stay in love for? Do you live in the city where 
you were born, or thousands of kilometres away? How much money do you have 
on your account, and is there a correlation between your bank balance and your 
happiness? How many seconds old are you, how many do you think you’ve still 
got to come, and what is the probability that your prediction is right? What does 
Count von Count have to say on the matter? And what’s the deal with the number 
42 – the answer to the ultimate question of life, the universe, and everything?
Our intercultural club aims to draw inspiration from numbers and explore the 
stories behind them. 
All languages welcome. No previous mathematical knowledge required.

This is an English translation of the text used to announce the B:Club Zahlendre-
her. My basic assumption was that even such an abstract topic – which was es-
sentially more of a form than a topic – would automatically result in the exploration 
of personal and social topics if the right questions were asked at the right moment 
and with the necessary attention to the responses that followed.
Each creative block begins with a set of questions and tasks for participants to 
tackle. Their responses result in the definition of new areas of focus, some of which 
are tried out and then rejected, while others snowball and eventually become re-
peatable, performable scenes.
Here are a few examples to illustrate:

Numbers with Personal Significance
This game starts like a number-based version of Fictionary/The Dictionary Game: 

the first player selects a number of particular significance to them, notes it down on 
a piece of paper without any context, units of measurement, or similar, and shows 
it to the other players. Each player – including the first player – then takes a a blank 
sheet of paper and writes down a question to which the number could be the an-
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swer. Once the sheets have all been passed to the first player, they read out all the 
questions and answer them using their number, including a unit of measurement 
where applicable. It is important that they treat all the questions equally seriously. 
The other players now have to guess which the first player’s question was.
We played this game twice, once in person and once online. The first time we used 
it as an ice-breaker during our first rehearsal. By the time we played the game for 
a second time a few weeks later, the participants had got to know each other well, 
and this was reflected in the far more personal nature of both the stories told and, 
in particular, the questions posed.
Initially introduced as a game, this exercise exhibited so much potential that we 
continued to develop it for use on stage. On the one hand, it yielded personal sto-
ries about the players and got them thinking about the huge range of other stories 
that were also possible or conceivable in connection with the respective number. 
On the other, it sensitized them to the fact that their questions were based on char-
acteristics they themselves had attributed to the person opposite them. The line 
between empathy and prejudice is sometimes very thin, and the audience is likely 
to realize this when they see the scene in question.

Overlapping Timelines
Each participant thinks of three important events in their respective dates. The 

participants then walk along the timeline together, pausing briefly to talk about 
their respective events. As time progresses the events overlap. To give an example, 
one participant’s first day at school might coincide with another experiencing war 
and a third going on a long trip. 

Group Statistics
Statistics have been an important part of our work right from the outset. Work-

ing in small groups, we assembled a set of questions and answered them anony-
mously. The resultant statistics on B:Club Zahlendreher included responses to typ-
ical questions about children, place of residence, language skills, and other more 
personal issues and judgements (“As a percentage, how female do you feel?”) as 
well as questions of a more absurd nature.

The results have been incorporated into a scene that also examines the issue 
of voyeurism among audience members, who automatically ask themselves who 
gave which answer and make presumptions about the performers based on super-
ficial attributions. 
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Counting with Fingers

Here again, this initially began as a game we played via Zoom during the online 
phase of the B:Club. On command, all players use their fingers to give a number 
between 0 and 10. If two or more players choose the same number, they have to 
do an improvisation together based on that number.

One thing we noticed was that we all gave numbers intuitively, but some of 
us used different combinations of fingers. We continued to research this topic by 
consulting family, friends, and the internet, which resulted in the development of a 
hand choreography featuring nine different ways of counting from 0 to 10.

Statistics III – B:Club Zahlendreher and COVID-19
The topic of group size and the number of active performers per cubic metre 

of rehearsal space is one we continue to be confronted with as a consequence 
of COVID-related rules governing the number of people who can take part in 
rehearsals and perform on stage. The catalogue of rules in place inspired us to 
create a choreography.

In contrast with the performative methods described above, research into other 
areas of thematic focus has generally occurred in small groups during phases when 
rehearsals can only take place online, for example: 
•	 Can you measure emotions in numbers?
•	 The history of Indian/Roman/Arabian numbers
•	 Comparing and measuring bodies and life circumstances
•	 Numbers in music
•	 Numeric codes

Citizenship Education
Changes in Perspective and Empathy

The exploration of social issues is sometimes a planned element of rehearsals, 
but often entirely spontaneous. My main objective in the case of Zahlendreher is 
to use the diverse pool of experience and knowledge within the group to initiate 
exchange and changes of perspective that enhance mutual understanding and em-
pathy among both the group and, later on, the audience.
This works best in situations in which personal experience is shared, for example 
during an exercise in which participants were asked to select a number and explain 
its significance to them. This yielded stories about the Persian calendar and the 
problem of always having to convert important dates into the German date system, 
a Russian swimming pool in a Syrian participant’s hometown where lockers are 
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only numbered in Russian, medical values that dictate a participant’s daily routine 
and a series of unsuccessful attempts to complete year 12 and gain a university 
entrance qualification while fleeing Syria. 
Participants listened to each story with a high degree of interest and asked the 
storyteller empathetic questions. The same was also the case during a number 
of improvisation sessions as well as conversations that sometimes extended into 
breaks in rehearsals.
During the “group barometer” – an exercise during which participants indicated 
their response to a variety of statements by positioning themselves on an imagi-
nary scale – the question of a correlation between responses to the statement “I am 
scared of the future” and the age of the respondent was raised. The statement “I 
feel privileged” led to a discussion about privileges in general, while the statement 
“Given the chance, I would change my past” sparked a debate on the difference 
between difficulties faced in an essentially self-determined life and those encoun-
tered under heteronomous circumstances.
Conversations about the term “heimat”, the feeling of falling between two stools 
and neither belonging to one place nor the other, acculturation and experiences 
with racism arose with no prompting at all.
Some topics are picked up and developed into scenes, while others do not go any 
further than a short group discussion. The common foundation for all these inter-
actions within the B:Club is a significant level of trust among the participants as 
well as between them, my assistant and me. I aim to ensure that communication 
and work processes are highly transparent, thus giving each participant constant 
and total control over which personal information they wish to remain anonymous 
and which can be shared with the group or disclosed to an audience.

One example of the great deal of mutual respect within the group came when a 
participant stopped on the timeline and said she had nearly died at the age of 13. 
A fellow participant asked her the following question: “Would it be OK to ask you 
what happened?” Her response was clear and self-assured: “No, I don’t want to go 
into any details.” So we simply left it at that.

Empowerment, Staging, Audience
Every story and every experience is worthy of being recounted. This became 

clear as early as the first round of personal stories told by the group, even though 
they were told as part of a game with no intention of telling the stories in public. By 
the time the next round of stories was told a few weeks later, it was already clear 
that we wanted to use them as material for a scene. It was up to each participant 
to decide whether or not they wanted to tell their own story on stage, in the end, 
they all decided they did.
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Once stories have been selected for presentation on stage, it is a question of 

making them repeatable without losing the immediacy of the first, spontaneous 
time they were told. 

Everyone and everything can be part of a performative situation, from the per-
former and the audience to sheer coincidence. The participants experience this 
time and time again during rehearsals. Many exercises and improvisation sessions 
see them grouped into performers and members of the audience, with each group 
encouraged to give feedback from their perspective. 

It quickly becomes clear how much perception and interpretation occurs in the 
minds of the audience alone. There have also been instances in which somebody 
with no active, performative role in the scene – for example, the person respon-
sible for calling out where the group is on the timeline – is perceived as part of 
the performance.
It is against this backdrop that interest in including some form of audience partici-
pation was voiced at a relatively early stage, as was the idea of grouping audience 
members according to their responses to a variety of questions and creating a set 
of audience statistics similar to those compiled for the members of the B:Club.
The statistics scene also sees the performers initiate a subtle yet clear form of 
indirect audience participation. Standing in a row facing the audience, they make 
statements such as “Three of us have cheated on a partner” or “One of us would 
spend €1,000 on cosmetic surgery.” This plays with the topic of voyeurism and the 
attribution of superficial characteristics by the audience, which was discussed with 
the performers during rehearsals in order to ensure that they are fully aware of the 
nature of their role in the scene.

Other examples of citizenship education that can be explored in a participative 
project of this type include knowledge of theatrical effects, tools and methods as 
well as the confidence to stand in front of an audience displaying one’s own body 
and telling one’s own story.

The Role of the Director
The basic premise that a performative club, such as our B:Club, focuses on a 

particular topic, piece of source material or form and is guided by a set of care-
fully selected questions that each leads to a process of research and learning is 
dependent on an environment in which we all – participants and team alike – 
contribute on equal terms. In my role as a director, I am always delighted to take 
on board suggestions and content offered by performers and integrate it into the 
rehearsal process.

Bürger Bühne Dresden



38
Theatre and Pedagogy 13.

The extent to which this works varies from group to group. In the case of B:-
Club Zahlendreher, I have received and continue to receive a comparatively large 
amount of input and ideas from our participants. One particularly special moment 
for me as a director came during a period when we could only meet online. The 
group suggested that an intensive day of rehearsals we had planned well in ad-
vance should not be cancelled or held on Zoom, but instead replaced with a themed 
treasure hunt through the city. Planning and implementation were the joint respon-
sibility of the whole group, and the hunt ended with everyone meeting for a bonfire 
in my garden. This shows just how fluid the dividing line between professional and 
private contact between me and the participants is. 

On the other hand, it is me who sets the main topic for the club and holds re-
sponsibility for the planning and delivery of rehearsals. The fact that I select our 
exercises and questions also gives me a certain level of control over the direction 
the process takes.

The emphasis shifts once production is under way. During this phase, I see it as 
my responsibility in my capacity as a director and theatre professional to ensure 
that the selection and use of artistic means to shape, condense and lend focus 
to the content generated is conscious and transparent. Among other benefits, 
this approach gives performers insights into not only the staging of performative 
and/or theatrical content, but also the effects that can be achieved. As such, I 
essentially see myself as a guide who provides the instructions that steer the 
production process. The same also applies in the case of scene selection and the 
definition of a narrative thread.

Evaluation 
There is no doubt that aspects of citizenship education such as participation, 

taking new perspectives, empowerment and the enhancement of empathy are a 
features of performative projects such as Zahlendreher. Yet is it possible to meas-
ure the changes that occur? Participants already bring a wealth of experience and 
expertise with them due to the diversity of the life circumstances that shape and 
influence them. As such, it is very difficult to measure fundamental changes that 
are definitively attributable to their work within the context of the club. It would 
probably require the regular monitoring and assessment of participants both well 
in advance and after the end of the project, ideally by external assessors who are 
not involved in the rehearsal process. This was unfeasible for us.
Over the course of the B:Club we have tried out a number of playful, unscientific 
methods of evaluation and measurement.
When participants check in and out of each rehearsal, they are asked to use a 
pipette to contribute to a “mood barometer” consisting of a large water glass into 
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which each participant drips three drops of ink (blue for negative, red for positive 
and a mix of both colours for somewhere in between). To varying degrees, the 
check-in and check-out glasses for each rehearsal have all indicated a shift to-
wards the red end of the spectrum between the start and the end of the session.

A number of the exercises and games we have used to date are based on partici-
pants responding to specific statements on a scale of 0 to 10. We nevertheless tend 
to employ them as a way of initiating the discussion of a particular topic or question 
rather than as a method of quantitative or qualitative measurement. One such ex-
ercise has been adapted to create a scene in which audience members are asked to 
respond to questions such as “Are feelings and states of mind measurable?”

Process Analysis as an Instrument of Evaluation for Community-Based Theatre
Our research within the context of the Erasmus project focuses on process anal-

ysis, which is an evaluation method based on the observation and description of 
work processes. This includes the keeping of a detailed rehearsal diary. 
Above all, I am keen to work in the same way as always and not allow group-spe-
cific questions and issues to change my modus operandi. My previous productions 
have always adopted a process that emphasises the observation and development 
of ideas and stimuli that come from participants themselves, but in the case of 
B:Club Zahlendreher, the keeping of a diary has lent my observations greater de-
tail and structure. Above all, it raises my awareness of all the little incidents and 
conversations that are not directly linked to the production process and enhances 
my ability to not only memorise specific situations, but also retrieve them weeks or 
even months later.

Conclusion
The results of the aforementioned process analysis showed pilot project B:Club 

Zahlendreher to exhibit various aspects of citizenship education. The measurement 
of those aspects, in a way that facilitates quantitative comparisons between these 
various aspects, nevertheless proved to be extremely difficult. 

B:Club Zahlendreher is still in production at the time of writing, yet it is already 
clear to see that the work we engaged in with the group has been and continues 
to be special. The participants are extremely thoughtful, responsible and exhibit a 
high degree of trust and reliability in not only their interaction with one another, but 
also their perception of and participation in the production process and the final 
result thereof. Although this is not unusual in the case of productions of this type, 
this group is particularly striking in this regard.
There are several potential reasons for this behaviour of the participants. The rel-
atively small size of the group has undoubtedly had a positive effect, while, on the 
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other hand, COVID-related circumstances have hampered out work, but may have 
hampered our work on the one hand, but may have fostered a greater sense of 
unity and responsibility on the other. The third possibility is that my increased level 
of attention to the group and its individual members as a result of enhanced obser-
vation and reflection in connection with process analysis has had a tangible effect.

There is still another month of rehearsals, dress rehearsals and performances to 
go, and during that time the group and I will continue to gain a wealth of experi-
ence in terms of both theatre and citizenship education. 
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fit for the task, and who had the ability to cooperate with others in a positive way. 
We ended up with this group of storytellers: 
Jan-Kåre Breivik - age 59, anthropologist working at the university of Bodø
Sunniva Lislerud - age 18, high school student 
Vegard Sandnes Larsen - age 43, disabled due to multiple sclerosis
Siri Ansok - age 43, unemployed
Luca Fossen - age 20, student
Inger Christine Årstad - age 53, leader of a national culture-organisation
Klaus Jørgensen - age 46, classical pianist
Johanne Magnus - Age 37, writer

This turned out to be a very good, supportive group who had experienced the 
pandemic in very different ways. We tried hard to find some storytellers with a 
minority background, but this time, we did not manage to find anybody who had 
time to be part of the project. 

The Process:
The group met weekly during January 2022, and twice a week in February and 

March. We also had some weekend rehearsals. We had 24 physical storytelling 
workshops/rehearsals all together. In addition to this, we had several zoom meet-
ings, and the director had individual zoom meetings interviewing the storytellers 
one by one. All workshops and meetings were recorded, and the highlights were 
transcribed to make the outline of a script. 

The artistic team visited all the storytellers via zoom, to get an idea of the dif-
ferent homes and to get to know the storytellers better. They also took part in the 
physical rehearsals and met frequently to discuss the artistic concept, possibili-
ties, and challenges. The director and producer had weekly meetings as well. They 
planned the workshops in detail, communicated with the storytellers, and made 
sure we had rehearsal space, materials, coffee/tea, etc. 

Due to the COVID-19 pandemic, some of the rehearsals were cancelled, and 
the premiere of the performance was postponed by two working days. As a result 
of COVID-19, we hardly ever managed to gather the whole group, as one or two 
people usually were ill during the rehearsal period. Luckily, everybody recovered 
in the end, and we managed to perform 6 evenings as planned.

Bergen Borgerscene does not have a venue of its own, and especially during to 
the COVID-19 pandemic, this became a challenge. The National Stage lost their 
rehearsal rooms due to renovation, and we had to rent a variety of locations in Ber-
gen for rehearsal purposes. We realised that the need for proper rehearsal rooms 
is important to create a safe environment for storytelling workshops. 





















































80
Theatre and Pedagogy 13.

Phase Four – Dress Rehearsal, Performances, Reflections
A new, semi-fictional story was born out of the collected and improvised stories, 

which was everyone's, and not one's personal story.20 It was built on what the 
members of the target group provided, but tried to become something communal. 
We told this shared story in the theater. The first-person monologues of the play-
ers were then built upon and complemented by this place.

The most important feature of the theatrical language and aesthetics of the per-
formance was its personal nature on the one hand, the polyphony in the sense that 
the final text consisted of sentences of different style, quality, content, and tone. 
The group obviously does not represent Hungarian teachers in general, yet they 
serve as a sample of what they are talking about, as they come from many different 
types of institutions and backgrounds. What they say is not of local interest or local 
value, but cannot be extended to the whole country, yet, they are experts in this 
field, and their profession and their lives make them authentic. Well-known motifs 
also emerged in the performance, such as famous cases, familiar characteristics. 
In any case, everything that came into being became inter- and hypermedial in the 
sense that the participants incorporated their cultural medium into the fabric of the 
play. Of course, a kind of fragmentation or mosaic nature remained and the perfor-
mance did not become unified in style, but eclectic (choir was included in it just like 
monologue, dialogue between actors just like dynamic, symbolic action).

The main rehearsal phase lasted for four days, more precisely, the texts and ac-
tions were finalized in the afternoons and evenings of four consecutive days. That’s 
how we got to the evening of February 5th, when we held the premiere of the 
performance in front of 40 spectators in the studio room of Káva. The first two per-
formances took place in this space, the next two in the big hall of the MU Theater in 
Budapest, in front of 70 spectators. On the go, the interest in the performance be-
came perceptible (tickets were sold out a few days), so after consulting the group, 
we added two more performance dates and raised the number of spectators to 90.   

The afternoon after the first performance, before the rehearsal, we sat down to 
discuss the reactions we had received from the audience. We analyzed the experi-
ence, talked about everything we had experienced, and recalled what the audience 
had said about the performance.
“He (viz. a spectator) is not so fascinated by this whole world… the situations he 
brings are wildly good (a reference to the silent character of the Student, unnoticed 
by the teachers in the play), how much he lurks at their every moment, how he gets 

20	 Personal stories told directly can even be dangerous to the “informant”, so we’ve removed the texts a 
bit from reality; we had to make sure that no one was put in an awkward position because of his artistic 
work here. On the other hand, the players were confronted with the fact that putting their personal stories 
in a new frame, letting others tell them and act them out might mean something very different to the view-
ers than the original idea, intention.
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Artistic Citizenship Education through Community Theatre Practice 

A) Many of the collected games and exercises are already on the repertoire of the 
partners and used to evaluate individual sessions at the end of group meetings.

1.	 Catching the moment. At the end of a session, participants chose a place where 
something important happened to them today. They stand at the point and tell 
the group their memorable moment. As a variation, facilitators may also ask to 
take the pose what they were doing in that moment. Both sharing the moment 
and articulating how they felt can be important for evaluation. 

2.	 Unfinished sentences. As part of a regular check in and out, circle the facilitator 
may start a sentence that deals with an issue that is important to the group. 
(E.g. The best thing happened to me today is…) What is specific in this easy 
form is that it can be flexibly used both at the beginning and at the end of a ses-
sion, so and it helps to make comparisons of the results. It can also be repeated 
throughout many sessions without exhausting the group and generating robust 
comparable qualitative data on the long run.

3.	 Put yourself into the box. A sheet with a rectangle is circulated among partici-
pants who put an ‘X’ representing themselves in relation to the group. Members 
do not need to put their monogram into the rectangle, and sheet only serve as 
a facilitator for discussing group cohesion. This fast exercise can be extend-
ed and repeated at both the beginning and end of more sessions in a row. 
Cross-session comparisons, by asking “how we arrived?”, and “who we left 
behind?” can be also managed in participatory way.

4.	 Oral statistics. This is a simple, joyful exercise which can be good for both en-
ergizing and relaxing purposes. One gives an answer (a word, or a number), 
the others try to figure out what was the questions. It helps to explore group 
dynamic in relation to layers of a discussed issue. However, this cannot be very 
serious. Usually forms a passing part of a more complex task. 

5.	 I learnt nothing today/about (based on AE, p.7). Begin with the whole group 
standing up. The facilitator makes a statement such as “I learnt nothing today” 
and asks participants to sit down if they agree with it. Those standing can then 
be counted and asked to elaborate on their learnings. As a variation, not only 
facilitators may recall the main concept of the day (about participation, arts, 
theatre, and politics), but the “sitting” members may decide what was the topic 
of the day and say “I have learnt nothing about…”
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