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ABSTRACT 

Applied theatre has been a feature of the northern Irish cultural landscape since the 

1980s, offering a means for communities to process the issues of the conflict. In the 

latter years of the conflict period, the late 1980s and early 1990s, the applied theatre 

and community arts sector experienced substantial growth, and was widely used to 

foster mutual understanding between the traditional communities through cross-

community projects. A sea change took place in the period from 1994-98. This period 

saw the ceasefires that brought an end to almost all armed actions; the 

commencement of talks aimed at bringing the conflict to a permanent end; the election 

to the UK government of New Labour and their adoption of policies promoting 

community arts as social development; and ultimately the Belfast / Good Friday 

Agreement. These seismic changes in northern Irish society wrought major changes 

in the applied theatre works made with communities. New strands of work sought to 

describe and negotiate the new situation. Single community projects were increasingly 

preferred to the cross-community work of the conflict period. Advocacy projects 

promoting the views and experiences of Protestant / Unionist / Loyalist (PUL) 

communities, and the new communities of migrants become more common. A further 

development was the evolution of processes of theatre that negotiate the legacies of 

the conflict, and the competing readings of traumatic events from the past.  

The research presented here offers a comprehensive survey of applied theatre 

in post-conflict northern Ireland, analyses the major formal and thematic developments 

in the period, and interrogates the politics at work in the structures of their creation. It 

will show that new types of work—among them PUL theatre, theatre with migrants, 

and theatre of the conflict legacy—all present challenges to the practice of the northern 

Irish theatre sector. It will argue that while individual theatre professionals work for the 
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most part with inclusive and democratic practices, much work however rests on 

embedded practices and unproven assumptions, reinforced by problematic structures. 

The funding bodies and policy scaffolding that support the professionals making the 

works are set up in such a way as to support the agendas of a power-sharing 

government which is changeable, unpredictable, and still characterised by sectarian 

divisions. Moreover, the structures in place to subsidise applied theatre and theatre 

with communities still tend to give the lion’s share of the funds to professional theatre 

companies, The particular peculiarities of the northern Irish theatre sector, explored in 

the following pages, mean that the independent professional company is the load 

bearer for the great bulk of theatrical activity in the region, and the research presented 

here draws on my own experience to show how this creates compromises in the ethics 

and aesthetics of the work.  

 In the coming chapters, I will examine how this combination of factors favours 

theatre practices that resemble previous theatre practices. Further, while the themes 

have expanded to accommodate the new situations that exist between and within 

communities, the modes and techniques of creation used by theatre professionals are 

largely unchanged. The modes of authorship, aesthetic forms, and structures of 

production of twentieth century theatre still largely govern the work that takes place.  

The research examines how these practices evolved, and interrogates them 

using multidisciplinary conceptual frameworks, to consider how the works enable, or 

disempower, the participant. It challenges the claims to democratic participation by 

professional theatre companies who do not engage the participant in processes of 

authorship. It explores what alternative modes of authorship are available, and how 

new forms that are participant-led, ethical, plural, and innovative might be developed 

that serve the needs of northern Irish applied theatre in the twenty-first century. 



10 
 

 

1. INTRODUCTION 

When the Norwegian Nobel Committee awarded the 1998 Peace Prize to northern 

Irish politicians John Hume and David Trimble in Oslo on October 16th of that year, it 

constituted official international recognition that the armed conflict which began some 

thirty years before had reached its endgame. The committee expressed the hope that 

the process of détente that had evolved in the mid to late 1990s would not only “lead 

to lasting peace in Northern Ireland, but also serve to inspire peaceful solutions to 

other religious, ethnic and national conflicts around the world” (Nobel Media AB, 2021).  

Throughout the conflict, the thorny and often conflicting issues of rights, identity 

and aspiration between the main traditions in northern Ireland were explored in works 

of theatre developed with communities by theatre professionals. This applied theatre 

sought to support these communities in telling their stories, and to bring them into 

dialogic contact with one another for the purpose of reconciliation. In the period after 

1998, the nature of this applied theatre with communities, like all else in northern Irish 

society, changed fundamentally. In response to the new political dispensation, and to 

demographic changes in the region, its themes and productions diversified. 

Importantly though, many of the processes in use remained unchanged. It is these 

applied theatre productions, the ways in which they have been authored, and the 

structures that surround them that the current research examines. 

Many of the leading companies in the northern Irish professional theatre sector 

have delivered this type of theatre work, using a range of different designations: 

participation or participatory theatre (The MAC Belfast, 2021), outreach (Tinderbox 

Theatre Company, 2017), creative learning (Lyric Theatre, 2021), theatre for social 
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change (Sole Purpose Productions, 2021), or in some cases, a combination of these 

terms (Kabosh, 2021). Some of these projects and productions have been the subject 

of political debate and academic study with regard to their value and function in the 

particular context of the northern Irish ethno-political conflict, as detailed below 

(section 1.1.2). The majority have gone largely unremarked upon. For the most part 

the works have not been comprehensively examined with regard to the structures and 

methods used in their creation. This shows the need for in-depth study of the 

authorship of these theatre works, a need this thesis hopes to serve. 

This thesis sets out to achieve a number of objectives. Firstly, it aims to restore 

to the historical record a substantial number of the applied theatre projects of the 

period. The professional productions of what Helen Nicholson calls “mainstream 

theatre” (2005, p2.) produce not only substantial ephemera related to the marketing of 

plays, but often (and indeed, increasingly as a matter of course) published playscripts. 

This paper trail, in turn, facilitates the work of academics, journalists, theatre 

historians, and commentators on theatre, who rely on these sources and on the 

availability of published playscripts to analyse and comment on productions that have 

taken place. Self-evidently, theatre performance is evanescent and impermanent, and 

the existence of the published playscript makes for an indispensable resource in 

theatre analysis. Performance videos are often available, though they are of variable 

quality. The leading theatres in the UK and Ireland, such as the Abbey Theatre or 

Royal Shakespeare Company are able to create performance films of high production 

values. Small independent theatre companies and community theatre makers on the 

whole do not, and where such videos exist, they form more of an evidential record of 

the event, rather than an experiential and affective artefact. Thus the professional 
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productions of the mainstream theatre become the materiae actorum, and the works 

of applied and community theatre are effaced from the historical record. 

Academics have noted regretfully this failure of the theatre sector to record their 

applied and community works in the way they do with their mainstream productions 

(Kelly, 1984; Jeffers, 2010; Hughes, 2016; Polonyi, 2021). Lionel Pilkington argues 

explicitly for the creation of new historiographic approaches in relation to the politics 

of northern Irish history (1998, p.14). Eugene Van Erven (2015, p.409) describes a 

culture where high-profile theatre makers and artists gain positive responses for work 

in communities, though this work has an unacknowledged relation to the less-lauded 

and lower-profile work of artists in communities generally. While this can be regarded 

as a bias in the culture, it also makes the case for community theatre artists to 

document, historicise and market their own work: “These developments also challenge 

the less visible projects and their authors to frame themselves differently and 

communicate what they are more effectively, particularly if they want to reach out to 

the broader world beyond the immediate context in which they operate.” This, he 

argues, sits at the centre of the discourse around the function and place of applied 

theatre: it is essential if the work is to have an effect on ‘the national conversation’ and 

to avoid the possibility of exclusion of marginalised groups. 

Section 3.3.2 below, and particularly the trawl of extant and historic websites of 

professional theatre companies in northern Ireland, demonstrates the extent to which 

these companies give preference to their mainstream, main-house productions at the 

cost of their applied projects. Therefore, the first task of this research is to recover for 

the historical record as many of the applied theatre projects as it can, creating a 

record—incomplete and partial though it may be—of the works that took place. Paul 

Goodman (1960, p.120) notes the duty of history is “...to rescue from oblivion the lost 
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causes of the past.” It is this task which in part motivates the collection of this history 

of northern Irish applied theatre. The compilation of this history is the initial task of the 

research. 

The second task of the research is to answer key questions about these works, 

filling gaps in the record regarding the ways in which they were made, and the relation 

the works have to the communities involved in their making. Having identified what 

works took place, it seeks in the first instance to determine how those works were 

authored. As will be shown, the manner of that creation will to a large extent determine 

how the productions represent those communities and participants involved in them.  

This then points to the third intention of the research – namely to ask how the modes 

of authorship gave agency to the participants, and how this has enabled or inhibited 

advocacy among those participants.  

Finally the research will interrogate the politics of these modes of creation. It is 

clear that many applied theatre projects have the intention of empowering and 

enabling participants, and make claim to democratic processes in order to achieve 

this. However, this is an assertion that does not always stand up to close scrutiny, as 

the research will show. The later chapters of the thesis examine participant agency, 

the politics of participation in applied theatre projects, and how participants are 

enabled or inhibited in acts of advocacy using theatre. 

The research questions therefore can be summarised as follows. Firstly, and 

most obviously, what are the projects that have taken place in the period under 

examination? A cross-section of the projects and the works that took place having 

been identified, the next research question concerns their method of creation: how 

were the projects structured, and the works authored? However, identifying the modes 

of authorship and the methods of creation of the projects engenders a new set of 
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questions, and these form the analytical section of the thesis that follows consideration 

of modes of authorship. This is broadly concerned with the effect of the works: what 

are the implications of these processes for participant agency and community 

advocacy? These questions are concerned with the ways participation by communities 

was productive of a reapportioning of power. As the applied theatres under 

examination are conducted, broadly speaking for the purpose of advocacy, it is clearly 

of central concern whether this was advocacy on behalf of participants, or advocacy 

by participants, on their own behalf: a question of agency. 

Ultimately, this becomes a matter of the politics of the process: how agency is 

apportioned in a given project and how the processes of advocacy function are 

indicative of the political structures inherent in the enactment of the work. Related to 

this are questions around the implications for the applied theatre professional in 

undertaking works in communities, and the implications for communities in 

participating on nominally democratic projects where external pressures can 

compromise agency and advocacy.  

The questions thus identified, and the sequential nature of their ordering 

determines the structure of this research, and the chapters that follow operate with this 

structure. The introductory chapters (1 to 3) address the academic considerations 

contiguous with the research. Chapter 1 offers a general introduction to the history 

and context of the research topic, offering a brief outline of the recent history of the 

region, background on the theatre and community arts sectors, and a potted history of 

applied and community theatre in the years preceding the research period. It also 

includes a detailed consideration of the names in use for the region under examination 

in this research, at section 1.1.6. This is followed in chapter 2 by a review of the 

existing literature on subjects relevant to the research. The literature review begins 
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with an examination of terminologies relating to the research topic, up to this point 

used freely, but subjected to exact definition below (section 2.1). Chapter 3 describes 

the methodologies used to undertake the research, the stages of the research, and 

the processes employed to collate and analyse the data. 

The following section, chapter 4, provides a narrative history of the projects and 

productions that took place between 1998 and 2018, with historiographic context, and 

makes some broad conclusions about the types of works that have been made, and 

the themes and ideas informing them. 

The third part of the thesis (chapters 5 to 7) analyses the modes of authorship, 

with regard to the communal, social, and political implications of the modes of creation. 

This section examines the ways the works were authored; the ways in which agency 

and participation intersect; and the politics and power dynamics of the modes of 

creation. Finally, the conclusion summarizes the key ideas in the thesis, and considers 

how the research might be generative of new modes of working for the applied theatre 

professional. 
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1.1. EVOLUTION OF APPLIED THEATRE IN NORTHERN IRELAND 

 

1.1.1. Introduction 

In the period directly preceding that under examination in the present research, 

(roughly the late 1970s to the late 1990s) community theatre in northern Ireland 

established itself as a viable and important practice within the broad umbrella of 

community arts. This led to increasing subsidy from the British governments, wider 

reach within communities, and the establishment of local community theatre 

companies and a sectoral lead body, the Community Arts Forum. The direction of 

travel for the sector was one of centralising control. From a position where community 

theatre was regarded as a fringe activity, conducted by activists in low-status 

environments, and in receipt of significantly less funding than mainstream theatre 

made by professional companies, these practices came to be identified as having 

potential social benefits. This socially-transformative effect imputed to community 

theatre led to increased support from funders and government, until eventually this 

support was written into government policy, and the practices co-opted by the state as 

a strategy for promoting social cohesion (Matarasso and Chell, 1998; Hamayon-Alfaro, 

2011; Ó hAdhmaill, 2012; Moriarty, 2017). When the peace agreements were framed 

and drafted, this meant a literal inscription into law, and an important role in the post-

conflict settlement, where community development and cultural parity between the two 

main ethno-political communities was a central plank of government policy. 

Finally, these projects became vehicles for government social agendas, funded 

to inscribe a post-conflict narrative of closure, mutual respect, social development, 

market primacy and capitalist consumption as the reward for community participation. 

This chapter sets out to describe the important developments that laid the groundwork 
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for the projects considered in chapter 4, and examine those aspects of the changing 

policy and funding environment that led to the developments described. In order to do 

this, it will describe some of the key events and major developments of the conflict 

period, showing how the roots of community and applied theatre in the region have 

been intertwined with those of the ethno-political violence that was the constant 

backdrop to all northern Irish culture for thirty years. By way of approach to this history, 

a description of a sample Troubles-era applied theatre project will serve as starting 

point. 

 

1.1.2. Community theatre in the conflict period 

In the autumn of 1995, a group of young people from Belfast, capital city of northern 

Ireland, set off by minibus for a cross-community drama project in Dublin, capital of 

the Irish Republic (Anthony Getty, technician, email to researcher, September 2 2020, 

see Appendix 4). The project, organised and facilitated by the Northern Ireland 

Children’s Holiday Scheme (NICHS), was an extension of its work giving children in 

the Irish conflict zone holidays outside their own communities (Dunn, 1995, pp.237- 

240). The organisation had some prior experience in the use of drama as an activity 

among the young people who used the charity’s youth services, from its base on 

Antrim Road in north Belfast. Many of these young people were from the neighbouring, 

but conflicting communities of Longlands and White City, in north Belfast. Those from 

Longlands were all from the Catholic-Nationalist-Republican (CNR) community, those 

from White City exclusively from the Protestant-Unionist-Loyalist (PUL) side. Young 

adults from these estates formed the majority of those involved as participants from 

northern Ireland. (A small number of junior youth leaders and additional young 

participants came from outside Belfast.) The cohort from the south was made up of 
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two groups: young people from the economically deprived area of Finglas in north 

Dublin (whose participation was managed by the local Catholic church, through the 

curate and activist Fr Dennis Collins); and students of St Columba’s College, one of 

Ireland’s most exclusive private schools, affiliated to the establishment Protestant 

Church of Ireland. The project thus had four participant groups of young people: 

northern Protestant working class, northern Catholic working class, southern Catholic 

working class, and southern Protestants from well-off backgrounds. Analysing this 

project exposes twelve discrete sets of inter-group relationships involving four different 

types of cross-community activity:  

• that which spans economic or social class difference;  

• that which works across the divide between the main communities in northern 

Ireland;  

• the north-south cross-border dimension; 

• the Irish-British dimension, where those from the Republic of Ireland and the 

northern CNR cohort identified primarily as Irish, and the northern PUL cohort 

identified as British.  

 

In relation to each other group, each subset of participants was certain to find points 

of difference and points of similarity. These similarities and differences were 

predicated on multiple identifiers, of class, religion, nationality, and community. 

Underpinning these was a unifying feature all participants shared: they were all young 

people in their late teens from the same island.  

Facilitated by theatre professionals working with NICHS, including the present 

researcher, the group of young people gave themselves the name of DubBelU (Dublin 

Belfast United) and devised scenes for a theatre production called A Teenager’s Guide 
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to Reaching 20 (1995). The play was performed in three venues, with one show at St 

Columba’s College, to the student body; one in the parochial hall of the Catholic parish 

of Finglas; and one in the neutral venue of Stranmilis College in Belfast. Whether or 

not this project could be adjudged a success was not ultimately a matter of audience 

response. The work was regarded as being about process; the fact that the project 

took place, and that the young people involved made friendships, was regarded as 

success enough, according to the objectives of the participant organisations, and their 

workers. (The theories and techniques behind cross-community contact projects are 

explored in depth by, among others, Allport, 1954; Pettigrew & Tropp, 2006; Everett, 

2013.) Complex and logistically demanding, the project exemplified the principle of 

cross-community contact as means of conflict transformation taken to its endpoint. 

One could argue that, in terms of its dense layering of issues of identity and the relation 

of the ongoing conflict, that it represents this principle developed ad absurdum. This 

practice of using the arts as a means for breaking down barriers between communities 

had become a core practice in northern Ireland by the later period of the conflict. This 

instrumentalization of theatre with the communities of northern Ireland developed in 

two distinct strands: the dialogic, intercommunal theatre described here predominated 

in the latter half of the conflict known generally as ‘The Troubles’. 

The second strand, theatre made with single communities that served as a 

means of advocacy with those communities is the focus of this research generally, 

and will be explored in detail in chapter 4 below. Why and how this very particular form 

developed requires a brief (and necessarily simplified) account of the historic context 

of the work. A fuller examination of this history is beyond the purview of the current 

research, but can be found in numerous comprehensive studies (for example Kelley, 
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1982; Curtis, 1984; Coogan, 1995; Geraghty, 1998; Mallie and McKittrick, 1996; Mallie 

and McKittrick, 2001).  

The conflict in northern Ireland from the late 1960s on evolved out of the 

movement for civil rights among the CNR community, which had, since the formation 

of Northern Ireland in 1921, been discriminated against by the state in housing, jobs, 

language rights, electoral rights, and other areas of society. Violence against the civil 

rights activists by state actors (police, and paramilitary police known as Special 

Constabulary) and PUL groups resulted first in civil disorder, and then in armed conflict 

(Devlin, 1969, p.92-100). During the ensuing three decades, some 3,532 people lost 

their lives (Sutton, 1994). Simultaneously, sectarian divisions deepened, and the two 

communities became, to a large extent, entrenched in (some might say trapped in) 

their own geographic areas, and their own social, educational and cultural formations. 

The bridging of these divisions through cross-community engagement became a 

foundational practice for those working in conflict resolution. The logic behind their 

processes supposed that exposure to those from the opposing community, allowing 

the establishment of personal relationships with the ‘other’, would lead to a rejection 

of sectarianism. A starting point (and there are many) can be identified during the 

Conservative governments of Margaret Thatcher in the 1980s. As part of its strategy 

of managing the conflict, Thatcher’s government developed a policy of ‘normalisation’, 

a by-product of which was support for schemes to promote inter-community contact. 

This was effectively an extension of the ‘Ulsterisation’ policy of previous British 

governments (McKittrick and McVea, 2001, p.171). This fostering of community 

relations became an effectively permanent feature of the government of northern 

Ireland when in 1987 Tom King, UK Secretary of State for northern Ireland, established 

the CCRU: the Central Community Relations Unit. This created centralisation and a 
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control mechanism for the diverse funds and projects that had previously been in 

existence, and a conduit for government funds to tackle divisions (Dunn, 1995, p.46). 

An initial allocation of £250,000 was set for the development of cross-community 

projects with young people under 19, with a budget of £750,000 for community 

relations work through the Department of Education. The schools’ curriculum was 

modified to include mandated Education for Mutual Understanding classes. The 

success of this scheme led to the provision of £2m and the establishment of the 

Community Relations Council (CRC) in 1990 (Dunn, p.46.) Further development of 

local community relations work was made possible by the provision of funds to all local 

councils in northern Ireland for the provision of a dedicated local community relations 

staff, and for projects in local communities, and by 1993 all councils had established 

active local good relations teams. The release of multiple streams of funding, through 

councils, the CRC and investment from other sources created a marked growth in 

community and applied theatre in northern Ireland. It made projects such as DubBelU 

possible, and enabled young people such as those described above, to participate in 

plays such as A Teenager’s Guide to Reaching 20. It brought communities into contact 

with one another and set the stage for the productions that will be examined here.  

 

1.1.3. The 1960s 

Féilim Ó hAdhmaill (2012) notes that community development in northern Ireland has 

been influenced by that of Great Britain; likewise, theatre with northern Irish 

communities can be regarded as having a shared genealogy with the community arts 

sector in Britain. This is often described as the development of arts as a social 

movement, in conjunction with, or complementary to the social justice and alternative 



22 
 

culture movements of the late 1960s (Kelly, 1984; Kershaw, 1991; Jeffers, 2017). 

Owen Kelly describes the growth of community arts through a connection made in the 

1960s between the arts sector and radical political movements, including 

“underground press, organised squatting, free festivals, the yippies and the Black 

Panthers” (Kelly, 1984, p.1). Alison Jeffers dates the development of the community 

arts sector to the late 1960s, with the caveat that the dating of movements is always 

provisional, and the observation that the sector only became more fully established in 

the 1970s (2017, p.39).  

However the community sector in northern Ireland was different in nature. While 

the same connection exists between community arts and the activist politics that 

existed in mainland UK, the social and political context of northern Ireland refracted 

this into something entirely specific to the northern Irish situation. Where in Britain, the 

community arts movement offered challenges to the state, tackling issues of social 

justice, in northern Ireland the sector was from the outset confronting a situation of 

ethno-religious sectarianism, and inter-communal violence.  Owen Kelly notes that in 

Britain, the movement ultimately strayed from its original politicised goals to some 

degree (1984, p.2). The same cannot be said of northern Ireland. It is beyond the 

scope of the current study to explore the evolution of activist arts in the early period of 

the Irish conflict, but it safe to say that in the context of the conflict, community arts 

were largely an adjunct of, or response to the politics of the moment. It is arguable 

therefore that in loci of conflict, there is a greater emphasis on the activist aspects of 

grass-roots arts activities, and that this connection between the artist and the politics 

of the situation gives the work an explicitly political character. 
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1.1.4. The 1970s 

It is noteworthy that contemporaneous accounts from activists involved in early-conflict 

protest movements in the late 1960s and early 1970s refer often to the primary 

importance of propagandist forms, particularly pirate radio (Devlin, 1969; McCann, 

1974; Morrison, interview with researcher, 25 January 2019, see Appendix 4). 

Community theatre was thus a later development than in Britain, and when it evolved 

as an important form, its purpose as art was often secondary to its purpose as activism, 

or propaganda.  

Early northern Irish community theatre mined the specific experiences of 

Nationalist communities for the purpose of drama. From the partition of Ireland in 1921, 

there had been no formal state support of theatre in the northern administration, and 

the larger and more successful companies were Unionist-controlled (Pilkington, 2001, 

p.166). This ensured that, as with all the major institutions of the northern state, theatre 

was controlled by the dominant community, and served the predominantly Protestant 

middle and upper classes, a situation that prevailed until the founding of the Lyric 

Players in 1951 and the establishment of the Lyric Players Theatre in 1968 (Lyric 

Theatre, ca. 2020). At around the same time the civil rights movement and radical 

social activism emerged, and armed conflict broke out (Melaugh / CAIN, ca. 2020) 

With the death toll mounting year on year into the early 1970s, it became clear the 

conflict was not going to be resolved in short order. As the Republican movement 

bedded in for the long haul of a conflict would ultimately last decades, the need for a 

widespread community-based Nationalist cultural struggle was recognised. The 

development of expressions of Nationalist culture in music, graphic design and poster 

art, journalism, poetry, and drama was the result. Thus many of the early productions 

of the community theatre movement in northern Ireland were explicitly Nationalist / 
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Republican, and were identifiably connected with that community, and with the 

Nationalist struggle.  

Notable examples are the Ballymurphy People’s Theatre founded by Father 

Des Wilson, in 1973 (De Baróid, 2000, p.152), the associated Belfast Community 

Theatre which operated from 1983 to 1990 (McDonnell, 2005, p.25-54; 2008, p.5) and 

Turf Lodge Fellowship Community Theatre, which Martin Lynch set up in 1976 (Harte, 

2018, p.124). Wilson’s project was initially established as a community support project 

at a time when the Ballymurphy estate in west Belfast had been the site of bitter battles 

with the British Army and state forces. Bill McDonnell describes Wilson as having 

“decided to place himself at the disposal of a people fighting what he saw as a 

revolution against an oppressive state” (McDonnell, 2008, p.26). Lynch had been a 

member of the Official IRA (Lynch, interview with researcher, 26 February 2019, see 

Appendix 4) and an activist in the movement’s Republican Clubs. His first play, We 

Want Work, We Want Bread (1977) took for its subject the Belfast Outdoor Relief 

Strike of 1932 (Harte, 2018, p.124) a subject to which he would return in 2016 with 

1932: The People of Gallagher Street, documented below (chapter 4, section 4.2.3). 

 

1.1.5. The 1980s 

Lynch is a central figure in the growth and development of the sector in Belfast. By the 

mid-80s he was already successfully blending the roles of professional writer for the 

stage, political activist, and community arts worker. Despite the somewhat later 

development of the community theatre movement in northern Ireland, there is a 

traceable line of descent from the activities in British community theatre and the growth 

of the practice in northern Ireland.  
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The turning point for northern Irish community theatre can be said to be The 

Stone Chair (1989), a project conceived by Lynch along the lines of Ann Jellicoe’s 

Colway Trust projects (Jellicoe, 1987). Lynch himself identifies the moment of 

inspiration: 

I'm in a bookshop and I'm reading the woman the Dorset, the 

playwright who lives in Dorset… Ann Jellicoe. So I kind of visited 

Gardeners back and forward to I eventually finished...the book and I 

had no money at the time and, you know, couldn't buy, couldn't buy 

books.  So kind of read a lot of Ann Jellicoe  and I saw that she was 

hiring a professional writer and a professional director to work with 

community groups and I thought, ah right, right, and I also saw in that 

book the term ‘community theatre’ and I thought, oh fuck, that must be 

what we do. (Lynch, interview with researcher, 26 February 2019, see 

Appendix 4.) 

His discovery of Jellicoe can be fairly described as a watershed, both for Lynch and 

the sector in northern Ireland. Tom Maguire describes the Stone Chair project in some 

detail. Lynch developed the work with the community, through workshops, research, 

and interviews. Outlining the process of authorship, Maguire writes of “reminiscences 

collected from over fifty local interviewees… These were to provide the raw material 

from which Lynch would script the final piece” (Maguire, 2006, p.124). It was a process 

where Lynch “would try to give voice to a community” (ibid.). This ventriloquial 

expression highlights a key feature of Lynch’s work on behalf of the community. The 

Stone Chair was performed in the Grand Opera House, perhaps the most ornate and 

formal of Belfast’s theatres, and was accounted a success. It has been described as 

northern Ireland’s “first ever large scale community play” (Floyd et al., 2011, p.14).  
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Thus the model was set in place that was to be replicated across the community 

theatre projects generated by Lynch over the coming years, many of which feature in 

the following chapters: workshops with local people, engagement with participants 

enabling the identification of themes, research, and interviews to unearth narrative. 

Then Lynch would take the material thus generated and fashion it into a script from 

which the play would be produced. The success of this model led to an increase in the 

quantity of community theatre productions work and a growth of the sector. Floyd et 

al. describe the impact: 

By the early 1990s community theatre was finding a foothold in 

Northern Ireland. Groups such as the Playhouse in Derry, Ballybeen 

community theatre group in east Belfast and Tongue ‘n Cheek 

community theatre group in Ardoyne had developed following the 

success of The Stone Chair. (2011, p.14). 

In 1994 the formation of the Community Arts Forum (CAF) by Lynch, Sandy 

Hutchinson, David Boyd and others, created a new impetus for the sector. This 

organisation was conceived as a lead-body for the community arts sector, enabling 

networking among communities, undertaking lobbying and advocacy, and offering a 

range of support services to artists and communities. It acted as a point of coming 

together for the now numerous community theatre companies, facilitating the 

collaboration that characterised the work in the late conflict and post-conflict periods 

(Ibid., p.15). Many of those involved in the community arts of the period, came from a 

from a left-wing or explicitly socialist perspective, including Marie Jones (Taylor, 2001), 

Dave and Marilyn Hyndman (Moriarty, 2017, p.119), Martin Lynch (Lynch, interview 

with researcher, 26 February 2019, see Appendix 4), and Jo Egan (email to 

researcher, see Appendix 4). Thus the work of the community artists that emerged in 



27 
 

the orbit of CAF was left-leaning in the broadest sense, and markedly different to that 

of the west Belfast Republican community theatre that preceded it. This difference was 

manifest not just in the intention of the works of the new community arts sector, but 

also in its structures and in its content. Where Republicanism regarded the artistic 

outputs of the revolutionary movement as a corollary aspect of the political and military 

struggle, and therefore subordinate to it, for the emergent community arts movement 

centred around CAF, artistic projects were seen as valid per se (Moriarty, 2017, 

pp.119-121). 

It can also be argued that the use of drama and theatre arts in the Republican 

movement lacked a coherent plan, evidenced by the descriptions of chance meetings 

and one-off conversations that provoked the initiation of each individual project 

(McDonnell, 2008). For Lynch and CAF, there was a clear intention to develop a 

community arts sector, a networked and proactive collective of artists and makers 

whose aim was to develop and promote not just the individual projects on which they 

were working, but the finance and societal support needed to spread the practices 

(Lynch, 2004). Much of what had existed in the northern Irish community theatre sector 

in the 1980s and early 1990s was a patchwork of individual projects. The formation of 

the CAF changed this in a number of ways. The increase in the profile of community 

arts practices that CAF generated enabled a growth in the number of projects, and 

generated increased financial support.  This is in evidence in the number of groups 

and projects that tended to come into existence on the back of other projects (Floyd 

et al., 2011). It can also be shown that this proliferation was to a large extent 

dependent on the availability of fellow members of CAF to work on projects. This is 

evident on the pages of the CAN / Wee CAN (CAF, 2003a; 2003b; 2004a; 2004b), the 
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news magazine of CAF, where notices regularly appear featuring individuals and 

groups offering services, or seeking the services of others on their community projects.  

These new projects were driven by a desire not to promote a revolutionary 

agenda, or document the oppressions of the state, as had been the case with the early 

Republican community theatre projects, but by a communitarian belief in the essential 

unity of the working class, and thus were driven by a desire to heal the sectarian rifts 

infesting the society. They were dialogic in nature, encouraging participation of 

members from both communities, and had an integrationist message for the most part. 

In this, they sit neatly within a landscape of activities promoting community cohesion, 

combatting sectarianism and enabling dialogue, driven by central government from 

the formation of the Central Community Relations Unit (CCRU) in 1987. The 

Community Relations Council (CRC) report into the history of community relations 

work from the formation of the CCRU describes an array of project types undertaken: 

…drama and a range of social and life skills programs for women’s 

groups and adults… school-based history, religious, and cultural 

awareness projects… conferences, debates, and exchanges on 

common economic, social, and cultural concerns… prayer meetings, 

Bible classes, conferences, and seminars with a religious theme. 

(Hughes and Knox, 1997, p.344) 

However, drama was an important activity in this area. David Grant’s important survey, 

Playing the Wild Card (1993) offers detailed insight into the work that was in progress 

in the mid-1990s, analysing many of the companies in operation and specific projects. 

Writing under commission for the Community Relations Council, it captures the 

moment when the evolving community arts movement was beginning to occupy an 

important place in the thinking of government and funders.  
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By the early 1990s, the conception of community arts as a potential agent of 

social cohesion, and a context for cross-community engagement, had become central 

in applied and community theatre practice, driven by funder agendas. This movement 

of cross-community arts was one facet of a broad governmental policy for combatting 

sectarianism, aimed at generating recognition of the essentially counterproductive 

nature of sectarian conflict and the necessity for dialogue. Ultimately a shift in the 

positions of the key combatant organisations in the northern Irish conflict resulted in 

talks, formal recognition of the rights of the other, ceasefires and agreements.  

While it would be a stretch to suggest that community and applied theatre 

projects had a primary role in this, it is nonetheless true that these arts projects were 

successful in drawing communities together at a time when this coming together was 

being promoted by social policy across the society. Government departments, funders 

of arts projects, local councils, NGOs and international peace organisations were all 

active in supporting cross-community projects (Cochrane and Dunn, 2002; Hamayon-

Alfaro, 2011; Ó hAdhmaill, 2012). The aim, explicitly, was to draw the sectarian poison 

out of the quotidian interactions between people and communities, and enable the 

dialogue that would lead to a cessation of violence. Ultimately, this is exactly what 

happened: in the late 1990s, the main combatants entered peace processes that saw 

a conclusion of the majority of armed actions, the decommissioning of weapons, and 

the de facto end of ‘The Troubles’. Thus the arts projects, as much as the social 

policies, can be regarded as having succeeded.  

The other important development in the period immediately prior to that covered 

by the research is the growth in the region’s professional theatre sector. Many of main 

theatre companies were founded in the decade leading up to the Good Friday 

Agreement: Tinderbox and Replay in 1988; Dubbeljoint in 1991; Prime Cut in 1992 (as 
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Mad Cow); Kabosh in 1994; Sole Purpose and Bruiser in 1997. The growth of the 

professional sector during this period created a ready corpus of theatre professionals 

who would go on to develop work with communities over the following twenty years. 

 

1.1.6. Northern Irish toponymy 

The terminologies in use in the research are discussed in detail in the first part of the 

literature review (2.1., below). However it is important to address a fundamental 

question of terminology at the outset, namely the place where the projects examined 

took place. Place names are vigorously contested in northern Ireland, and have been 

since the partition of Ireland in 1921. All options and variants for the name of the region 

are problematic, and carry within them a sense of implicit bias. The communities and 

individuals who identify as Irish generally find the term ‘Northern Ireland’ to be 

politically loaded, and indicative of an acceptance of British hegemony in Ireland, 

which they likely oppose. Preferred terms for those who find ‘Northern Ireland’ 

objectionable include ‘the Six Counties’ and ‘The North’. Neither of these have any 

legal force, and are in any case objectionable to many of those from the communities 

in northern Ireland that identify as British. Their preferred alternative to ‘Northern 

Ireland’, or ‘NI’, is ‘Ulster’. This has the disadvantage of being inaccurate, given that 

the province of Ulster has a further three counties in addition to those that are legally 

defined as ‘Northern Ireland’. The term has the further disadvantage of association, in 

this context, with the Unionist and Loyalist organisations that have conducted 

campaigns opposed to Irish nationalism.  

The nomenclature preferred here is ‘northern Ireland’. It is used throughout, 

except where ‘Northern Ireland’ appears in the names of organisations. This has a 
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number of advantages. Firstly, it represents a compromise that, it is hoped, will not be 

offensive to either of the traditional communities in the six north-eastern counties of 

Ireland. Secondly, it is topographically accurate for the place in which the bulk of the 

work examined took place. Finally, it acknowledges the cross-border element in some 

applied theatre projects in the period under examination, including a number of those 

discussed in the following pages. Thus, it is more accurate in the context of those 

projects than any of the names in common use for the area of Ireland that is legally 

part of the United Kingdom. As with the other issues raised in this introduction, it is 

hoped that the value of this term will be evident as the projects and practices at issue 

are explored in the coming pages. 

 

1.1.7. About the researcher 

In summing up, and as with established academic practice in relation to these historic 

events, it is fitting that my subjective position as a researcher be considered. My family 

is from the Catholic-Nationalist-Republican (CNR) community, and identifies as Irish, 

and as Roman Catholic. Set against this, however, is the fact that I was brought up in 

the predominantly Protestant-Unionist-Loyalist (PUL) town of Ballymena in County 

Antrim, and had (and continue to have) a majority of friends from the PUL community. 

While many members of my family on both sides have been active in the Irish 

Nationalist and Republican causes, I have always regarded myself as non-nationalist, 

and self-identify as (among other things) internationalist, anti-sectarian, and 

syndicalist. Beyond considerations of heritage and ethno-political positioning, my 

subjective viewpoint on the work that is considered here is influenced and informed by 

my twenty-year career as a professional writer and director. This has included spells 

working on cross-community and single community theatre projects, with both of the 
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native ethno-political groupings, and with migrant communities. Almost all of the 

theatre professionals whose work is considered here are personally known to me, and 

many are close colleagues and friends. Additionally, I have seen many of the 

productions discussed in the following pages. While this is not intended to be a piece 

of autoethnography, nor even to use practice as research in its methodologies, 

inevitably my experience as a practitioner will inform the research and will facilitate 

some judgements that underpin my analysis. It is clear that this will be subjective in 

nature, but that it may have value nonetheless, as an adjunct to the evidential research 

that forms the core of the work. 

By way of precis, my own work as a theatre maker began in 1994 with cross-

community youth theatre in County Antrim, funded first by the local Education and 

Library Board (NEENLB), later by the Co-Op community dividend scheme. The nature 

of this work was essentially intercommunal contact theatre as described above in 

section 1.1.2. I later worked on similar projects for Protestant and Catholic Encounter 

(PACE) and the Northern Ireland Children’s Holiday Scheme (NICHS), with young 

offenders for the Northern Ireland Probation Service, and with other youth theatre 

groups. (One such project is described above, at 1.1.2.) After a number of years 

working in England on applied theatre with various communities, and for professional 

theatres such as Soho Theatre, Ovalhouse, and Disturbance, I returned to northern 

Ireland to run the Connect Programme at Tinderbox, then the leading northern Ireland 

theatre company and at that time the biggest provider of applied theatre in the region.  

It is my hope that this insight will prove a valuable asset in analysing the works of the 

northern Irish applied theatre sector and of the communities that have used theatre to 

advocate for their experiences and values, in the chapters that follow. 
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1.1.8. Summary 

As the twentieth century drew to a close, the ecosystem of community and applied 

theatre was established in northern Ireland. Like the sector in Britain, this newly-

emerging movement had an embedded set of values centred on community 

empowerment, evolving as it had from social activism. In place were the companies 

whose theatre makers would develop the work that is examined in the following pages. 

They were supported by a dynamic and ideologically committed core of theatre 

activists clustered around a very active hub organisation, in CAF. The advent to power 

of New Labour, with a focus on funding community activities for social regeneration 

would provide the financial support necessary for the explosion of work that was to 

come, and the political energy to seal the agreements that would end the thirty-year-

long conflict. 
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2. LITERATURE REVIEW 

There are three substantial bodies of literature that have a direct bearing on the 

research undertaken here, and these are grouped in the subsections below. The first 

category contains works that examine the primary themes in the research, namely 

applied theatre, theatre with communities, and subjects that touch upon consideration 

of these forms. The first section of this literature review, 2.1., describes how the works 

have been used to arrive at definitions of the terminologies in the research topic, and 

address questions that relate to the limits of the research project. The second category 

of literature looks at northern Irish theatre. These works are a mix of texts examining 

theatre companies, recurring themes, individual works, and individual practitioners, 

and comprise the second section, 2.2., below. The final category of works examined 

here looks at key concepts used in the research to analyse and theorise the works 

that have taken place, with respect to authorship, agency, advocacy, and participation. 

These works are therefore much broader in their themes and concerns. They are 

reviewed in section 2.3. 

 

2.1. TERMINOLOGIES 

The range of designations used by northern Irish theatre companies to describe their 

applied work, shown above, evidences the problematic nature of terminologies in the 

field. While there is broad agreement on what constitute the recognisable features of 

applied theatre, there is no definition which commands universal support. It is often 

described in terms of some of the techniques in use, or by some of the intentions or 

aims, but often with competing or overlapping terminologies. Undoubtedly all the 
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terminologies in the examples above offer shades of meaning, and there are clear 

instances where a given project might fall within one category and not another. 

Community theatre might stand for work made with, by, or for communities. 

Participation, or participatory theatre, is predicated on doing, being active in projects 

and taking part. Outreach suggests a top-down, or centre-outward movement, 

enacting a process of reaching. Theatre in Education is well established in the context 

of formal educational institutions and implies a learning process, and a pedagogic 

intention. Theatre for Social Change states its intention baldly. Many of the projects 

examined in the following pages fall within more than one category of definition. In 

particular, theatre projects that use applied theatre for community advocacy (the 

subject of this research) are likely to reside in the subset where applied theatre and 

community theatre overlap. Van Erven (2015, p.407) sees relations between the older 

British usage ‘community arts’ and the more sweeping American term, ‘engaged arts’. 

Applied theatre and applied drama function as broader catch-all terminologies that 

might, or might not, include some or all of the above. Indeed, the use of words and 

phrases of circumspection and circumscription is a feature of many attempts to define 

the work. A good example is to be found in The Applied Theatre Reader, where Tim 

Prentki and Sheila Preston use qualifiers that serve to make the definitions the writers 

offer up pliant enough to have broad applicability. The work, is ‘often’ of a given type, 

takes place in many sites or ‘any other location’, is ‘usually’ or ‘frequently’ thus, though 

perhaps ‘to different degrees’. Modal verbs abound. The authors avoid any absolute 

terminology that fails to allow for the fluidity of the categories (2009, pp.8-10). Within 

these challenges to terminological certainty, it could be argued that a defining feature 

of applied theatre is its resistance to definition. Indeed, there is a considerable corpus 

of study that makes exactly this point, proposing an instability to the concepts and a 



36 
 

contingency to the practices. This is implicit in Prentki and Preston, where a list of 

practices that are in use is given to demonstrate the range of terminologies: 

…community theatre, community performance, theatre for social 

change, popular theatre, interventionist theatre, drama in education, 

theatre for integrated rural development, participatory performance 

practices, process drama/ theatre, prison theatre, theatre on health/ 

education, theatre for development, theatre for conflict 

resolution/reconciliation, reminiscence theatre and so on. (2009, p.9) 

The concluding ‘and so on’ tells us that there is no outer border to what can be 

considered applied theatre. The writers acknowledge that as a performative activity, 

the context of the practice of theatre is central and that thus any applied aspect 

depends on the place, time, set and setting of its application, implying that this 

conjunction of the substance of the work, with its given context defines its appliedness. 

This is a point echoed in Nicholson when she states that “knowledge in drama is 

embodied, culturally located and socially distributed” (2005, p.39). In the context of the 

current study, however, clarity is needed in relation to what is intended in using this 

and other central concepts.  This can be found in defining applied theatre, not by any 

absolute definition of what it contains or excludes, nor by describing a notional core 

set of practices, but by looking at its purpose and the contexts of its application. 

 

2.1.1. Genetics and inheritances 

What is called applied theatre is arguably an evolution of community activism as well 

as an evolution of theatre practice. Nicholson (2005, p.8) proposes three strands of 

inheritance in the genetics of applied dramatic forms: community drama; alternative or 
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radical theatre; and drama and theatre in education. This positions the work as a 

development of recent forms that have a clear social intention, be that communal 

action, challenges to dominant cultures, or education of the individual or community. 

Nicholson acknowledges that this also reflects a longer historical growth that stretches 

back through theatre history: “Applied drama and applied theatre may be the most 

recent names for community-based, educational and interventionist approaches to 

theatre-making, but it belongs to a much longer tradition of cultural efficacy” (2005, 

p.19). Baz Kershaw identifies the community theatre tradition as an evolution of the 

oppositional culture (or counter culture) from the 1960s on, and focused on effecting 

change in society generally (Kershaw, 1992). Likewise Peter Reynolds, who argues 

that community theatre can be defined as a form that challenges the dominant modes 

of the professional theatre, what he calls ‘illusionism’ (1992, p.89). This conception of 

the forms of theatre made by and with communities supposes it to have an inherent 

potential to drive change. Whether or not this can be achieved in society more widely, 

he claims that community theatre has the power to change theatre itself “back into a 

more genuinely popular and democratic form” (1992, p.91). This points to a significant 

interstice in the definitions, between work that is innovative in form or content, but does 

not challenge dominant cultural narratives, and that which is applied directly to 

address, challenge, or change a given social situation. In examining this difference, 

Prentki and Preston propose three types of relationships between the theatres and the 

participants: theatre made for a specific community or audience; theatre made with a 

community where there is a contribution of material by the participants; and theatre by 

a community which they define as being “community generated” (2009, p.10-11.) 

While community theatre has inevitable overlap with applied theatre, not all community 

theatre is applied. Some community theatre does not innovate. This is likely to be the 
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case with the first category of work identified by Prentki and Preston, above. Some 

innovates by being formally and qualitatively different  from mainstream professional 

theatre, and one can argue, as does Reynolds, that the achievement of this theatre is 

that it offers a corrective to that which is available in the dominant theatre culture, but 

does not seek to change that culture.  

Conversely, it is clear that some community theatre does aim at creating social 

change. Many of the projects described in the coming chapters fit in Prentki and 

Preston’s second category, of theatre made with a community, and this is what is 

implied here when the term ‘community theatre’ is used. Whether the projects in 

question qualify as ‘community generated’ theatre is clearly a matter of modes of 

authorship, and whether or not they can be described as ‘applied theatre’ and serve 

the purpose of advocacy is a question that will be explored in detail in the coming 

chapters. 

 

2.1.2. Form and location 

In assessing the formal qualities of applied theatre, useful analogues can be found in 

the natural sciences. Nicholson notes that in science and mathematics there is a telling 

distinction between work that is ‘applied’ and that which is ‘pure’. Pure mathematics is 

theoretical and abstract, whereas applied maths and applied science are “concerned 

with using theoretical models to solve practical problems” (2005, p.6). She notes that 

this has an implied status differential, with applied sciences regarded as superior and 

of higher status, where the reverse is true in theatre studies and the academy. She 

notes that theatres of social engagement or that feature participation by the public are 

seen as inferior. However, she contends that this is less true than it once was and then 
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points out a number of examples of works that played in elite venues (The Royal Court 

is her example) but which were nonetheless of significant popular impact.  

Nicholson’s identification of this duality in science suggests a similar distinction 

in the plastic arts, where the term ‘applied arts’ refers to art works  (glassmaking for 

example) that have a primary function other than as art works. This offers a useful way 

of viewing applied theatre: as theatre whose function is not primarily as a public 

entertainment. It has the advantage of suggesting an array of practices with any 

number of purposes, united only in the use of theatre as a form. 

Isabelle Stengers’ coinage, ‘an ecology of practices’ (2005, p.186)  likewise 

suggests a diverse collection of activities, and also draws from the natural sciences. It 

is useful here to convey both a sense of the interconnectedness and diversity of the 

practices gathered under the term ‘applied theatre’, and is used to that end by Jenny 

Hughes and Helen Nicholson (2016, p.2). They see this usage as having value as a 

counterweight to the sense of a definitive praxis, and a counterblast to those who 

would impose dominant values and make grandiloquent claims for the work: “…we 

offer a framing of applied theatre as an ecology of practices that make pragmatic, 

imaginative and contingent relations, connections, attachments and belongings” 

(2016, p.5). This is helpful in conveying practices that are responsive to context. 

However, it also implies that only within the context of a given project, with a given 

body of participants and practitioners, can a definition of the nature of the work be 

arrived at with certainty.  

A further significant (though by no means definitive) quality of applied theatre 

practice concerns the loci where the work is sited. Much of the work takes place in 

spaces other than those traditionally designed for public performances and theatre 

presentations. Nicola Shaughnessy sees this tendency for the work to be beyond 
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traditional institutions as an aspect of its applicatory nature and a response to the 

specifics of situation; she identifies applied practices as “ambulant and peripatetic” 

(2012, p.98). Prentki and Preston implicitly convey this sense of challenging our 

established ideas of theatrical space, by referring to applied theatre as “a broad set of 

theatrical practices and creative processes that take participants and audiences 

beyond the scope of conventional, mainstream theatre” (2009, p.9). A strikingly similar 

use of language is on display in Nicholson’s description of the tendency of applied 

drama and applied theatre to use non-traditional spaces: she characterises this aspect 

of the work as  “…forms of dramatic activity that primarily exist outside conventional 

mainstream theatre institutions” (2005, p.2).  

While this tendency is by no means ubiquitous, or even of central importance, 

it is nonetheless a common feature in applied theatre, and serves as an important 

characteristic of much of the work. In this “ambulant and peripatetic” approach its value 

is multifold: it serves as a signifier of the applicatory nature of the work, represents an 

avowal of equity between professional theatre worker and participant, and betokens a 

commitment to the localised experience. Sally Mackey argues that the interaction 

between applied theatre performance and non-traditional space has a powerful 

capacity to effect change. She proposes that applied theatre can ‘overwrite’ space by 

creating a palimpsest, where the layers of meaning are applied over the existing 

meaning of the place: “…quotidian, dull and embedded places might be defamiliarized 

and re-envisioned” (2016, p.107). In weighing the importance of this locative quality in 

arriving at a useable definition of applied theatre, it is worth considering that these 

descriptions emphasise the importance not only of being beyond traditional spaces of 

theatrical presentations, but beyond the institutions. This insistence on moving outside 

the institutions and into communities can be regarded as a function of the intentions 
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that drive the work. In the context of northern Ireland, it will be seen that this 

intentionality can itself be a response to perceived failures of the institutions, or as a 

determination to speak directly to the community. 

 

2.1.3. Functions and intentions 

As noted above, applied theatre can be classified as theatre that has a function other 

than (or in addition to) entertainment. Hughes and Nicholson describe this other 

intention as a focus on generating change: 

Applied theatre emerges as a creative force that responds 

imaginatively to the ways in which the loci of power have become 

diffuse and fragmented in the twenty-first century, and to new 

questions about how increasingly nuanced ideas of authority can be 

harnessed for social change. (2016, p.2) 

The research that follows will find practical value in this definition of applied theatre, 

which I summarise as: a theatre which focuses on change, using ideas of authority as 

the means to drive that change. While the focus on change is intrinsic throughout the 

work, the formulations of authority are given particular attention below in section 5.5.3.  

Philip Taylor, by contrast, sees applied theatre as a much more flexible and 

adaptable form, and posits five uses or functions for it: 

• raising awareness; 

• posing alternatives; 

• healing psychological wounds or barriers; 

• challenging contemporary discourses; 



42 
 

• voicing the views of the silent and marginal. (2003, p. xx-xxvi) 

This typology connotes an approach to theatre that has at its heart an intention to 

apply theatre to specific individual and societal issues. It is thus the address to a 

specific corpus of material of a particular remedial intention. Prentki and Preston 

examine this conjunction of content and the intention to which it is put, as well as 

possible outputs in terms of authorship. They draw out the significance of both the 

source of the material and the purpose of the work, and note that projects can be the 

same in both source and in intention, and yet result in radically different types of 

theatre. The question of material and authorship is thus critical here: the definition of 

applied theatre is contingent on the use of certain material for specific purpose in a 

given context.  

One can therefore arrive at a working definition for the purpose of examining 

certain projects, but this will inevitably be contingent upon the projects, and specific to 

the focus of the research. Here it will offer epistemological stability for examining the 

work that has taken place with communities in the post-conflict period in northern 

Ireland. For this definition, I propose revisiting Hughes and Nicholson’s definition of 

applied theatre and drama as a set of mechanisms that use performance to generate 

change. This emphasis is found in many of the key texts on applied theatre (Prentki 

and Selman, 2000; Taylor, 2003; Nicholson, 2005; Prentki and Preston, 2009; Hughes 

and Nicholson, 2016). Taylor foregrounds change in his definition which centres on 

the applicatory aspects of the applied theatre, where the work is undertaken to 

restorative or remedial purpose on matters of “…public and personal concern” (Taylor, 

2003, p.xx). The emphasis on change takes account of the possibility that this might 

be individual or social. Prentki and Preston suggest that this division of the types of 

projects for change derives from the roots of certain of those practices in the social 
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sciences, specifically psychology and sociology. The implication is that some work 

which has evolved from therapeutic disciplines will be aimed at individual change 

(drama therapy) and other work evolving from sociology and community activism will 

aim to generate broader social change. They acknowledge that there is overlap, but 

that ultimately it is this aim of promoting or provoking change that is fundamental: 

change in society or change in the health and well-being of the individual. This 

reference to the twin beneficiaries, the individual and the community, is present in 

other writers also. Nicholson writes of theatres that “benefit individuals, communities 

and societies” (2005, p.2).  

The tendency of writers to avoid making a distinction between types of beneficiary, 

while helpful in arriving at a general definition of applied theatre work, is not useful in 

the specific context of this research. The applied theatre that hopes to make break-

throughs for individuals is often focused on health and well-being, personal 

transformation, personal problem solving. This is the type of applied theatre discussed 

below (section 4.2.5), and while an important form, it is not the focus of the present 

research. 

Applied theatres that aim for social change, however, can be said to aim at a 

different set of targets. Effecting change in communities or among identity groupings 

necessarily requires an emphasis on challenging more broadly prevalent conditions: 

social, political, and economic formations that cause, foster, or affect the situation to 

which the theatre work is applied with the intention of generating change. While 

projects that seek to create change in social contexts do so in some measure by 

driving change in individual lives, and equally that change effected in the lives of 

individuals can have a broader impact on the societies which are comprised of exactly 

these individuals, this does not preclude the possibility of applied theatre which has 
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the intention of effecting change primarily in one of these areas. The research 

presented here will examine applied theatre projects delivered with the intention of 

promoting, or advocating for social, cultural and systemic changes in relation to the 

communities of northern Ireland, and will explore the history and underpinning ideas 

that are common in this type of work, in the given time frame and in the stated place. 

Works that primarily aim to generate change or enact benefits for the individual 

therefore lie beyond the concerns of this research. Thus the particular meaning of the 

usage ‘applied theatre’ can be defined: it is here intended to refer to theatre practices 

applied with the aim of change in wider society or in social systems. 

 

2.1.4. Professional and participant 

The projects under examination are further defined as being professional projects: that 

is, they are made, managed and in many cases produced by theatre professionals, 

whether as freelance practitioners, or workers for theatre companies. It is worth noting 

here that the vast majority of funding for applied theatre projects as uncovered by the 

research into funders contained in the following pages is directed toward projects that 

happen through the independent professional theatre company. As a result, the 

majority of projects that are considered are productions of the professional theatre 

companies, and the significance of these as structural element in the ecosystem on 

northern Irish theatre is examined below, in section 3.3.2. Outside the range of the 

study lies any work made, performed, and produced entirely by non-professionals 

(however skilled they might be) without professional collaborators. To further 

complicate matters, there are no easily applied criteria for ‘professionalism’ in this 

context. The sector lacks a statutory regulatory body, as with health professions, or 

recognised qualifications, as found in vocational training. As noted below, (section 
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3.3.2) even professional theatre companies registered with Companies’ House are 

identified by a number of different types of core business, depending on their corporate 

priorities. That said, there is a lead body for the sector in northern Ireland, (Theatre 

and Dance NI, 2020) and for the purposes of this study, it has been used to determine 

those companies and practitioners who regard themselves as professional such that 

they register with the sectoral lead body. These are the theatre workers and 

companies whose collaborations with non-professionals are a definitive aspect of the 

theatres under discussion here.  

Therefore, an important qualifier of the work is predicated on who makes these 

theatre projects. The definitions in use here imply that the professional makers of these 

projects work with those who are non-professional. This excludes from consideration 

work made by professionals and featuring exclusively professional production teams 

and casts. There are companies in northern Ireland who create theatre for social 

change, for example. However, despite the intention of generating change, or the 

targeting of particular audiences, this is self-evidently professional theatre. With these 

considerations in view, we can identify the applied theatre under examination here as 

dramatic works that are created by non-professionals in collaboration with theatre 

professionals, with the intention of effecting some kind of social change. 

 

2.1.5. Theatre vs Drama 

At this point, the uses of the term ‘theatre’ and the advantages of the alternative, 

‘drama’, are worth considering. A number of academics have interrogated the values 

inherent in these terms, with ‘theatre’ generally denoting publicly-performed works as 

against ‘drama’ which can also include work that takes place in a closed environment 
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(such as a workshop, classroom or rehearsal room). Taylor settles on these output-

determined definitions, where ‘applied theatre’ results in a presentation of the work. 

This has the advantage of exploiting the etymological values in the word ‘theatre’. 

Nicholson (2005, p.4) explores this distinction, but disagrees that the two can be so 

neatly separated and insists on an overlap, using the term ‘applied drama’ to cover all 

practices. By drawing in arguments around the pervasiveness of drama and the 

dramatic in the broader sense, she makes the case for this catch-all. Contemporary 

academic writing has found a usefulness in examining the dramatic, and performance, 

in fields as diverse as business, industry, politics and sport, among others (see 

McKenzie, 2001). This location of drama and performance in sites of activity that are 

not related to theatrical presentation is problematic in respect of applied theatre for 

advocacy, where the focus on advocacy implies a presentation of some sort, in a 

setting that is (at least minimally) theatrical. The importance of this idea of advocacy 

in these applied theatres can be said to mitigate against the usefulness of ‘drama’ and 

‘performance’ as terminologies for examining the kind of work examined here.  

 

2.1.6. Advocacy and Authorship  

The centrality of this essential sharing with an audience allows for the maintenance of 

the definitive difference between ‘drama’ and the term ‘theatre’ with its implication of 

a formal performance context (whatever that context may be). That being so, I propose 

to use the composite term ’applied theatre for advocacy’ to denote the works under 

examination in this research project: applied works performed publicly for the purpose 

of motivating social change. This choice is clearly predicated by the emphasis on 

advocacy. In etymological terms, advocacy assumes a ‘call to’. The intended sense is 

found colloquially in the notion of a ‘call to arms’ or a ‘call to action’, hence what 
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prepositionally is more succinctly a ‘call for’. The term advocacy has such wide use in 

law, social activism, campaigns, and charity work, that it is only capable of expressing 

a general meaning of ‘speaking or acting on behalf of’. However, a useful definition of 

how that practice of advocacy is enacted in the broader social context is offered in the 

world of social enterprise and campaigning. Margaret Keck and Kathryn Sikkink have 

observed four types of advocacy tactics:  

Our typology of tactics that networks use in their efforts at persuasion, 

socialization, and pressure includes (1) information politics, or the 

ability to quickly and credibly generate politically useable information 

and move it to where it will have the most impact; (2) symbolic politics, 

or the ability to call upon symbols, actions, or stories that make sense 

of a situation for an audience that is frequently far away; (3) leverage 

politics, or the ability to call upon powerful actors to affect a situation 

where weaker members of a network are unlikely to have influence; 

(4) accountability politics, or the effort to hold powerful actors to their 

previously stated policies or principles. (Keck and Sikkink, 1998, p.16, 

italics in original). 

All of these tactics will be seen to underpin the processes of advocacy described in 

the coming chapters. In using applied theatre for social change, participant groups 

might seek to combat prejudice; promote their community, values or beliefs; tell their 

stories; or enact many other types of advocacy. In this type of theatre, these are calls 

to comprehension, to knowledge or to empathy: they use the fundamental dynamic of 

theatre in public performance, that of a shared experience with aesthetic impact. The 

sharing of ideas in an advocacy theatre event is a ‘call for’ engagement with the 

stories, experiences and beliefs of the community who are the producers of the work. 
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I denote two types of advocacy in theatre works, ‘altero-advocacy’ and ‘auto-

advocacy’, to distinguish between works where the acts of advocacy are entirely 

subject to the agency of participant communities, and those where it is undertaken by 

another on their behalf. These coinages serve not only to define the types of advocacy 

taking place, but also to throw emphasis on the authorship of the works, which I 

consider in detail, and argue to be central to the empowerment of the participating 

communities.  

In describing forms of authorship which allow untrammelled capacity for auto-

advocacy by participant communities, I use the term ‘aoristic authorship’: types of 

authorship that are open and without pre- and externally-determined limits. The 

specific qualities of these forms of authorship are examined in detail in Chapter 5. 

The focus on the authorship of these works is a way of examining a number of 

issues; legal, ethical, and epistemological. Of primary importance is the question of 

who owns the work, and this is both a legal and ethical consideration. This in turn 

devolves on the authorship of the work, by legal definition, and thus authorship is 

indicative of agency in the process. The question of who makes decisions about what 

aspects of a community’s face is presented to the public, and to what end, are central. 

Therefore the issue of authorship ties together questions about the decision-making 

processes, and the outputs and outcomes of the work. This research will show that as 

theatre is not merely the performance of a written text but a multi-layered and 

multivalent composite event, and that the term authorship therefore must include all 

those contributions to the creation of that multivalent text. This positions authorship as 

a term that includes many forms and disciplines in performance, and this reading of 

the term ‘authorship’ thus allows for broad application of the term. 
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2.1.7. Audiences 

As will be seen in the following chapters, the works considered here have played to a 

wide variety of audiences, and in a wide range of venues. Many have played in major 

theatres, such as the Grand Opera House, Lyric Theatre and Metropolitan Arts Centre 

(MAC) in Belfast. Others have played in community centres to audiences that are of 

the same community as the theatre makers. Local arts venues have often been a 

preferred option outside the large cities. Clearly the choice of venue and the audience 

to whom the work is played are directly relevant to how the works function as acts of 

advocacy. 

Patterns can be discerned within the works. The early works of the Nationalist 

community were, in Maguire’s term, acts of presenting an “authentic self” for the 

benefit of that community (2000, p.106), and these works were presented in their home 

areas for the most part. There is evidently a very different type of advocacy at work 

when a play such as Binlids (1997, examined below at 4.2.2) plays to audiences in 

New York, as it did in October 1998.  

A very different set of imperatives can be seen in the works from the 2010s 

created by groups within the PUL community, explored in section 4.2.6., below. These 

works often play in large festivals, such as the Belfast Festival at Queen’s (Crimea 

Square, 2013, and More Than a Flag, 2014) and the UK City of Culture festival in 

Derry-Londonderry in 2013 (The Siege Musical). These are clearly productions that 

intend to make presentations of their communities to the wider society, in festive and 

celebratory contexts. 

With the new communities of migrants to northern Ireland, the major works have 

often been presented in formal theatre venues, such as the MAC (One Love: the 
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Musical, 2014), the Waterfront Hall (Chaat Masala – A Bollywood for Belfast, 2007) 

and many of the works by Terra Nova Productions, including the three Arrivals 

productions (2014 – 2017). These are examined at section 4.2.4. 

While there is evidently value in considering these choices of venue, and the 

ways in which different audiences respond to the ideas in applied theatre works, this 

is beyond the scope of the present research. It is sufficient for the present to note that 

these choices are undoubtedly indicative of the intentions of the advocating 

communities, and can be regarded as an important aspect of the self-presentation that 

the community has opted to undertake. 

 

2.2. WORKS ON NORTHERN IRISH THEATRE 

John Whyte has called northern Ireland the most heavily-researched region in the 

world by population (1990, p.248). A review of literature on northern Irish theatre will 

show that there has been substantial interest in the productions of community and 

applied theatre projects in the region. The contribution of the arts sector (and most 

specifically theatre-makers) in interposing a set of culturally-informed values into the 

post-conflict debates has been substantial. Yet while there has been no small amount 

of academic study in the field, these writings tend to focus on a narrow area of northern 

Irish applied theatre, usually in other contexts. There are four broadly defined 

categories for these writings: 

1. wide ranging works on the northern Irish theatre sector in general that survey 

the applied theatre projects within that broad purview (e.g. Maguire, 2006; 

McDonnell, 2008; Byrne, 2001; Harrington and Mitchell, 1999); 
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2. works that touch on the output of northern Irish theatre sector in studies of Irish 

or UK theatre (Pilkington, 2001; Jordan, 2009; Duggan and Ukaegbu, 2013; 

Jeffers and Moriarty, 2017); 

3. book chapters that examine northern Ireland applied theatre within collections 

examining theatre in other countries (Colleran and Spenser, 1998; Boon and 

Plastow, 2004; Martin, 2010) 

4. works, often journal articles, that focus on a single project, a single type of 

practice, a single issue, or a single practitioner (Maguire, 2000; Jennings and 

Grant, 2011; Upton, 2011; Weiglhofer, 2015a); 

This then demonstrates the need for a comprehensive, study of northern Irish applied 

theatre works, and for a study that examines the productions of the northern Ireland 

theatre sector in terms of the role they have played in enabling communities to 

advocate for themselves in the post-conflict settlement. This research proposes to fill 

some of those gaps by presenting an account of many of the works that have taken 

place, offering a longitudinal study of how these have evolved across the twenty years 

after the peace agreements, and describing how these works are located in the 

ecosystem of conflict-legacy practices.  

A review of the available literature in this area must, if it is to serve the research, 

cover three key areas, mapping directly onto the research questions discussed in the 

introduction. The first of these is concerned with texts that document the work that has 

taken place, beginning with works that describe theatre in the period immediately 

preceding the peace settlement, and continuing with works document theatre projects 

that fall within the time frame of the research. These works will augment the data 

discovery processes outlined below (section 3.3.2) and will offer important information 
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on performance texts, their themes, the modes of their creation and the underpinning 

ideas. The other areas subject to literature research are concerned with analysing and 

theorising the works that have taken place. In the second category are works that 

examine the questions around authorship, agency, and advocacy in applied theatre. 

A final category is of works that are of a more general order, useful for considering 

issues around participation, politics, democracy, and the sociology of culture. Some of 

these are from within the field of theatre and performance studies, while several come 

from other disciplines. As a group, they provide important conceptual frameworks and 

serve as a theoretical foundation for examination of processes of creation in applied 

theatre, and the extent to which these have enabled or inhibited advocacy for the 

communities involved. 

 

2.2.1. The background – pre-1998 

As outlined above, many of the projects that were funded during the conflict were 

aimed at facilitating communication and exchange between the two traditional 

communities in northern Ireland. Grant’s volume for the Community Relations Council, 

Playing the Wild Card, cites a number of examples, such as P.A.C.E Youth Drama, 

where the acronym of its title stands for ‘Protestant and Catholic Encounter’ (Grant, 

1993). This cross-community applied theatre was essentially dialogic. While much 

applied theatre during the conflict also took place in single identity groups (such as 

Derry Frontline or Belfast Community Theatre), this was often closer in form to 

Liberation Theatre, with the aim of offering community development to discrete 

communities, or of progressing a political agenda (Baron Cohen, 2001; Maguire, 2006; 

McDonnell, 2008). Many of the projects, while working with devising groups, ultimately 

culminated in scripts written by the theatre worker, director, or facilitator on the project. 
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Examples include the Short Strand community play The Stone Chair (1989), written 

by Martin Lynch, and Inside Out (1988), Derry Frontline’s piece scripted by Dan Baron 

Cohen. 

As well as Grant, and Baron Cohen’s compendium of the Derry Frontline plays 

(2001) a useful snapshot of the applied theatre of the late-conflict period is presented 

in François Matarasso and John Chell’s Vital Signs: Mapping Community Arts in 

Belfast (1998) cited above (section 2.3.2 ). This publication reproduces findings from 

the report commissioned by arts research body Comedia, examining the role and 

function of the community arts in Belfast. In the report, drama activities are listed as 

the most common type of activity, accounting for 40% of respondents. A majority, 62%, 

had visited areas of Belfast that were new to them, the implication being that these 

areas were home to those from the opposing community. The report demonstrates the 

extent to which, during the conflict period, applied theatre projects sought to bring 

people into contact with those from the opposing community, reflecting policies of the 

bodies that funded arts activities in the period.  

Ophelia Byrne, in her survey of twentieth century northern Irish theatre, State 

of Play? (2001) singles out several plays with community elements for examination. 

Published at the turn of the millennium to celebrate a hundred years of plays from 

northern Ireland, Byrne claims to have chosen “works throughout the twentieth century 

which have been of both cultural and theatrical significance to their immediate society 

in Ulster” (2001, p.4). The range of works included then is limited both by the fact of 

having had a professional production and by having ‘significance’. But Byrne also 

points out that this has allowed for inclusion of many types of productions: 

Some of the productions featured here have played to literally tens of 

thousands of people in their first runs alone. Others have played to a 
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few hundred, or less, with a different, but no less extraordinary, impact. 

They have been performed in auditoria and school gymnasia, in towns 

and village halls, in courthouses and music halls, in pubs and churches 

and in traditional theatre spaces large and small. (p.4) 

This range is indicative of the types of audiences who have had the opportunity to see 

the plays, though it does not always mean the range of the plays has been broad. 

Byrne does however acknowledge that perhaps not all voices have been presented 

on northern Irish stages. (p.5) While this is no doubt the case, it is interesting to note 

that in the period immediately prior to the peace settlement, fully half of the plays 

selected by Byrne for inclusion are plays that featured a community element. Of the 

eight plays selected from the period 1994 to 2000, only three were single-author 

works: Marie Jones’ A Night in November (1994), Gary Mitchell’s In a Little World of 

Our Own (1997), and the 1998 revival of Northern Star by Stewart Parker, originally 

staged in 1984. Of the remaining five plays, four featured a community element, either 

in the development of the material for the script (Loved Ones, Damian Gorman, 1995), 

or in co-production with a community theatre company or community group: Binlids, 

(1997), The Mourning Ring (1995), and The Wedding Community Play (1999). The 

remaining play, Convictions (2001), was multi-authored by seven professional 

playwrights. This suggests that whatever the definition of ‘significance’ that Byrne 

uses, the community plays of the period have an importance that is at least as great 

as the works by professional playwrights, presented by professional companies. Byrne 

contends that the plays she has selected “captured the public imagination” (2001, p.5). 

She notes that to avail of historical perspective on the present time is more difficult as 

it is a “time of ‘not peace, not war’ ” (p.5). Notwithstanding this important qualification, 

it is plain to see that in northern Ireland, in the period immediately after the paramilitary 
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ceasefires, community theatre projects had a critical importance, both as theatre, and 

as interventions in the social discourse. It is clear therefore that applied theatre in the 

post-conflict period underwent a change of focus: from projects designed to create 

opportunities for contact between the two main ethno-religious communities, to work 

that advocated for the experiences or told the stories of discrete groups. It is clear also 

that the work came to have a substantial importance in the cultural landscape. 

 

2.2.2. Post-conflict – 1998 on 

Academic writing is a vital source of information for the researcher of northern Irish 

applied  theatre history. As noted at the beginning of this section, these works fall 

broadly into four categories. The first category, books concerned with northern Irish 

theatre generally that contain material about applied theatre projects in the period, 

includes Byrne’s 100-year survey of theatre in the region (2001) mentioned above. It 

is a useful source on the background to the period, and contains some information 

about works that took place after 1998. Two large-scale studies of the theatre of the 

period that likewise straddle the conflict and post-conflict periods are  Maguire’s 

Making Theatre in Northern Ireland: Through and Beyond the Troubles (2006), and 

McDonnell’s Theatres of the Troubles: Theatre, Resistance and Liberation in Ireland 

(2008). As well as a dedicated chapter on community theatre projects (p.118-136) 

Maguire’s book also provides detail on works by community companies such as 

JustUs, major community projects like the The Wedding Community Play, and a 

wealth of contextual information concerning theatre in northern Ireland. McDonnell 

focuses on the political theatre of the northern Irish conflict. It too has a section 

examining community theatre, and while it is explicitly concerned with the use of 

theatre in political struggles, and so tends to focus largely on theatre in the CNR 
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community, it does have a section (p.143-161) on loyalism and theatre, and as with 

Maguire, provides abundant contextual information.  

The John Harrington and Elizabeth Mitchell edited volume Politics and 

Performance in Contemporary Northern Ireland (1999) offers useful consideration of 

several key themes confronting the theatre sector at the point when this study begins. 

A number of the chapters are concerned with theatre performance, though these tend 

to be about professional theatre (the writing of Stewart Parker and David Rudkin, or 

the works of Charabanc Theatre Company). Of greater interest for the present 

research are the chapters that deal with more nebulous themes, such as forgiveness, 

memory, and ethnic identity.  

Three other works include some consideration of northern Irish theatre within a 

study of Irish theatre. Pilkington’s Theatre and the State in Twentieth Century Ireland 

(2001) includes two chapters on northern Irish theatre, the second of which (pp.191-

223) considers the role of theatre in the conflict, while Theatre Stuff (2009) edited by 

Eamonn Jordan includes useful essays by Ashley Taggart and Caoimhe McAvinchey 

on northern Irish theatres of the conflict period. The work of Belfast-based companies 

Kabosh and TheatreofplucK are considered in Siobhan O’Gorman and Charlotte 

McIvor’s Devised performance in Irish theatre (2015). While neither company is a 

dedicated applied theatre company, both have praxis that involves work with 

communities: TheatreofplucK is the region’s only LGBTQ theatre company, and 

Kabosh makes work that uses non-traditional theatre spaces, and often features a 

degree of porosity.  

Of substantial value to the research are those books that feature chapters on 

northern Irish applied theatre projects, category 3 above. These often have a unifying 

theme through which the project is explored. The projects are thus set in context with 
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similar applied theatre from other regions, with similar or contrasting qualities, enabling 

comparative study. Northern Irish theatre maker Gerri Moriarty has written several of 

these, in collaboration with others and alone. Her chapter The Wedding Community 

Play project: a cross-community production in Northern Ireland, in Richard Boon and 

Jane Plastow’s Theatre and Empowerment (2004) was the first major attempt to 

examine this seminal project. It features also, alongside other important community 

plays, in one of her two chapters in Culture, Democracy and the Right to Make Art: 

The British Community Arts Movement (2017). Here she considers the history of 

community arts and community theatre in the region with a broad and comprehensive 

sweep of the major issues and developments. The Wedding Community Play occupies 

three chapters of William Cleveland’s book Art and Upheaval: Artists on the World's 

Frontlines (2008), where the aesthetic qualities of the piece are foregrounded by a 

writer who experienced it as an audience member.  

Pilkington has likewise contributed chapters to compendia. His chapter in the 

Jeanne Marie Colleran and Jenny Spencer edited volume Staging Resistance (1998) 

examines the history of resistance through theatre in Ireland and features an account 

of some of the more important community projects of the conflict period, such as 

Belfast People’s Theatre and Derry Frontline.  

A useful account of the history and projects of Tinderbox Theatre Company is 

provided by Grant in his chapter Insider knowledge: the evolution of Belfast’s 

Tinderbox Theatre Company in Patrick Duggan and Victor Ukaegbu’s Reverberations 

across small-scale British theatre (2013). This offers consideration of the applied 

theatre works of Tinderbox Outreach Director John McCann, whose work with migrant 

communities was ground-breaking for northern Ireland in its time. McCann’s work also 

features in some detail in Loredana Salis’ Stage Migrants (2010) where it is compared 
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with works by other northern Irish applied theatre practitioners, including Sole Purpose 

Productions. McCann’s own publication about the work, Gathering Ground (2007) 

deserves mention here, offering as it does a well-informed insider’s view.  

Two book chapters by Alison Jeffers provide valuable theoretical constructs and 

useful critical language. The first, Authority, Authorisation and Authorship: 

Participation in Community Plays in Belfast, features in the 2016 Anna Harpin and 

Helen Nicholson edited collection, Performance and participation: practices, 

audiences, politics. This examines the project in Belfast’s Shankill community that led 

to the play Crimea Square, and provides important perspectives on the politics of the 

project, the authorship methods, and theories of authorship. Her chapter on a project 

in north Belfast’s Mount Vernon estate, published the same year, has proven equally 

influential here. Recollecting and Re-collecting: the ethical challenge of social 

archiving in post-conflict Northern Ireland (2016) documents and theorises a memory 

and community archiving project in Mount Vernon facilitated by Jo Egan and Gerri 

Moriarty, and adds useful terms to the critical lexicon of the current research. It 

appeared in Claire Cochrane and Joanna Robinson’s edited volume, Theatre History 

and Historiography: Ethics, Evidence and Truth. The 2017 volume, Culture, 

Democracy and the Right to Make Art: The British Community Arts Movement, edited 

by Jeffers and Moriarty, features essays on community arts that have informed the 

research in a more general way.  

Much work of value has been done in examining a single theme in academic 

articles (category 4, above) and these have proved useful in enabling an in-depth 

investigation of specific works of the period. Jeffers has again provided texts which 

have a bearing on the current research. Her articles on theatre with asylum seekers 
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(2008) and the historiography of community theatre (2010) while not related to 

northern Irish theatre have nonetheless been of value.  

A raft of books and articles has explored the processes and implications of the 

Theatre of Witness (ToW) project at Derry Playhouse from 2009 (and subsequently 

elsewhere).  

Of importance as a primary source is director Teya Sepinuck’s own book 

Theatre of Witness: Finding the Medicine in Stories of Suffering, Transformation, and 

Peace (2013), which provides an indispensable account of the process and its 

intentions. Magdalena Weiglhofer, who worked on the projects with Sepinuck, has 

written articles (2014a; 2015a) that explore the work, and a book chapter Negotiating 

contested heritages through theatre and storytelling, co-written with Kerstin Pfeiffer, in 

the volume Heritage and Festivals in Europe (2019). The Theatre of Witness projects 

have also been investigated by Carole-Anne Upton. Her 2009 chapter in Alison 

Forsyth and Chris Megson’s Get Real: Documentary Theatre Past and Present has 

also been useful in considering the role of documentary theatre and performance in 

mediating conflict history. She has also explored the process in two journal articles: 

the first, an interview with Sepinuck (2010), and the second a more interrogative critical 

assessment of the projects (2011). Further information has been drawn from accounts 

of the Theatre of Witness processes in two PhD theses: firstly, that of Weiglhofer 

(2014b) is again valuable in providing an insider’s view of the projects; additionally, 

Michelle Young’s 2014 thesis is useful in examining the work as a form of 

memorialisation, in a comparative study along with memorials for the victims of the 

Omagh bomb of 

Upton and Weiglhofer were both based in Derry, site of the Theatre of Witness 

projects, the Saville Bloody Sunday Inquiry written about by Upton (2009) and the 
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Derry Playhouse Academy of Theatre and Peacebuilding, discussed in the case study 

on The Crack in Everything in section 4.2.7. Another Derry-based academic, Matt 

Jennings, has also written about Theatre of Witness with David Grant, in the 2011 

paper, Peace industry propaganda or “Troubles Porn”?, and in their 2013 article and 

interview with Sepinuck. Jennings has contributed articles on other areas of applied 

and community theatre in northern Ireland, including projects such as Crows on the 

Wire (2016), and important topics including identity in northern Irish applied theatre 

(2009), aesthetics of community theatre (2010), and the role of the practitioner (2012). 

They provide valuable critique of some of the challenges of working in the northern 

Irish sector, and within its funding structures. These individually-authored articles are 

augmented by two reports from a major study on the northern Irish and Scottish theatre 

sectors, co-authored with Martin Beirne and Stephanie Knight (Jennings, Beirne, and 

Knight, 2017; and Beirne, Jennings, and Knight, 2017). 

As well as writing the key text on northern Irish theatre in the conflict and post-

conflict period, Tom Maguire has written widely about northern Irish and Scottish 

theatre, art and heritage, including two journal articles of particular value for the current 

research: Binlids at the Boundaries of Being (2000) and Radical remembering: 

contaminating memory in the works of Martin Lynch (2011). These offer close textual 

examination and an assessment of the political and cultural impact of three works of 

the period: Binlids (1997) and Lynch’s  Holding Hands at Paschendale (2006) and 

Chronicles of Long Kesh (2009). 
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2.2.3. Summary 

These academic writings offer details and useful insights on some of the most 

noteworthy applied theatre projects of the period undertaken in northern Ireland, and 

along with data from other sources can be used to create a timeline of historic projects 

that runs from the conflict period into the period under examination. Additionally they 

propose a number of important theoretical approaches to the work, pre-empting the 

analytical study that follows in chapter 5.  

In developing this analysis of the works, and critical frameworks for considering the 

methods used to create them, a number of writings by other theorists have been 

invaluable, and will be reviewed in the following section. 

 

2.3. ANALYSING AND THEORISING NORTHERN IRISH APPLIED THEATRE 

The issues that impinge on questions of authorship, agency and advocacy in applied 

theatre are many and complex. At play in any discussion of authorship with 

communities are issues relating to the material, the source of the ideas and narratives 

of the work, the use of found or researched content, the approach to selecting and 

structuring the material, the dramaturgical decision-making, the extent to which closed 

or open forms are used, who does the work of ‘writing up’ (if such a process is used) 

questions of an ethical nature, and considerations of legal ownership, under statutes 

such as the Copyright, Designs and Patents Act (1988) which provides legal rights to 

co-creators of artistic works. In considering agency and the role of participants in 

projects and in advocating for their world view, vexed issues include the image 

presented of the subject community, the stories and ideas that are foregrounded, the 

extent to which funders and theatre professionals determine the approaches to the 
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work, the operation of status and the concept of expertise: all have a bearing on the 

analysis of the project, the quality of participation and the politics in operation within it. 

The present research hopes to examine all of these questions, and to do so, it 

draws on a wide range of sources, from writers on theatre, sociologists, political 

theorists, philosophers; but also from poets, from playwrights and economists, critical 

theorists and writers on technology. In attempting to explore the nature of applied 

theatre in the first two decades of the twenty-first century, it aims to position the work 

in the context of post-conflict northern Ireland, but also, importantly to site it within a 

larger frame, that of applied arts and open source culture in the networked age. It aims 

to make connections with other forms of community and creative praxis, and thereby 

challenge untested assumptions that have underpinned some of the works that are 

examined in the chapters ahead.  

As a first step in bringing these other sources to bear, those theorists whose 

ideas have been of central importance in this thesis are examined in some detail here. 

The ideas of many other writers who are referenced in passing will be explored at the 

point of their application in the pages that follow. The present section aims to delineate 

the primary theories applied to the analysis of the productions of northern Irish applied 

theatre, and describes a number of conceptual frameworks that will be used to explore 

them. 

 

2.3.1. Critical and conceptual frameworks 

In developing a broad set of concepts that enable informed critical study of theatre in 

communities post-conflict, four seminal works have been fundamentally important. 

Owen Kelly’s 1984 book, Community, Art and the State is a core text in the study of 
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community arts practice, and of especial value in examining the interface between the 

community, the artist, and the arms of government that seek to control community arts 

practice through policy and funding. While now more than thirty years old, it contains 

ideas that remain relevant today, and has continued to be influential with academics, 

theorists, and practitioners since its publication. It was originally issued by the arts and 

policy publisher Comedia, source of other valuable materials, including the Matarasso 

and Chell volume discussed above and the 1997 Matarasso report Use Or Ornament? 

The social impact of participation in the arts.  

In his Theater and Propaganda (1978) George Szanto identifies a tendency 

within theatre generally to support the dominant culture. In Szanto’s view the risk is 

that the theatre maker acts as an agent for the hegemony, albeit unwittingly. In applied 

theatre projects, the professional theatre maker is coming in to a project to create a 

work that posits a notion of resolution within the authored narrative of the performance, 

and therefore is effectively acting as a propagandist for the dominant culture which 

she or he represents. 

First it must be clear that all theater is propagandistic. As it presents 

partial information (the play’s aesthetic perspective) and takes an 

ideological position in relation to that information, no play can avoid its 

propagandistic role. The nature of that propaganda can be 

determined, and the play better understood, only when each member 

of the audience has recognized this essential fact and begins to 

question whom, as propaganda, the play serves. Thereafter one can 

begin to speak of valuable or of productive propaganda. (Szanto, 

1978, pp.72-3) 
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Szanto sees it as essential the audiences are made explicitly aware of the 

propagandising intention of the work. The exception to this work which is inherently 

integrationist is theatre work that consciously acts as propaganda in opposition to the 

existing order, as agitational propaganda. In writing of the alternative theatre of the 

1960s, Szanto characterises it as agitational and as having the function of generating 

awareness in audiences of things which had been previously part of a ‘quietly 

undifferentiated, generalized daily reality’ (p.74).  

 A more detailed and usefully descriptive examination of the methods by which 

cultural and political orthodoxy infiltrate authored works is provided by Terry Eagleton’s 

Criticism and Ideology (1978). In it, Eagleton classifies the types of ideological 

penetration that are ubiquitous in cultural productions, While his focus is squarely on 

the operation of ideology in literary criticism, the classification is of value for the 

exploration of these issues, and his terminologies are used through this research.   

Victor Turner’s From Ritual to Theatre: the human seriousness of play (1982) 

has been influential in analysing the role of theatre from an anthropological 

perspective. In it he proposes a significant role for theatre as a vital function in society, 

operating within communities for social benefit.  He argues that the primary mode of 

agonism is social drama, episodes of conflict or upheaval. This is then followed by 

crisis, which can be analysed using cultural forms, but cannot be affected by them. 

The third stage, redress, has moved into the realm of artistic practice for social benefit. 

In the phase of redress art can serve as a means of assessing and rectifying aspects 

of the society that are problematic (Turner, 1982, p.11). This is a powerful point in 

northern Ireland where any effective system of redress in the post-conflict period has 

eluded lawmakers, and where a process to account for and resolve the outstanding 

breaches in the social fabric has failed to be implemented. By offering the opportunity 
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for a direct engagement with the issues, applied theatre can support this function, as 

has been the case with Theatre of Witness projects (Sepinuck, 2013). Turner 

describes theatre as a process that is beyond the terms of law and religious practice, 

but which is ‘a hypertrophy’ of the functions and procedures of those twin systems of 

social control. By bringing past and present experiences of value into ‘musical relation’, 

one ascribes meaning (1982, p.14). He describes culture as the ensemble of these 

expressions. Interestingly that suggests a present and evanescent notion of culture, 

one that is relative and fluid as new expressions of meaning between lived 

experiences are contributed to the ensemble. This serves therefore as a validation of 

the work of even small advocacy projects: by making even a minor contribution to this 

fluid culture, the advocacy theatre project can have an effect, and thus a value. The 

notion of culture is an offering of one’s experience to the ‘sympathetic penetration’ by 

others’ mental processes. His work is an appeal to the possibilities of theatre and 

performance to furnish humanity with a special type of trans-cultural understanding 

based on the ability it gives to live the experience of the other and share ours. This 

notion of the direct exchange of the shared experience sits at the heart of much applied 

arts and is central to applied theatre practice. It can be said to have particular value in 

the acts of advocacy of communities in post-conflict societies. It also carries a warning 

though. When considering the genesis of ritual in social breaches, Turner says that,  

…critics of crisis seek to restore peace. Such critics are usually those 

with a strong interest in maintaining the status quo ante, the elders, 

lawmakers, administrators, judges, priests, and law enforcers of the 

relevant community. (Turner, 1982 p.10) 

This points up clearly the extent to which leaders in the public sector, whether 

politicians, civil servants or arts funders have a vested interest in establishing and 
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maintaining, rather than challenging, the existing situation. In northern Ireland, it is 

clear that government has operated through the arts sector to promote integration with 

the aim of creating a peaceful and normalised society, an instrumental idea that will 

be discussed in detail in section 4.2.1. below. Central to this process has been the 

funding of applied theatre projects. At issue is the question of whether this has been 

at the expense of enabling a range of diverse works that would include dissenting 

voices.  

As befits a research project of broad sweep using mixed methodologies (as 

discussed below at 3.1.2.) conceptual frameworks have been deployed from a number 

of disciplines, where the intention has been to apply lenses that enable perspectives 

that complement the existing scholarship.  

In addressing the challenges to an ethical practice in community engagement, 

the work of American sociologist Sherry Arnstein offers a paradigm that can be directly 

applied to theatre for advocacy, a purpose that it is used for in the chapters ahead. 

Arnstein, writing on the engagement of communities in the processes around 

architectural and urban planning proposes a ‘Ladder of Citizen Participation’ (Arnstein, 

1969, pp.218-223). This conceptual framework posits the notion that many community 

projects that practice a form of tokenism are in fact exploitative and that in order for 

the project to be truly inclusive, it needs to allow participants ownership and therewith 

the tools to generate change. Arnstein delineates eight levels of citizen participation, 

from non-participation to total control of community projects. (See Figure 1, below.) 
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Figure 1: Ladder of Citizen Participation (Arnstein, 1969) 

 

 

 

 

 

 

 

 

 

The Ladder of Citizen Participation is referred to throughout this thesis as a means of 

assessing applied theatre works, and is therefore worth exploring its designations in 

some detail here at the outset. Its applicative aspects are examined in Chapter 6, at 

section 6.2.2. Its eight ladder rungs can be defined as follows: 

1. ‘Manipulation’ is described as a public relations exercise, co-opting 

members of a community in to a process to have them endorse an outcome 

of decision they had no part in making; 

2. ‘Therapy’, which is regarded in some quarters as a valid function of 

community drama, is roundly criticised by Arnstein as a method of managing 

social need; 

3. ‘Informing’ enables citizens to know their rights, and the systems they can 

use to exercise these, but the major drawback is that this is a one-way 

system: there is no format for input into the process by the citizen; 
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4. ‘Consultation’ is in some senses the corollary of informing, in that the 

process allows for an input of ideas and views, but that there is no guarantee 

these will form the basis of action, and no way of knowing that the exercise 

is not purely cosmetic; 

5. ‘Placation’ as a process involves some degree of agency, whereby a 

number of members of a community are added to a decision making body, 

but are essentially tokenistic presences, and not able to affect the decisions, 

being  “outvoted and outfoxed”; 

6. ‘Partnership’: “At this rung of the ladder, power is in fact redistributed 

through negotiation between citizens and powerholders. They agree to 

share planning and decision-making responsibilities... Partnership can work 

most effectively when there is an organized power-base in the community 

to which the citizen leaders are accountable” (Arnstein, 1969, p.221); 

7. ‘Delegated power’ is where the community holds sufficient control to ensure 

that they are the authority to whom the programme or project remains 

answerable. This can be where a community is the dominant body in a 

process and where the power must go to them for approval, or where there 

are two control groups in parallel, powerholders and citizens and where the 

citizens hold a veto over decisions; 

8. ‘Citizen control’: this is the ultimate level of participation where there is a 

system “which guarantees that participants or residents can govern a 

program or an institution, be in full charge of policy and managerial aspects, 

and be able to negotiate the conditions under which “outsiders” may change 

them” (p.223). 
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Arnstein acknowledges the shortcomings and deficiencies of the model, as it presents 

both the ‘have-nots’ and the ‘powerholders’ as homogenous and monolithic, when in 

fact they are fluid and ill-defined groups with many subgroups, splinters, sections and 

competing interests. However the model is no less useful for that, in classifying 

participation. Her chief criticism of the vague notion of ‘community participation’ is that 

it does not take account of the quality of that participation, and the effect of it. She 

notes also that many different types of ‘roadblocks’ are used to deny true participation, 

including forms of discrimination based on gender, class, race and so on, but also a 

fundamental resistance to the notion of ceding power (p.217).  

The Ladder of Citizen Participation has been used for assessing inclusiveness 

and agency in applied theatre projects previously, by Ben Fletcher-Watson (2015) in 

respect of theatre for young audiences, and Taiwo Afolabi (2016) as noted, to examine 

community theatre in Kenya, among others. Thus while the Ladder of Citizen 

Participation has been used to assess theatre projects, the review of literature 

suggests it has not been used for assessing participant authorship in theatre projects, 

and that being so, a possibility exists to use this important conceptual framework in 

the core activity of advocacy projects. It can be used to designate the difference 

between being directly involved in the creation of a performance through the exercise 

of authorship, and those practices where representative processes deny participants 

control. Using the classifications of Arnstein’s ladder, one can distinguish between the 

direct and the representative, and as such it offers a practical tool of use in examining 

levels of participation in authorship. 

 On the matter of definitions of non-representative, user-generated and open 

models of authorship, Sandra Jeppesen’s Understanding alternative media power 

(2016) offers a finely-argued consideration of the differences between the main forms 
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of authorship beyond the mainstream, and provides a further useful conceptual frame. 

It is used below in Chapter 7 to interrogate the politics of community production and 

to examine reception as a factor in alternative production processes. 

Given its influence on northern Irish community and applied theatre over the 

ensuing three decades, Ann Jellicoe’s book Community plays: how to put them on 

(1987) is an important point of reference. This, usefully, contains a timetable showing 

the major steps in an idealised process for creating community plays (p.49-51). 

Jellicoe states that this will normally take place over two years, but it can be managed 

in eighteen months should this be necessary. The first stage of the process, in the 

early months of year one, begins when the “initiator talks to a few sympathetic and 

enthusiastic friends” before creating a steering committee (p.49). There is no talk of 

including the community at this stage. Many important decisions are then taken, 

including possible venues, funders, subjects, and participants for the play. The 

steering committee is clearly central to this decision-making, and it is noted that they 

may opt to commission a professional director prior to engaging a writer. The writer is 

commissioned as contacts within local communities are begun; however the process 

of building public awareness of the project, and recruiting participants, is not 

undertaken until some six months later.  

At this point, the timetable notes, a writer must be given time (p.49-50). This 

includes three or more months to research the subject of the play and connect with 

the community, and a similar amount of time must be allowed to write the play, with 

additional time added for rewrites. This is suggested to take place in June to 

September of the first year. It is clear that the writer is intended to be a single 

professional author working to create the performance text unaided, though with some 

engagement with local people, and some research into local history or social issues. 
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The play is delivered (around March to April of year two though possibly later) and 

professionals appointed: a director, if not already in place, a designer, stage manager 

and so on (p.51). In May, workshops with community participants are begun, and in 

late May the script is ready for them to use. It is therefore more than a year after the 

process has been initiated, and close to a year after work has begun on authorship of 

the script, that community participants are first able to engage with the performance 

text. 

The methods used for production are described elsewhere in the book in great 

detail. Central to the process is a wholesale engagement with the local community, 

which Jellicoe defines geographically (p.42) while acknowledging that this can present 

difficulties (p.44-46).  The extent of this community activation is demonstrated in the 

accounts of her first community play, The Reckoning, in Lyme Regis in Dorset in 1978 

(p.3-6). She starts by asking a local school to get involved, then draws in other local 

groups and individuals with an interest in theatre, including a local professional theatre 

company, Medium Fair, and the town amateur dramatic society. In due course the 

Floral Society and the Lifeboat crew, the police, many schoolchildren, the town council 

and the town crier all become involved. Baz Kershaw of Medium Fair advises Jellicoe 

to have a coffee stall with the express intention of creating peripheral roles for yet more 

people: the fullest possible involvement of local people in the production of the 

community play is what is aimed at. 

Structurally the work is made with a mix of professionals and non-professionals 

in the cast, and a backstage and design team made up largely of non-professionals 

working under the guidance of experienced theatre workers. However, as Jellicoe 

refines her process over numerous productions, she retains professional workers 

mostly as leaders in the production roles: a few professionals in the cast help to create 
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and maintain the right energy in scenes but are not needed for main parts, as the 

amateur actors are sufficiently talented (p.8). This then becomes the refined model for 

creating a community play that Jellicoe uses, and which is adopted by Lynch and the 

theatre makers around the Community Arts Forum in the late 1980s. It can be seen 

from accounts of some of the early community plays created by Lynch and CAF 

members, The Stone Chair (1989) and Conor’s Story (1992) that Jellicoe’s process 

has been adopted almost exactly, and more recent examples of northern Irish 

community plays such as 1932: The People of Gallagher Street (2016) and We’ll Walk 

Hand in Hand (2018) show that the model is still in use with only minor modifications. 

 

2.3.2. Authorship, agency, advocacy, and the politics of participation 

Beyond the works of these writers and theorists, which have been applied recurrently 

throughout the thesis for the analysis of the important concepts under consideration 

here, a diverse range of other materials has been put to use to interrogate these 

concepts, and other themes that are relevant to the practices of northern Irish applied 

theatre. These materials can be grouped together in relation to the critical concepts 

they address, though it is important to note also that there is a degree of 

interpenetration between many of the themes of the research, and as such the 

relevance of the texts that address them is pervasive in the thesis generally. They are 

revisited and explored in detail in chapter 5 on authorship, chapter 6 on agency and 

advocacy, and chapter 7 on the politics of participation. At this point, however, it is 

sufficient to describe in outline what the issues are, under the stated chapter headings, 

and note some of those writings that are used hereafter to address them. 
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2.3.3. Concepts of authorship 

Questions of authorship being central to the research, all the texts considered here 

ultimately address this core theme. However as the authored works under examination 

are created for the purpose of community advocacy, it is the specific differences 

between, on the one hand, works created by a professional author working in isolation 

on behalf of a community, and on the other, works created wholly by community 

participants in combination on their own behalf that is at issue here. It should be noted 

that these positions are not to be regarded as poles at either extreme of a linear 

spectrum of practices, but as two very different outgrowths within an ecology of 

practices. Many other modes of authorship will be shown to exist that utilise aspects 

of these processes. That said, it is in the difference between these modes of 

authorship that one finds the key difference in the types of advocacy: between the 

representative advocacy of the author who speaks on behalf of the community on an 

applied theatre project, and the self-advocacy of participants who constitute the 

community of the given project, and speak on their own behalf. Following Manfred 

Jahn’s designations for characterisation in drama (Jahn, 2003, D8.1) I call these 

differing forms of advocacy ‘altero-advocacy’ and ‘auto-advocacy’. Thus the role of the 

professional author, and the role(s) of the participants in creating the text of the project 

are indicative of the types of authorship that are possible, and raise questions about 

the ethics and values at work in the practice of authorship, and the exercise of authority 

in the project. 

 

The values of practitioners  
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The processes being investigated here involve professional theatre workers 

collaborating with communities to create applied theatre. These professional workers 

are almost always not of the community, but come as ‘guests’, (Thompson, 2005, p.9). 

As outsiders, the professional brings their own personal histories and cultural interests, 

their own preoccupations. Self-evidently, their status as ‘professionals’ means they 

are paid, and therefore have an economic interest, and economic motives also. The 

role of economics and funding structures in applied theatre projects are examined 

below in section 6.2.5. These factors are not the only issues in play when professionals 

work with participants and communities to use theatre for advocacy.  

The perils of a contamination of process are examined in a number of works 

that bear on the research. These can be said to come from the values of the theatre 

worker (Stuart Fisher, 2005, p.250) irrespective of their own good intentions. At issue 

also is the structural scaffolding around community and applied theatre, (Paget, 2010) 

and the dominant culture of the society itself. Across the writings of theatre workers 

and academics working in the field the language of democratic inclusiveness, of 

liberation, of commitment to leftist values is ubiquitous. A noteworthy feature of this 

sense of commitment and the immediacy of the work if the period is a tendency toward 

documentary. Paget characterises this as “an index of the urgency of the times – one 

earnest of commitment to truth and to political critique” (p.174).  

Szanto notes the particular importance in the operation of integrationist 

propaganda of the fictional form. It has a special value as it has the “virtue of seeming 

real - lifelike, recognizable, immediate or mythic, contemporary or eternal, relevant” 

(Szanto, 1978, p.35, italics in original). The fictional form uses a recognisable 

dramaturgical or narrative structure that imposes an integrationist ideology. In these, 

the characters are forced to accept the dominant social formations in order to achieve 
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resolution, and thus becomes successful citizens. This point can be argued about 

many of the plays of the conflict and the post-conflict period, where this personal 

resolution mirrors the ways in which the states and public-sector bodies seek to 

manage the conflict rather than resolve it. As examples, one might consider both 

Loved Ones by Damian Gorman (1995) and Quietly by Owen McCafferty (2012) both 

of which feature characters from opposing northern Irish factions suffering in the 

aftermath of bombings. Both plays conclude with their characters attempting to 

reconcile and attaining an imperfect, but functional reconciled relationship. 

While practitioners may be motivated by the best intentions, they are subject to 

the pressures inherent in creating viable projects. The need to attract funding, meet 

policy objectives, and draw in the right sort of participant (those who fall within the 

target demographics) creates a tendency toward integrationist practices. This can lead 

to compromise on the very values that the practitioners consider central to ethical 

practice in applied theatre.  

 

Authorship and authority 

In an interview with Tom Magill, in Belfast in 1998, Augusto Boal addresses the issue 

of authorship (Northern Visions, n.d.). Magill asks for Boal’s views on the four 

principles that underpin the work of the Community Arts Forum established by Magill 

with Lynch and others to promote participation and community involvement in the arts 

(see 1.1.5., above). These he lists as access, participation, authorship, and ownership. 

Boal responds that, while he absolutely supports the concepts of access and 

participation, he has never found authorship to be an issue in his work. 
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So this is a practice in some countries like the United States and many 

authors sometimes use the actors to improvise scenes that they do not 

know how to handle very well, and then taking notes of their 

improvisations they wrote their play. So the ownership and the 

authorship belongs to the author even though the hints and 

suggestions were given by the actors improvising, but in our case 

that’s very rare—because we never publish our plays. So the 

ownership no one cares very much about and the authorship everyone 

collaborated in it. (Northern Visions, n.d.) 

This response is interesting in that it neatly defines the problem and suggests how it 

can be avoided. Clearly Boal sees authorship, and ownership, as important, and finds 

the practices of the authors he describes unethical. For Boal, the solution is to not 

publish: by not having a life beyond the performances given, the plays have no value 

beyond the performance, and thus the credit has no value. It could also be argued that 

the work Boal creates is often not textually fixed, that his porous methods, encouraging 

audience and actor input into the performance text, result in works that do not have a 

defined text, and this mitigates against the notion of ownership. However, it is clear 

that the practices that Boal describes do not happen only in the US.  

In her article on the Crimea Square project in Belfast, Jeffers raises the issue 

of authorship, with a critical tone (2017, pp.209-229). She avers that authorship was 

regarded as a much more significant issue in the community arts movement in the 

period before the one under discussion, and that this concern has not been so much 

in evidence since the 1990s. Jeffers clearly regards it as central to the agency of 

participants in project. She surveys many of the key projects that have been discussed 



77 
 

here, and finds a central issue to be the question of authority, and with it authorisation 

and authorship (p.216). 

This reading of the concept of authority echoes Hanna Arendt’s concept of the 

polis, and an emphasis on the expertise of the individual in the public realm (Arendt 

1958, p.4). This implies the expertise of the participant in the material of their 

experiences: their primacy, both as authors, and as authorities. This authority in 

bringing direct experience of one’s own community or culture is significant in the work 

examined by Vigdis Aune, with respect to the Vår Frues Folk project in Trondheim, 

and by Jeffers in another article, concerning the presentation of refugees in applied 

theatre projects (2008, p. 217-221). The work under consideration in the latter article 

is the play A Letter from Home, created for the AHRC-funded project In Place of War 

at the University of Manchester. Jeffers relates the difficulties faced by asylum seekers 

attempting to attain refugee status in the UK and the emphasis on the applicant making 

a good ‘show’ of their role as victim to the authorities who judge their application. In 

the performance of the play, this repressive structure is disrupted when the 

performance uses dance to play out the competition for control of the narrative 

between the refugee and the person who assesses their application. This use of 

theatrical forms undermines the dominant roles within the narrative (pp.220-221). 

Jeffers here makes a convincing case that theatrical forms can be used in applied 

theatre projects as a means of empowering participants, as opposed to othering them. 

 

Material, documentary, and information 

In addressing how authority can be shared, Aune, Derek Paget and others fasten on 

to an area that can offer the opportunity to develop shared authority and authorship: 



78 
 

the collation and control of material, both textual, in the form of documents, and 

physical materials. This focus on the material throws up a number of possibilities and 

suggests strategies for opening up the authorship of applied theatre projects to 

participants. In examining the writings related to authorship it is clear that a 

performance is not solely authored as a play script, and that the multi-modal aspect 

that Aune notes presupposes a range of elements that comprise the material of the 

performance. The emphasis on ‘material’ in Aune implies not just the textual material 

narratives, themes, dialogues, but also the design materials—staging space set, 

costume and property design choreography sound and lighting design (Aune, 2017, 

p.249). The first of these, the generation and collation of textual material, is essentially 

a process of managing information to create what Szanto calls ‘simultaneity’ (1978, 

p163). This is the existence in the performance at any given time of multiple forms of 

material and media, layers of aesthetic information.  

 For Szanto, information is a key resource, control of which is central to 

maintaining the hegemony. This control limits access to information and it is the 

removal of these barriers to access that represents the greatest threat to the dominant 

culture.  

 From the perspective of the hegemony’s dominant classes, the 

greatest danger of a plethora of information presented through the 

electronic media is that the audience need not be literate in order to 

receive it, or to send it. (1978, p.64) 

Szanto’s point here not only prefigures the world of digital information-sharing as it 

ultimately evolved, but it suggests an approach to the material creation of theatre: the 

development of modes of authorship that do not rely on the makers and receivers of 

the work to be in the club (in this context, theatre-literate and educated members of 
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the middle classes) but can rely on the ubiquity of information in digital form. This 

argument forms a key element in the discussion of the democratisation of information 

in Chapter 7, below. By using information as a means to offer a deepened historical 

perspective to the ordinary person, technological developments and simultaneity have 

democratised knowledge and rendered possible an attack on integration propaganda 

that heretofore depended on a lack of historical perspective in the population.  

The contention is that theatre production can simultaneously contain multiple 

material forms and can accommodate simultaneous presentation of several types of 

aesthetic information, and this implies a theatre form that is complex, multi-modal and 

poly vocal, and that presents material that is both created and found, both fictional and 

documentary. This emphasis on the documentary in applied theatre and theatre that 

challenges the dominant culture recurs in many of the theorists examined here, 

suggesting that documentary material offers a democratic, inclusive and non-

hierarchical model for authorship. In consideration of the material in theatre making, 

Boal places personal knowledge and experience at the centre of his work: 

The smallest cells of social organisation (the couple, the family, the 

neighbourhood, the school, the office, the factory, etc.) and equally the 

smallest incidents of our social life (an accident at the corner of the street, 

the checking of identity papers in the metro, a visit to the doctors, etc.) 

contain all the moral and political values of society, all its structures of 

domination and power, all its mechanisms of oppression. (1995, p.40) 

Boal’s focus on osmosis posits a theatre which takes account of its surroundings and 

that draws on the place of the individual within their own space and social context and 

the position of the individual within society. This emphasis on the primacy of material 

surroundings that recurs in the theorists discussed implies a wider approach to 
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authorship, one that takes account of the social, political, environmental and personal 

contexts. This is a process that uses concrete artefacts as stimuli and is concerned 

with a ‘thick’, that is, comprehensive play-making process. In this type of process, 

participants take on expertise that is not in most cases available to the professional 

theatre worker: they are in possession of the material of the place, of the space, of the 

stories that are used in the development process, and thus of the elements that evolve 

into those other explicitly authored constituent parts of a performance: design 

elements, sound elements, character elements, spatial configurations. By enhancing 

the extent to which the material of the performance is in the control of the participants, 

the authorship of the work becomes more completely theirs.  

The proposed emphasis on the centrality of found materials locates the 

authorship and authority over the material aspects of the performance with 

participants. In parallel fashion, this location of authorship can be carried through into 

systems for collating some of the most significant material in the process of making 

theatre: the text. In collecting, selecting, including and excluding the material of the 

text lies one of the most significant opportunities for facilitating advocacy, and a means 

to circumscribe the agency of theatre workers on advocacy theatre projects. By 

developing text for performance from found textual materials, the extent of authorship 

that rests with the participants is increased. Documentary forms offer an open and 

immediate means for participants to have direct control of the content of the text, by 

exercising control over selection of the material. This is true for the less experienced 

or literate participants on a project, as much as for those who have worked on theatre 

projects in the past. 
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2.3.4. Intersections of agency and advocacy 

This exercise of authority, expressed through the process of authorship, is a means 

by which project participants can exercise agency. The structure of a theatre project, 

its approach to materials, and the ways in which authority is apportioned (or withheld) 

are often predetermined by those individuals and organisations who initiate the project, 

be they theatre companies, funders, community organisations, or branches of local, 

regional or national government. The design of a project invariably includes 

operational considerations that activate or inhibit agency for all the parties to a 

process: funders, managers, theatre workers, community organisations and 

participants. The project participant, or participating community, seeking to use theatre 

as a means to advocate, may find themselves engaged in a project where the 

structures are predetermined and mediated by professional theatre makers, whose 

expertise in the processes of theatre-making can confer a differential status. This 

inequality of status, a question of authority, may be regarded as an ethical issue for 

the theatre professional, who seeks to balance a number of potentially conflicting 

commitments: to the previously agreed project structure; to the project funders; to their 

employers; to the rights of the participants; and to principles of practice that have 

aesthetic aspects. 

 

Community 

The formulation of community is an issue that lies at the heart of the research and is 

a feature that has been raised in a number of the texts examined here, including  

Kershaw, 1992; Maguire, 2006; Cliff, 2006; and McAvinchey, 2014.  It is examined in 

greater detail in section 6.2.1 below. Amanda Stuart Fisher notes that it is often 
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invoked by the professionals and funders prior to the project’s commencement (2005, 

pp.249-251). However, the concept of community is especially vexed in northern 

Ireland where it is inextricably bound to the conflict. Brian Cliff regards it as “a desire 

to belong” (2006, p.114) though he notes that it can follow “horizontal lines of local 

affiliation, vertical lines of interest affiliation, or both” (p.118). He also notes that “in 

Northern Ireland, 'community' has at times been hijacked as a synonym for the 

constricted group identity of a voting bloc, as in 'the two communities' ” (p.119). 

Maguire draws attention to this difficulty in attaching a fixed meaning to the term, 

and addresses the fact that the concept is often used in northern Irish communities as 

a means of control: “Within communities, paramilitaries have enforced this 

equivalence of location, ethnicity and politics, for example, using threats of violence to 

discourage anyone who might seek to assert any alternatives” (Maguire, 2006, p.121).  

He uses Kelly’s distinction between ‘ascribed’ and ‘declared’ community (Kelly, 1984, 

p.49). This configures community identity as a quality which can be claimed, in the 

case of declared community identity, where an individual elects to consider 

themselves as belonging to a given community. Talò et al. (2014) note that a sense of 

belonging to a community  “embraces the perception of shared boundaries, common 

history, symbols, sense of emotional safety, and personal investment in community” 

(p.2). This gives primacy to elective identification. 

However, community can be assigned from without, by any external grouping or 

individual, such as government, local authorities, funders, or theatre makers. Notably, 

much funding for applied arts projects has rested on designations of community 

identity that are ascribed. Often this is dependent on a person’s nominal religious 

background, or on their place of residence. Yet it is evident that many people do not 

identify with the religious traditions of their birth and background, and that the fact of 
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living in a given area is not a guarantee that one will have a declared identity as 

Unionist or Nationalist.  Significantly much community theatre practice is conceived 

and funded on the basis of ‘ascribed’ community identity. On this basis the state, 

through funding bodies, councils, NGOs and so on, determines which applied theatre 

projects are supported, how the communities involved are to be regarded or defined, 

and thereby implicitly defines what the purpose of the project is to be. This suggests 

that the nebulous notion of community can be used to limit participation, and to 

determine the texts of community theatre performances, thus limiting the potential for 

advocacy, rather than enabling it. In tandem, a countervailing position maintains that 

community is something that can be evoked within a project group, and that the acts 

of developing, scripting (be that on paper or otherwise), producing and performing a 

piece of theatre can generate Turner’s ‘communitas’ (1982, p.11), that sense of shared 

endeavour, which identifies commonalities and enables advocacy.  

This supports the notion of community as an elastic concept, something that can 

be created within the context of an applied theatre project. This concept of the 

community-of-the-project bears resemblance to Arendt’s ideas, articulated by Vigdis 

Aune in her writings on the Vår Frues Folk community project (Aune, 2017). Arendt 

posits a convened democratic forum that is non-representative: that is, that does not 

rely on any individual speaking or acting on behalf of others. The creation of such a 

forum within a group requires that each person is an expert in their own experience, 

and that this is the basis of respect for each person’s expertise. Thus, the theatre 

worker has no status higher than any member of the group; devolution of agency is 

not possible; and all theatre making activities must be characterised by equality of 

esteem. In this way the theatre project as polis functions as an idealised microcosm, 

a community that operates along genuinely democratic and inclusive lines.  
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Funding  

The quantity of academic writing that explores the nature of funding processes in 

applied theatre points to a major issue when assessing external pressures on 

advocacy theatre projects (Ackroyd, 2000; Merli, 2002; Nicholson, 2005; Ahmed et al., 

2007; Balfour, 2009; Jennings and Baldwin, 2010; Etherton and Prentki, 2015; Afolabi, 

2016; etc.)  As Afolabi puts it, “Like a chameleon, theatre has changed colour: it has 

been domesticated, become a practice that changes into any shade needed; it adapts 

to different projects and assumes different responsibilities in order to impress” (2016, 

p.217).  

The funding chain in northern Ireland, where the primary funder of applied 

theatre projects, the Arts Council of Northern Ireland (ACNI) is directly answerable to 

Stormont government ministers, means that in practice there is substantial 

governmental control over the types of project that receive funding. (A detailed 

example, relating to the withdrawal of funding for the 1999 play Forced Upon Us is to 

be found in Maguire, 2006, pp.168-9, and is explored in chapter 4). In this way, using 

the levers of funding as a means of controlling production, the ACNI is effectively a 

major arbiter of what is produced professionally in northern Irish theatre.  

Paget (2010) notes a parallel operation of funding as a means to determine the 

politics of applied theatre. Tracing the decline in the alternative theatre movement, 

Paget relates how the Thatcherite reaction of the eighties replaced the optimistic 

radicalism of the sixties and seventies, and alternative theatre fell victim to neoliberal 

values and the commodification of art as product. 
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Personnel learned quickly to become fund-raisers and to master the 

language of ‘target’ and ‘outcome’. As a result, the alternative theatre 

of the 1980s and 1990s gradually morphed, as did some oppositional 

politics, into targeted engagements with specific ‘issues’. This activity 

was rarely as polemical as the antecedents of the previous two 

decades. (2010, p.175) 

Paget’s description here closely matches the integrationist propaganda intentions 

described by Szanto as being at the heart of the funding of theatre by the dominant 

culture, setting definitions of the extent of the possible within the permitted 

understanding of history. This suggests a cultural Overton Window expressing the 

hegemonic values. The Overton Window, named for its formulator Joe Overton of the 

Mackinac Center for Public Policy, describes the limitations of what is acceptable in 

public policy at a given time (Russell, 2006). This implies that theatre is created not on 

the basis of what is possible but of what is allowed to be possible. This emphasis on 

the historiographic aspect of funding of northern Irish theatre is an important part of 

the analysis of the form, given the extent to which funding is subject to a narrow and 

pressing set of historical circumstances, and is given close attention in sections 6.2.5 

to 6.2.7 below. Michael Balfour sees this tendency as operating to critically 

compromise much applied theatre: “the process of accommodating, adapting to, and 

being funded by external agencies the risk is that [it] can become too close to the 

powers it may want to question” (2009, p.351).  

Mark Fisher’s Capitalist Realism (2009) expresses similar ideas, examining the 

phenomenology of capitalism and its strategies for making dissent not only impossible, 

but apparently irrational, through a manipulation of what is ‘thinkable’. This control over 

the narrative of the possible can be observed in practice at the site where capitalism 
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overlaps with applied theatre: the apportioning of funding, where state agencies 

(government departments, arms-length bodies, arts funders, councils) exercise a 

determinative role by defining the range of what is acceptable, and thereby, what gets 

made. 

 

2.3.5. The politics of participation 

All of these issues determine the extent to which applied theatre projects are 

democratic and inclusive, enable participant agency and thereby empower 

participants to advocate on their own behalf. In a sense, attention to these issues holds 

out the possibility of an ethical praxis that does not inhibit the operation of democracy, 

does not limit participant authority, and does not turn advocacy into an activity that is 

conducted representatively by others. However, by defining a process that is 

negatively benign, a process whose benignity is defined by not-doing, one could be 

said to address the emergent qualities of the practice of authorship in applied theatre 

without tackling the underlying structural issues. Participation in applied theatre for the 

purpose of generating change in society is inherently political, and explicitly so in 

projects that take as their themes the (relative) situations of northern Irish communities 

in the post-conflict period. Self-evidently, a politics of participation and practice that is 

founded on the approaches designed during the conflict period is not likely to be 

appropriate in the post-bellum context. 

 There is no doubt that the works examined in the upcoming chapter 4 show a 

developmental evolution that has responded to the changes in northern Irish society 

over the twenty-year span of the research period, and a consideration of these 

changes and the concomitant evolution of the work is an important element in the 
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chapter. That said, it is equally true that while much work has been undertaken where 

the content is responsive to the changed situation, it does not always follow that the 

politics inherent in the structuring of the projects, and in the process of authorship, 

have been renovated to anything like the same degree. The texts reviewed below 

address some of the issues that emerge when considering the politics of participation 

in applied theatre projects.   

Perhaps the greatest obstacle to an ethical practice in applied theatre is the 

potential for failure to deliver on its stated values of participation, ownership, and 

authority. McDonnell contends that while theatre workers profess to be motivated by 

inclusive values and the desire to combat oppression, in practice there is something 

of a democratic deficit (2008, p.139). He shrewdly draws attention to a shortcoming in 

the practice of the professional theatre sector on applied theatre projects in northern 

Ireland: that while the avowed intention is to enable the empowerment of communities, 

with a social-democratic or libertarian value set, this is not always mirrored by the work 

that is delivered, as shown in the analysis of historic projects which follows in chapters 

5 to 7.  

Similar ideas are developed in an earlier essay by McDonnell (2005) where he 

co-opts techniques of ethnographic and historiographic process into assessment of 

theatre practice, and asks the question, can there be practice without political 

commitment? He raises the matter of authorship as sitting at the heart of these issues, 

asking “what politics inhere in the very notion of a single author, when understandings 

derive from collective work?” (2005, p.127). In his notes McDonnell insists that the 

processes of applied theatre aim, nominally, at overthrowing oppression, using 

language of democratic engagement, human rights, and liberation: 
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These practices are not linked by methods, or structures of production, 

but by political values: these values, which include a commitment to 

democracy, justice, human rights, freedom of speech, and freedom 

from sexual and gender oppressions, are expressed through methods 

based upon inclusivity, dialogue, community and a critical sensitivity 

to the distribution of power within all relations. It is clear from what 

follows that these values are not always enacted. (p.137) 

While the sincerity of intention of most practitioners is not in question, it is unarguable 

that McDonnell’s analysis has truth in it. Paget likewise sees the role of the professional 

theatre worker on applied projects as requiring a commitment to social change. He 

writes of the problems of left-wing theatre in the 1960s and 70s as being bedevilled by 

the same fragmentation as leftist politics, but in so doing he identifies the core problem 

of such work: a “doomed search for a democratic modus operandi “(Paget 2010, 

p.175). Thus, even with theatre workers who are ideologically committed to ethical, 

democratic and inclusive practice, there is an inevitable tendency toward compromise 

with the values of the dominant culture, in order to make projects fundable and 

therefore viable. 

A number of theories exist that point to approaches for making applied theatre 

work in a more equitable and inclusive way. Jurgen Habermas’s communicative action 

suggests a set of underpinning values that can inform applied theatre projects that aim 

to avoid control or domination from the professional expert (Jennings, 2010). This 

process of dialectical action is mirrored in Eugenio Barba’s system of ‘barter’, which 

points to how Habermas’ system might work in practice: the participants exchange 

their participation, for the input and expertise of the theatre worker (Barba, 1994). This 

has the advantage of an equal value of esteem being placed on the involvement of all 
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those working on the project, but additionally it has an implicit acknowledgement of 

the economic value of the participation, being that it is regarded as equivalent to the 

(paid) participation of the theatre worker. Barba’s notion of barter is implicit in the ideas 

espoused by Jeffers in relation to authority (Jeffers, 2017). Set against this are the 

challenges that beset the processes and that devolve for the most part onto and from 

the practitioner: that we are subject to internal and external pressures that mitigate 

against this and that the only means available to us is a heightened awareness and a 

vigilance against that which will undermine our efforts at ethical practice.  

Explicit connections between the language of democratic inclusiveness and the 

shortcomings of practice are made by Stephen Bottoms (2017). He begins with a 

critique of the limitations of representative democracy, describing the fall-off in voter 

participation as being the result of a perceived manipulation, and comparing it to 

applied theatre where the mode of creation “can often feel ‘rigged’ in favour of the 

interests of the artist or facilitator” (Bottoms, 2017, p.168). He references the way this 

is shaped by design of the project, the conditions that are in place prior to its 

commencement. His position draws on the work of political scientist Etienne Balibar 

who avers that the state absorbs and ultimately assimilates attempts to change the 

nature of power through the processes of democracy. Balibar proposes that 

“Insurrection, in its different forms, is the active modality of citizenship” (Balibar, 2015, 

p.131, italics in original).  

Jacques Rancière makes similar points in The Emancipated Spectator (2009). 

In Bottoms’ reading Rancière views the citizen as being independent of the narratives 

created by democratic leaders, as an audience is independent in its responses to the 

work of the theatre maker. Rancière’s objection to the concept of representative 

democracy is based on its exclusionary nature, and he cites the ancient Athenian 
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democracy as built on exclusions of women, slaves and foreigners, while 

contemporary western democracies have citizenship tests. The assessment of how 

this relates to participatory theatre and its version of democratic inclusiveness hinges 

on the manner in which the participants became participants: were they brought in by 

an outsider or were they wealthy enough to buy their way in? His proposal is to widen 

the frame of participation to include that which lies outside the space designated by 

the project design, and the wider environment within which it exists. This extension of 

the capacity of the project to offer direct engagement accepts the concept of ‘actors’ 

who are beyond the control or reach of the project facilitators. 

These works, and those described in the foregoing pages form a conceptual 

foundation upon which a consideration of the recent works of applied theatre in 

northern Ireland is built. Maguire, McDonnell, Jeffers, Pilkington, Moriarty and others 

have provided the academic background on northern Irish theatre which has been 

used to describe the context and many of the central theoretical issues in the works 

under consideration. Kelly, Szanto, Turner, and Debord together form some of the 

keystones of the theoretical structures that have been built in the following chapters. 

Arnstein, Eagleton, and Jeppesen among others, have furnished invaluable frames of 

reference for the key ideas. 

In possession of these materials, one can develop a narrative study of the 

works that have taken place in the research period, and conduct an analysis of their 

modes of authorship, and the implications of the outworking of those processes.   
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3. METHODOLOGY 

3.1. GENERAL METHODOLOGICAL APPROACHES  

This thesis aims to do three things: provide a survey of the applied theatre projects in 

a twenty-year period; analyse the structures of authorship on these projects; and 

interrogate the means of authorship with regard to questions of agency and advocacy. 

Devising a methodology to explore these topics presents a set of challenges. If 

research methodology is contingent upon the needs of the research and the nature of 

the problems it throws up (Jamshed, 2014, p.87) then the various and overlapping 

data sets required for such a comparative study as this will require their own discrete 

collection methods.  

Further, in the context under examination, a post-conflict society, the ethical 

siting of the research is a consideration. Does the work seek merely to document or 

has it a more ideological ambition? While the primary aim, that of collating a history of 

the work, has at its base a presumption of inclusiveness, and a focus on 

comprehensiveness (within the limits of the study), the analysis of the processes used 

to create the work is inevitably ideological. In designing an approach to the research 

that can answer the complexities of the research questions, I hope also to use a 

methodology that answers to the demands of both aspects: to the practical needs of 

the historic research, and the ethics and politics of the analytical processes. 

 

3.1.1. Research questions 

Questions remain to be answered about the applied theatre practices and the modes 

of their creation in post-conflict northern Ireland, as detailed in chapter 4. For the 
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benefit of exploring the methodologies appropriate to the research project, it is 

important to revisit these, and they can be summarised as follows: 

• what are the applied theatre projects that happened in the period under 

examination? 

• how were the projects structured and authored? 

• what are the implications of these processes for participant agency and 

community advocacy? 

Yin (2014, p.10) proposes that research methodologies that seek to determine ‘what’ 

happened are generative of research processes such as the archival research, 

histories, and surveys; questions that ask ‘how’ are suggestive of methods that include 

interviews, case studies and, again, histories. The spread of the questions implies a 

complex and inflected set of processes, given the different types of knowledge sought: 

the mix of ‘what’ and ‘how’. The types of knowledge that are sought in answer the 

research questions include: 

• the history of northern Irish applied theatre in the period; 

• the nature of the works, including: 

o themes and contents of the works; 

o the political context of creation; 

o the cultural context including funding and sectoral considerations; 

• the nature of practices used in northern Irish applied theatre, including: 

o broad knowledge of the modes of creation; 

o detailed knowledge of the creation of sample works;  
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o project structures used by practitioners. 

 

The logic here is that by collating information about the projects that took place, their 

themes, contexts and structures, one can make deductions about the practices 

employed their creation, and the modes of authorship. From this one can examine 

questions of participant agency in using these theatre practices for advocacy, and the 

politics that inhere in the role allotted to (or assumed by) the participant. 

The methodologies that will allow each of these areas of knowledge to be 

investigated are laid out in the following pages, and tabulated in Appendix 1. In general 

terms, the demands of the knowledge sought enable me to specify a research design 

that is historical in focus, for the most part; that regards the applied theatre creations 

of the period as significant; that starts from the proposition that different methods of 

creation and different structures lead to different types of work; and that this is related 

to the efficacy of the work as advocacy. Ultimately, the research design has a singular 

purpose; namely, efficacy in exploring the truth of the propositions that underpin the 

research questions. It should be predicated on providing a set of functional structures, 

research components, that answer the research questions effectively (Flick, 2008, 

p.48-9).  

 

3.1.2. Methodological designations 

The peculiarity of the present research is that it is not quite ‘dead history’ where the 

process and its consequences are an artefact of the past, the principal players off the 

stage, the safety curtain lowered, and the public gone from the auditorium. Arguably, 

in the northern Irish conflict, there is no such thing as dead history. Every aspect of 
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the post-conflict society is tainted by the stain of the recent conflict, and before it, 

hundreds of years of conflict in series. That being so, the challenge of the present 

research is to devise a methodology that is fit for the unique situation in which the 

research operates: a society where no aspect of the past can be ‘consigned to history’; 

a situation where the work of the last twenty years has an immanent presence. This 

calls for a various and interlocking set of methodologies that are able to take account 

of a complex nexus of research questions that sit at the intersection of theatre, 

community arts policy, sectarian politics and post-conflict sociology in northern Ireland 

in the twenty years following the peace agreements. As can be seen, the questions 

include elements that are simply descriptive, and elements that are exploratory and 

explanatory (Yin, 2014, p.7).  

Braun and Clarke contend that qualitative analytical methods fall broadly into 

two groups: those methods which are predicated on a specific theoretical position, and 

those which are capable of different types of application (2006, p.4). Further, there is 

broad agreement among methodologists that the research should start from a clear, 

and clearly stated, theoretical position. In defining this theoretical position, a number 

of delimiting factors will prove useful. Hammersley and Atkinson (2009, p.194) suggest 

approaches that are organised either thematically or chronologically. Analytical 

methods inevitably determine how the information will be approached, described, and 

generalised. In the current study, the historical material will be presented in 

chronological arrangement, and be subject to a kind of phenomenological analysis, to 

examine the developments in the work across the arc of the research period; by 

contrast the work of exploring the modes and methods of creation will be arranged by 

theoretical considerations and be subject to thematic analysis. Thus, the research 

design will consist of both thematic and chronological elements. It will consist of mixed 
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methodologies in a sequential design, that is, using one method after another as the 

topic requires it. This mixed methodology follows on from the variety of data required 

to answer the research questions. Clearly, all of the resources available for the 

research of applied theatre in northern Ireland in the period will have overlapping 

functions, and in using a mix of sources, as is inevitable, a mixed methodology will be 

prescribed.  

In determining the theoretical positioning in relation to this mix of materials, 

Renata Tesch’s celebrated table (1990, p.71) offers useful insight. She considers the 

underpinning theoretical approaches to the research as a function of the area of 

interest: the current research falls into the category she describes as “the 

comprehension of the meaning of text /action” and this specifies a phenomenological, 

interpretivist and / or hermeneutic approach.   

This is reinforced by Miles and Huberman, who posit three broad types of 

qualitative research: interpretivism, which includes phenomenological and 

interactionist approaches; social anthropological, which includes ethnography and is 

narrative for the most part, as with grounded theory and narrative studies; and 

collaborative social research, which involves action research and critical ethnography, 

and is ideologically committed to effecting beneficial change (1994, p.8). Inevitably 

there is seepage between these categories, and with a methodological pluralism such 

as is intended here on topics that require flexible research methods, the process will 

certainly result in some overlap of positions. However, it is nonetheless the case that 

the study will depend for the most part on an approach which is phenomenological, 

and to a large extent interactionist. Given this interactionist and phenomenological,  

approach, interpretive processes will involve coding based on themes in the analysis 
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of historic projects (thematic coding), and analytic processes that are hermeneutic in 

nature, such as content analysis, and narrative analysis to theorise the work. 

Finally, there is much in this field of research that is beyond the scope of the 

present research, and much that must be taken for granted. While the locus of the 

research is the post-conflict society in the northern part of Ireland at the turn of the 

twenty-first century and thereafter, it is outside the remit of this study to analyse in any 

great detail the history that preceded the period of the research. One can only touch 

on these matters as they impinge upon the questions that are the focus here. Likewise 

the methods of applied research, evolving as they do from alternative theatre and 

community arts practices, and before that from agit-prop, political theatre, Brecht, 

Piscator, and many other sources, are taken for granted to some extent. Where they 

are explored in detail is in their application in the specific projects that are described 

in the study. Hammersley and Atkinson offer the following guidance on this approach:  

All of us, in our everyday activities, rely on presuppositions about the 

world, few of which we have subjected to test ourselves, and none of 

which we could fully and independently test. Most of the time this does 

not and should not trouble us, and social research is no different from 

other activities in this respect. (2007, p.16) 

As this relates to the methodology of the research, I have taken this proviso as a useful 

general principle in approaching the project. 
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3.1.3. Research design  

The design of the research methodology, built on the theoretical approaches specified, 

will inevitably use elements of a number of investigative methods to be able to answer 

the questions about the work that are central to the research:  

• what happened;  

• how did it happen;  

• what are the implications of what happened? 

These questions, that seek to determine what work happened, require a methodology 

that is historiographic. This will involve several methods, including archival research, 

collation of ephemeral materials, research in databases, and the creation of a history 

of the work. Those questions that seek to determine how the work happened, and in 

what way it operated (which is also a question of ‘how’) require in-depth analysis of 

specific works and practices, and this requires a methodology that uses interviews 

with those involved in the work; case studies;  comparative analysis of the projects in 

the record created from the narrative, historic research; and critical analysis of the 

accounts of the works from those involved. In matter of fact, the methodology needed 

to effectively investigate this work in this period and that can interrogate its function 

and effect within the society of the time must necessarily straddle these 

considerations. As this will involve mixed methods, and as the processes will 

necessarily be recursive and reflexive, any attempt at a strict ordering is likely to be a 

simplification. These will be present in every aspect of the research design; the table 

at Appendix 1 details how they will inform each element of process in the research 

project. 
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3.2. STAGES OF THE RESEARCH 

 

3.2.1. Overview of scoping research 

This stage of the research will be chronological and will document the applied theatre 

projects that took place in the period in a broad scoping process. Its methods will 

principally involve archival research using a range of sources, including funders’ 

reports, newspapers, websites, extant theatre companies, archives for defunct theatre 

companies, academic articles, documents, and material from interviews and surveys. 

In terms of sampling the research will aim to have a broad and inclusive sample, that 

allows for the diversity of the work.  

The main structural consideration in this research project is that it is both a 

longitudinal study and a cross-sectional one: the applied theatre works will be 

examined for their modes of authorship and creation; but the research will also span 

twenty years, examining the differences in types of project and types of creation over 

that time. With the lengthy time span of the research it is likely that I will need to know 

of the existence of as many as possible of the projects of the period.  This will require 

a broad (though shallow) scoping process that will reveal the projects that have taken 

place, and enough detail about them to enable the research-relevant features to be 

identified.  

However, it is worth noting that while the research spans a twenty year period, it is 

not longitudinal in the strictest sense of the word. “…real longitudinal studies in 

qualitative research are rather exceptional… A substitute for a prospective longitudinal 

research is often to take a retrospective perspective looking back on a development 

or process, for example in narrative or biographical study” (Flick, 2008, p.40). This 
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accurately describes the intention of the longitudinal element of the present research. 

In its scoping process it will draw in a large amount of data from across the period in 

a narrative study of the applied theatre of the time. The following stage of the research 

will involve focus limitation, discarding those pieces of data that are not relevant to the 

research and retaining only those that are germane, enabling patterns to be revealed. 

 

3.2.2. Analytical processes  

Creating typologies of authorship and a research framework 

A pivotal aspect of the process involves categorising some of the works of the past, 

with regard to their modes of creation, using a research survey conducted with project 

participants, theatre workers, funders, and managers. This is essentially a grounded 

theory process, where the collection of data through the survey, and the coding of it, 

will allow themes to become evident, using the words of the respondents (Glaser, 

1992). The survey responses thus coded will enable the creation of a typology of 

participation, or authorship: a sampling of the questions will show how works were 

created and the extent to which the respondents felt the works were singly authored, 

co-created, or communally authored by those involved. Additionally it may be possible 

to infer some values to the works created from the spread of the responses, using the 

data for quantitative analysis. As with the historic research, the aim will be to have a 

sample large enough to be inclusive of the diverse range of works that have taken 

place. Also important will be the necessity of avoiding ‘elite’ bias, where there is a 

dependence on respondents with ‘elite’ or expert status. The voices of participants will 

be essential in ensuring the responses are reflective of a range of experiences. 
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Hammersley and Atkinson make a useful observation on the use of smaller samples, 

and on correcting bias resulting from sample size: 

It may even sometimes be possible to carry out a small-scale survey 

on a larger sample of the population to gather information to assess 

the typicality of the cases being studied… Another possibility is to 

combine in-depth investigation of a small number of cases with more 

superficial checks on other cases (2007, p.34). 

Given that the theatre sector is small, and that dissemination of the research survey 

will depend on a limited number of sectoral organisations, theatre companies, 

community actors and freelance theatre workers, the aim will be to have a 

representative sample sufficient to describe the types of work that have taken place, 

rather than to amass large numbers of survey responses.  

 

Categorisation of historic projects  

This stage of the process will consist of coding the projects uncovered by the other 

research methods. This will be contingent upon some knowledge of the context of the 

work, and this will require methods that examine other forms of archive, notably 

accounts of the political and cultural background of the period. These will be sourced 

from reports and archives of the devolved government at Stormont, newspaper 

reports, written histories, policy documents from funders (not related to funding), and 

ephemera from the theatre sector.  

Braun and Clarke identify two different approaches to coding: that which is 

inductive, where themes are not identified except as they emerge in the process of 

analysis and meanings are induced from them as this emergence is resolved; and 
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targeted thematic analysis which is responsive to the areas the researcher is 

interested in and is “more explicitly analyst-driven” (2006, p.12).  The difference is one 

in which the research question might be said to evolve from the coding process, or 

conversely inform the coding process. As with the choice of theoretical approach 

previously discussed, my research calls for the latter process (p.12). The primary 

objective of this stage of the research is not analysis, which will happen at a later 

stage, but the definition of a secure body of data where the samples sit within the 

research parameters, and are representative of the projects that were taking place at 

the time. This will be achieved by ensuring as full as possible a data set, across the 

years under examination, and including as broad as possible a range of types. 

 

Analysis of the modes of work 

The process of coding will draw on all this information but be focused on arriving 

merely at typologies of the work. The research that seeks to uncover the authorship 

methods will be commenced at the stage of historic research, but will come more fully 

to the fore in the succeeding phase. This will analyse the modes of creation of a limited 

number of sample projects, with the intention of answering the questions relating to 

how the work was made. As with previous considerations on sampling, the aim will be 

to use a sample that is large enough to be representative, but also in this case small 

enough to allow for in depth investigation. The primary research method will be 

interview of those involved in projects. The advantages of interview as a method here 

are numerous. Castillo-Montoya observes that this method is useful, not only in 

generating data, but “for understanding participants’ experiences, how they describe 

those experiences, and the meaning they make of those experiences” (2016, p.811). 

Seidman sees the process as having a wider usefulness: “The purpose of in-depth 
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interviewing is not to get answers to questions… At the root of in-depth interviewing is 

an interest in understanding the lived experiences of other people and the meaning 

they make of that experience” (2013, p. 9). This can be said to define the degree of 

congruence that is sought in using this method in the phase of research that examines 

the processes of creation, where the complexities of the acts involved require a ‘thick’ 

and expansive accounting.  

The specific method here involves the creation of an interview guide or 

‘protocol’, and in order to assure quality and consistency in results, this will for the 

most part be used across the interviews undertaken (See Appendix 4). Though this 

will provide the template, the interviews will be semi-structured, with interviewees free 

to explore and discuss the themes raised in questioning according to how they see fit. 

Rubin and Rubin (1995, p.73) propose a method whereby the sampling is built into the 

process at the outset, in the selection of people to interview, with an emphasis on a 

variety of viewpoints and experiences. This is a recursive process that may result in 

extending the range of interviewees and thereby the experiences sampled, as the 

research evolves. The aim is to ensure that the range is broad enough to ensure an 

accurate spread of results.  Castillo-Montoya suggests that the interview should be 

conducted conversationally, but without losing sight of the goals of research: “You can 

preserve the conversational and inquiry goals of the research act by including four 

types of questions: (1) introductory questions, (2) transition questions, (3) key 

questions, and (4) closing questions” (2016, p.822). This is the format that will be 

adhered to in shaping the interview protocol. The template will comprise questions 

intended to open up the issues under investigation, but in a manner that allows the 

interviewee to feel comfortable about expanding on the questions, offering personal 

insights and reflections, and where they feel it appropriate, to discuss issues that are 
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not directly related to the research questions. This aligns with the advice of Rubin and 

Rubin (1995. p.43) who stress the value of a fluid and recursive research design for 

interviews. As described, this allows for selection of additional (targeted) interviewees  

as research progresses, but also a flexibility in the act of interviewing, responding to 

the evolving situation, the responses of the interviewee and their bearing on the topic 

being investigated.  

The processes of analysis, discussed in detail below, are obviously an influence 

on the process of interviewing, and again, this is reflexive and reciprocal. However it 

is important to note here that the methods used in interviewing will involve some 

coinstantaneous analysis. In the case of the interviews undertaken to identify the 

processes in applied theatre, there is inevitably an interest in both what is said about 

the projects, and the underlying values and ideologies that govern the creative 

processes used to make the projects. First and foremost is the need to identify what 

happened; but thereafter, it is important to interrogate the assumptions implicit in the 

approaches to the creation of the work. The difference is between an analysis that 

maps the surface of an object and an analysis that questions and theorises the 

processes of its formation. Braun and Clarke use the example of an uneven blob of 

jelly (2006, p.13). This odd analogy does suggest clearly the nature of the investigation 

into applied theatre, in its description of a form that is polymorphous, supple and 

protean—and inevitably to understand the processes that led to its formation there 

must be an appreciation of the contours of its underlying structure. This can be sought 

in the language used by interviewees in describing their experiences, using content 

analysis. However in the process of questioning within the interview, there will 

necessarily be some a contemporaneous analysis of the language in use, allowing for 

the more detailed analytical examination of language at the later stage.  
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Thematic analysis - practices  

The task of creating a thematic typology of the work will involve a synthesis of the data 

obtained from historical research, surveys and interviews, and the creation of a 

timeline of projects that fall within the parameters of the research. The thematic 

analysis will enable an examination of the processes used in the authorship of applied 

theatre projects in northern Ireland according to the types of themes and types of 

advocacy that they were used for. This will be dependent on a process of Cluster 

Sampling, grouping units of data (projects) into clusters according to perceived 

similarities, and then examining all the units in a cluster to see if the patterns hold good 

under close examination. This is a variation of the processes of sampling up to this 

point, which tend towards the selection of a given number of units from the data set, 

with a degree of often random selection, with the aim of a general representativeness 

before subjecting the exemplars to examination.  

Miles and Huberman propose developing a conceptual framework for thematic 

study using ‘bins’, where general categories are assigned names, and then linked 

together to form the framework (1994, p.18). This process is essentially a type of 

coding. The ‘bins’ in question here will use colour-coding of projects in an extended 

(physically created) timeline as a means of identifying similarities, the different colours 

representing the ‘bins’. In their general considerations of thematic analysis as a feature 

of research design, Braun and Clarke make an important point about ‘clusters’: 

Those approaches which consider specific aspects, latent themes and 

are constructionist tend to often cluster together, while those that 

consider meanings across the whole data set, semantic themes, and 



105 
 

are realist often cluster together. However, there are no hard-and-fast 

rules in relation to this, and different combinations are possible. What 

is important is that the finished product contains an account—not 

necessarily that detailed—of what was done, and why. (2006, p.15) 

The present research will be a mix of these approaches, and will aim not to theorise 

all the factors that influence the creation of an applied theatre performance text, but to 

give an account of the processes that can be identified, the themes that have been 

preferred, and the ways in which the work was a response to the culture and politics 

of the time. There are both explicit and implicit factors influencing the authorship of an 

applied theatre project for advocacy, and the cluster sampling and coding process 

should take account of both. 

 

Textual analysis - interviews 

The analysis of the plays and projects under examination (once patterns of themes 

and practices have been identified) involves content analysis of the interviews, in 

tandem with critical analysis of the research findings. The analysis of interviews will 

be a thematic analysis, involving coding of the text, identification of themes and 

subthemes, relation of these to one another and to broader theoretical frames, and the 

extrapolation of generalised findings. This process therefore gives primacy to the 

themes that evolve from the research. Braun and Clarke specify five stages that lead 

from initial approach to completion of the research analysis (2006, pp.16-23). This will 

form the research design for  the thematic analysis of the research interviews.  

Stage one concerns becoming familiar with the material. This involves repeated 

reading, and active reading where note taking, and code-formation are part of the 
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process. Transcription is an important method for enabling assessment of interview 

material, though this should be thought of as analytical and not merely imitative (Braun 

and Clarke, 2006 p.17). The transcription of interviews must be rigorous. Braun and 

Clarke insist that it must be respectful of the transcribed source “in a way which is 

‘true’ to its original nature”. Even punctuation is problematic, where the inclusion / 

relocation of punctuation alters meaning. That being so, it is an important interim step 

(and one that is important to document) that the transcripts are checked and verified 

against the audio, and that any obvious errors are corrected. These are then remitted 

to the interviewees for review, at which time they can offer corrections to the text (on 

the basis of misunderstanding, or of details which have been misheard). With the 

double corrective of researcher and interviewee review, it should be possible to 

progress to the next stage of the analysis in the knowledge that the written record of 

the interview is accurate.  

This second major stage involves the creation of thematic codes. A number of 

strategies are available for coding, including highlighting, sticky notes, copying and so 

on. The process seeps into the following stage three, that of finding themes and coding 

the interview texts thematically. This will identify major topics for study but also links 

and connections between these topics, and places where a given theme can be 

subsumed into a broader theme (p.19). Braun and Clarke recommend using 

visualisation methods to collate themes: mind maps, piles of paper arranged by theme, 

and so on. Importantly though one should not favour any theme or arrangement of 

themes, as at this stage one cannot be certain whether the initial arrangement of 

themes will hold good for the duration of the analysis. The fourth stage is reviewing 

themes, where the themes are examined to see if some might be merged into a single 
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theme, others potentially discarded, and some coding titles redesignated as themes. 

Recoding forms part of this process.  

The fifth phase requires that the themes be defined and that the essential 

information that underlies the theme is identified, its coalescence of data complete. 

“For each individual theme, you need to conduct and write a detailed analysis” (p.22). 

This involves defining the theme, looking at sub-themes, looking at relationships 

between themes, and describing what it will tell you.  

The final stage is report writing. This consists of a twin process of analysing 

and discussing—the analysis should look at the data provided by each theme and 

interpret it. This interpretation includes not only what the theme is saying about the 

matter under investigation, but what the assumptions are around the way it is 

discussed, and how these themes come together to provide an insight into the work 

under examination. It is this discussion of the practices and their underpinning 

ideologies that will afford the best opportunity for an in-depth critical analysis of the 

work.  

Inherent in this is generalisation, whereby the themed data sets are subject to 

two processes, namely ‘subsuming particulars into the general’ and ‘factoring’ (Miles 

and Huberman, 1994, pp.255-6). The former is concerned with formulating themes in 

such a way that all relevant items can be drawn in, but also that the process serves to 

exclude irrelevant or variant data. In the research topic here, this might mean themes 

that relate to projects with working-class Protestant communities about the First World 

War would be subsumed into a category that was ‘working-class theatre projects’, or 

a theme that was ‘Protestant Unionist Loyalist projects’ or even ‘projects about the 

First World War’, dependent on what coding was most apt, and most revelatory.  
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In angling the research toward the capture of the ‘quality’ of the experiences 

being analysed, Miles and Huberman suggest two distinct approaches to describing 

themes: one which give a rich description of the entire data in the set to present a 

broad view of the data; and one which focuses on a particular area (p.11). This aligns 

with the research questions that are at issue in my research—the exploration of 

authorship in the applied theatre projects. Thus for a thematic analysis of my research 

interviews, I will be using an approach that focuses on questions of authorship; but 

inevitably other themes will be important, such as on areas that impact on modes and 

techniques of authorship: funding structures; political contexts; relationships between 

different constituencies involved in projects; the specifics of communities that have 

been partners on the projects. 

 

Modal analysis - authorship  

In ensuring the research uncovers the detail of authorship of applied theatre projects, 

a close examination of authorship processes is mandated. In order to be sufficiently 

penetrating, this study must be focused on investigation that is specific, unique, and 

unitary. A case study is the most obvious means of exploring the authorship processes 

in this level of detail, and is used here to examine the play The Crack in Everything 

(2018) by Jo Egan. Egan’s work has been continuous across the historic period under 

investigation in this thesis, and is also ongoing; this enables observation and 

investigation of historic projects and, in the case of The Crack in Everything, evolving 

contemporary practice.   

A case study is most useful in research where the questions seek to find how 

a method or situation operates, and where the research requires in-depth analysis 
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(Yin, 2014, p.2) and so it is apposite here. The processes used by a given writer or 

director are a matter of principles, conditions, practices and people in combination, 

and the competing agendas of communities, other practitioners, funders, and the 

participants involved in the creative process make for a dynamic, fluid and complex 

phenomenon, one that is elusive and resistant to definition. The central question one 

seeks to answer in regard of authorship is how the work was authored: what are the 

methods used to create it, and what conditions shape these processes? Those 

questions relating to what happened—what projects took place, with which authors, 

and what funding sources—are generative of research processes such as the archival 

research, generating history, and the surveys, as described above. Those questions 

relating to how work was undertaken will be investigated using case study and 

interviews, as most appropriate to the enquiry. Questions relating to why the work was 

created will be explored in the analysis of the evidence, garnered from the research 

that uncovers what happened and how it took place, and will be a feature across the 

entire research project.  

The access and availability of live situations to observe inform the choice of 

history as case study method. Yin notes that ‘contemporary phenomenon’ is not 

necessarily the direct antonym of ‘dead history’ but instead a descriptor that can 

include “…the recent past – just not those events extending back to the ‘dead’ past 

where no direct observations can be made, and no people are alive to be interviewed” 

(p.24). Thus a case study which examined the work of Egan over the period of the 

research period, using her most recent play as subject, would be partly historic and 

partly contemporary, but would, in Yin’s definition, be considered a ‘contemporary 

phenomenon’. Its purpose is not to enable theorisation about widely generalisable 

phenomena, but to enable the testing and applicability of theories. Interestingly, he 
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notes that “you could even do a valid and high-quality case study without leaving the 

telephone or Internet, depending on the topic being studied” (p.21).  

With severe restrictions in place on movement and interaction with other people 

during the latter stages of this research, from spring 2020 to spring 2021, the 

possibilities for ethnographic field study of applied theatre projects are severely 

restricted; the SARS-CoV-2 virus (Covid-19) pandemic has effectively closed off entire 

avenues for research that were central to the original research design for this PhD. 

However, mindful of the need for the research design to be ‘flexible, iterative and 

continuous’, the option of a case study using remote access methods, including 

emailing, documentary analysis, interviewing and archival research has been 

selected. This will enable me to arrive at much of the same valuable data as was 

sought in the original research design. This data is descriptive of the processes in use 

for the case study at the end of chapter 4, with a view to extrapolating and evolving 

theoretical generalisations, as described by Yin, relating to the creation of a sample 

applied theatre work, The Crack in Everything, by Egan. Thus, strategies for creation 

of applied theatre projects can be identified that will be of use to the constituencies I 

hope to reach through dissemination of this research.  

On the matter of what might be the subject of a case study and what might form 

evidence in that case, Hancock and Algozzine specify that case studies tend to look 

at one of four categories of subject: events, situations, programs or types of activity; 

importantly, though, they note that it can look at a specific individual as an insight into 

a group of individuals, which is the intention here (2006, p.15).  

As case study research is contingent upon the use of a range of materials and 

sources, it is descriptive and detailed. Among the sources that might be included are 

documents, interviews, direct observations in the field, audio-visual materials, and so 
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on. “It employs quotes of key participants, anecdotes, prose composed from 

interviews, and other literary techniques to create mental images that bring to life the 

complexity of the many variables inherent in the phenomenon being studied” (Hancock 

and Algozzine, 2006., p.16). In the proposed case study of a recent work by an applied 

theatre practitioner, the range of sources will include interview material, performance 

text, theatre ephemera such as marketing materials, a personal account of the 

production from the writer-director, press cuttings, funding applications and other 

sources. This is in line with the point made by Hancock and Algozzine regarding the 

purpose of the study. It also tends to be “more exploratory than confirmatory; that is, 

the case study researcher normally seeks to identify themes or categories of behavior 

and events rather than prove relationships or test hypotheses” and may use processes 

that are ethnographic, historical, or derive from psychology or sociology. 

The original case study design for this research project corresponded to the 

ethnographic designation, where the intention was to explore the work of Jo Egan in 

an observational setting, in order to obtain insights into authorial processes. This was 

considered practicable, and consent was obtained from Egan and her cast for the 

observation of rehearsals and performances of the Body Politics plays, due to take 

place in March 2020. However, while the researcher was able to attend some early 

rehearsals, the intervention of the SARS-CoV-2 virus made a comprehensive 

ethnographic study impossible. The result was a reorientation into a historical / 

sociological design.  

 While there is a quantifiable amount of information on authorship in relation to 

the projects and theatre workers within the study, this is largely superficial. It is not 

uncommon in funding reports, or newspaper reviews, to find that ‘so-and-so wrote the 

play’, and in interview, so-and-so will agree that they wrote the play. But what actually 



112 
 

took place in the writer’s study, or in the writer’s head, in the process of creating the 

performance text is, and is likely to remain to a large extent a mystery.  

How an author writes a play can be (to some extent) inferred from the sources 

they used, and from the performance itself. With a case study, by accumulation of 

details of the ‘before’ (sources and materials) and the ‘after’ (text and performance) 

the intervening portion of the writing process, the time spent in the writer’s study (and 

in the writer’s head) can be narrowed to a substantial degree for the researcher. With 

access to documents that show what the motivations, incentives and materials were 

that pressed on the writer’s process, and what the productions were as a result of 

these can give a set of indicatory data for the part of the process that is unavailable to 

us. The case study with Egan, exploring in detail her work on The Crack in Everything, 

provides an opportunity to unearth the detail that will fill these gaps. This conforms to 

Yin’s definition of a process that enables theoretical generalisation, where empirically-

tested data is (and is likely to remain) unavailable. In these circumstances a 

descriptive study of contemporary phenomena with historical purview is the best 

research method for investigating the phenomenon of authorship of applied theatre 

projects for advocacy.  

 

Strategies for ensuring rigour 

Throughout the process of collecting, collating, analysing and formalising the research 

data, processes of quality control will be active. The placement of this consideration 

at the end of this chapter on methodology should not be thought to imply that this is 

something that will happen at the end of the research. As with all the research methods 

described here, these processes will be recurrent and iterative.  
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Of primary importance in the matter of quality control are the practices of 

standardisation, sampling and triangulation. Flick notes how the question of quality in 

qualitative research is related to that in quantitative research, which relies on 

standardisation. The fact of placing controls on the research that limit unnecessary 

variation enables a degree of objective alignment of data. However, he notes also that 

there is little agreement on the matter of standardisation in qualitative research (2008, 

p.42). That said, it does have some value in the present research project. As has been 

pointed out, the research survey will be standardised for all respondents. Similarly, the 

interviews will be conducted with a protocol that is standardised, but allows for 

openness to the responses proffered by the interviewee and flexibility in the 

questioning, in a semi-structured format.  

On the tricky matter of selecting who to study, Miles and Huberman stress that 

multiple sampling and sampling with variation enables confident research conclusions. 

This accurately describes the sampling strategy for the current research: the samples 

were sought across the entire spectrum of actors in applied theatre projects (1994, 

pp.28-9). They suggest errors in representativeness can be corrected by increasing 

the sample size; seeking out contrasting cases or subjects; systematically sorting 

cases; and random sampling from among a broad range (p.265). They recommend a 

number of strategies to avoid bias, as part of verification methods, including 

triangulating with multiple collection strategies.  

In order to safeguard the research process and ensure quality control at all 

stages, the research design has multiple methods built in, with rigorous sampling, 

standardisation and triangulation process embedded in the design. These safeguards 

built into the research design will ensure that the data obtained is of a useable standard 

and quality. A tabular representation of the research design, organised according to 
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strategies for ensuring rigour, is shown in Appendix 1. This presents the research 

design components, methodologies, and data sources for all data generation of the 

project research. 

 

3.2.3. Summary 

From the discussion of research approaches in the foregoing pages, it can be seen 

that the methodology selected is a mixed methodology, as befits a research topic of 

this level of complexity. The questions that are under consideration here relate not just 

to the facts of what took place, but to the ways in which it took place, and the effects 

of both of these. The research seeks insights to a range of different types of project, 

with different methods of creation, and with diverse participants and communities. By 

using a bespoke mixed methodology where each element is designed to be 

appropriate for the specific knowledge sought, and analytical methods are structured 

to enable objectivity and insight, it is hoped to elicit the qualitatively rich information 

necessary to an understanding of the modes of authorship in use in northern Irish 

applied theatre projects. 

 

3.3. COLLECTING DATA, COLLATING HISTORY   

In attempting to analyse applied and community theatre projects, one is constrained 

by the types and quantities of evidence available, and this is the principal challenge of 

this type of research. The section which follows will describe in detail the processes 

used to uncover information about the theatre projects under examination, the 

strategies used to ensure a sufficiency of data in order that the research is 

representative, and the means by which this process was structured to allow for 
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examination in detail of selected projects. These research methods are described in 

two categories: those relating to the data mining required for the narrative study of 

historic projects; and those processes used to examine the works in close detail, 

namely research survey, interviews, and case study. 

 

3.3.1. Challenges in examining historic applied theatre 

A researcher engaged in a study of  ‘mainstream theatre’ (Nicholson, 2005, p.2.) has 

an abundance of riches to examine: main stage productions by their nature are 

designed to draw public attention. Invariably a large amount of effort, and often large 

amounts of the production budget, are devoted to generating press coverage, 

features, previews, and reviews, to build public awareness of theatre companies and 

their productions.  As well as press reports, in more recent times the researcher has 

had the benefit of the volume of social media contributions to the promotion of a work, 

and comments in public response. Further, online media players, sound archive sites 

and video platforms now allow access to archived productions, and enable the 

researcher to watch trailers, television and radio marketing, podcasts about major 

shows, and often whole productions filmed live or reconstructed for the camera. In 

addition to the profuse creations of marketing and PR departments, there are also the 

ephemera of the production that can be accessed in archives and library holdings: 

posters, programmes, tour materials, a ‘show book’ or ‘prompt book’; all enabling a 

researcher to reconstruct for the reader the specifics of a production. But perhaps the 

most significant item available is often the playscript. It is now fairly wide practice, even 

standard, to sell published playscripts at performances, whether as an expanded show 

programme in booklet form, or as a single, separately-sold volume. These can be 

bought at low price online years after the show has closed.  
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By contrast, the researcher in applied and community theatre has almost none 

of this material, severely restricting the capacity of the researcher to examine 

questions of authorship. The ephemera available is of a very different order. In 

northern Ireland, the press does not routinely cover theatre. Where it is written about, 

it is often an occasional piece by an ‘arts correspondent’: there is no news source 

which has a regular theatre critic. The theatre covered by the mass media tends to be 

the main stage professional productions, produced by well-known companies, and 

authored by playwrights that are known to the general public. Small-scale, local, 

community based, and applied work is very rarely featured. This will be shown in the 

analysis of press writing on theatre later in this chapter.  

In relation to the available ephemera, what archive holdings are available are 

often piecemeal and often not catalogued. The exception is the material held in what 

constitutes the main northern Ireland theatre archive, at the Linen Hall Library, a 

private membership library in Belfast. The issue of the lack of a paper trail for 

community arts activities has been a matter of academic concern for some time (see 

Kelly, 1984, pp.29-30; Jeffers, 2010, p.29). The northern Irish professional companies 

themselves are not for the most part in the business of retaining or maintaining 

archives, nor do they have the resources. Companies generally have between one 

and four staff, though some operate with no full-time staff at all. Tinderbox has two 

part-time staff; Bruiser Theatre Company has one full-time staff member, as do Sole 

Purpose Productions and Terra Nova Productions. Aisling Ghéar has two full-time staff 

members (The Charity Commission for Northern Ireland, ca. 2021). They do not have 

the resources—in people or space or time—to maintain archives. Archiving is a time-

consuming, and therefore costly business.  
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The holdings of the Linen Hall Library are by far the most complete and are 

invaluable for the researcher. They have been thoroughly documented in the 

invaluable scoping study by Byers and Pierse (n.d.). However, as research resources, 

they have their shortcomings. The Linen Hall Library theatre archive contains some 

391 boxes, as per the manifest of the collection, but this includes a wide range of 

materials. Within the collection are boxes of materials relating to cinema, radio drama 

production, arts festivals, southern Irish companies, community projects, major 

venues and more. (See Appendix 3.)  Much of this material covers professional theatre 

in the period of the conflict and subsequent to it and is of direct relevance to the 

research in hand. However, the boxes relating specifically to community projects 

number only four. Of particular value are the holdings for important but defunct 

companies and organisations such as Dubbeljoint Theatre Company, JustUs Theatre 

Company, and the Community Arts Forum. In addition, some material is of use as it 

fills in gaps in the record relating to the work of extant companies and organisations, 

and projects of key practitioners.  

The publicly held theatre archives of the Library Service, at Belfast Central 

Library, are largely concerned with conserving Belfast’s theatre legacy from the golden 

age of variety and music hall, and are well-stocked with programmes and playbills from 

the many important venues of the Victorian and Edwardian period, less well stocked 

with material for the mid-to-late twentieth century, and almost devoid of anything from 

the period under examination here. It is to be assumed that the pre-eminence of the 

Linen Hall in this area has acted as a discouragement to the public libraries in 

developing their archives.  

These challenges are offset by the fact of the sector and the region being small, 

and this has enabled some of the challenges to be circumvented. Personal 
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connections, the fact that the sector is closely networked, and the existence of an 

active lead body for theatre companies and practitioners (Theatre and Dance NI) have 

in some measure made up for difficulties in other areas. The following section deals in 

detail with how these resources were put to use to provide a picture of the projects 

and productions that took place between 1998 and 2018. 

 

3.3.2. Scoping and sources 

The creation of an extensive and detailed picture of the applied theatre projects of the 

period is fundamental to an analysis of the modes and structures of the projects, and 

an understanding of the types of authorship involved. In order to create this historical 

record, a narrative study is mandated. There are several reasons why a chronological 

narrative study is best here: in the first instance, it creates a broad picture of the sector, 

facilitating an understanding of the macrostructures that support it; by seeking only to 

describe that which has happened, it disencumbers the study of the subjective 

judgements inherent in a critical analytical study; and it enables one to see the full arc 

of developments across the period, identifying emerging patterns and historical trends. 

This decision is balanced by the focus of the three following chapters on analysis of 

the works. Therefore the research into historic projects presented below, in chapter 4, 

seeks to: 

• create a comprehensive survey of the types of project undertaken by historic 

companies, both extant and defunct; 

• identify modes of authorship used in projects; 

• examine in detail sample projects to analyse the techniques and the themes 

used in their creation. 
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In order to identify those projects that matched the criteria of the research questions, 

a broad scoping process was used that has a number of overlapping elements. These 

elements enabled the creation of a body of data that, while not making any claim to 

comprehensiveness, could claim to be representative and, in its collation of a 

representative sample of works of the period, can also make claim to being an original 

contribution to knowledge in the field. 

 

Professional theatre sector 

The first source of data for theatre of the period must inevitably be the professional 

theatre companies. Because of the specifics of recent northern Irish history the theatre 

sector has some anomalous features, and it is worth exploring these here, as essential 

context for describing the work the companies do.  

During the period from the succession of the Thatcher government and through 

the post-conflict settlement, the process of ‘normalisation’, and social development 

that accompanied it, entailed the building of civic amenities, social housing, leisure 

facilities and a raft of other policies with the aim of minimising the social exclusion that 

was seen to be fuelling the conflict. This resulted in the commitment to build arts 

venues and performance spaces within 20 miles for most of the northern Irish 

population, through the ACNI Capital Build Programme (Arts Council of Northern 

Ireland, 2014c). This was completed successfully for 96% of the population by 2014, 

providing what is now an exceptionally high density of spaces equipped for 

professional performance, as measured against the northern Ireland population. The 

programme funded 39 building projects, at a cost of over £70 million, for a population 

estimated at 1,902,000, giving a density higher per head of population than any other 
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region of Britain or Ireland (Office for National Statistics, 2019). As a comparative 

measure, London has 138 theatres (LondonTheatre.co.uk, 2020) for a population 

estimated to be 8,674,000 (Office for National Statistics, 2016). 

Remarkably, of these thirty-odd theatres, only one can be described as a 

‘producing theatre’: the Lyric Theatre in Belfast. The Metropolitan Arts Centre in 

Belfast does co-produce some shows, but is largely  a receiving house. That being so, 

the sector depends heavily on independent production companies for the content that 

fills its stages.  

It is not possible to ascertain how many theatre companies are registered at 

Companies’ House in Belfast. The SIC code system means that companies can be 

registered under a number of different headings, such as ‘Performing arts’, ‘Support 

activities to performing arts’, ‘Artistic creation’, ‘Operation of arts facilities’, and it is 

also possible that some entities are registered outside of northern Ireland. Further, it 

is likely there are full-time theatre-producing companies registered as different types 

of entities including limited companies, sole traders, partnerships, or not registered at 

all (being essentially vehicles for freelance artists). This can be seen from the register 

of members with Theatre and Dance NI (Theatre and Dance NI, 2020). This resource 

provides an overview of the independent theatre companies. The members list does 

change, and has changed over the course of the research: new members have 

registered, and others have not renewed memberships. However, from their lists, and 

those of ACNI,  it is possible to identify 39 companies that are in the business of 

making theatre.   

This list was researched to exclude those that are primarily makers of youth 

theatre, Theatre in Education, those that are not full-time professional companies, 

those that are recent creations (and therefore were not active within the timeframe of 



121 
 

the research), and those that do not make applied theatre. This returned a cohort of 

17 professional producing companies registered as members of Theatre and Dance 

NI, who were active in the period under examination. These companies were 

approached and asked to provide details of projects they felt fell within the terms of 

the research. The request specified “projects with communities”, “participatory 

projects”, and “outreach projects”, as all these terminologies are in use. The object of 

this initial request was to furnish a base dataset.  

Those companies who did not reply were added to a list of companies for web 

or archival research. Of the companies approached, nine returned a list of their 

projects. This was often lacking detail about authorship. Some companies did not 

specify which projects were applied, while others sent their repertoire list. This 

nonetheless provided the basis for further research. Thereafter, company websites 

were mined for detail on historic applied theatre projects. This was effective as almost 

all of the companies have a website element where previous projects were listed. This 

gave a good sense of previous work in most cases, though it is to be expected that 

the websites do not detail all previous projects. Additionally website redesigns meant 

that in some cases companies did not have any data on historic projects. Tinderbox 

Theatre Company, for example, had no information about applied theatre or outreach 

work prior to 2019. (The company has been in existence since 1988 and was, up to 

2017, one of the most active producers of applied theatre in northern Ireland: 

Tinderbox Theatre Company, 2017). 

In order to circumvent these shortcomings, historic versions of websites were 

researched. This involved using the Web Archive to examine snapshots of company 

websites using the company website URL and searching for previous generations of 

web content using the Internet Archive search engine (Internet Archive, n.d.). This 
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gave additional information and enabled detail to be uncovered where previously there 

had been gaps. However it was not successful in all cases. Partisan Productions, the 

theatre for social change company, does not have a website. Green Shoot 

Productions, the company that produces Lynch’s plays, has only limited archive 

material on their website. Additionally, some companies’ websites revealed no applied 

theatre projects at all. However it is safe to assume, with cross-checking on extant 

websites, that this is usually because the company does not make applied theatre, 

according to the definition in use here. This is true of Bruiser Theatre Company, and 

C21 Theatre Company, for example.  

Some remaining gaps concerned defunct companies which were likely to be 

relevant to the research. Using data collected from various sources, including David 

Grant’s indispensable survey of community theatre, Playing the Wild Card (1993) and 

the Linen Hall Library archives (see Appendix 3), a list was compiled of defunct theatre 

companies from the research period. Again, online searches were conducted using 

the Web Archive to locate information about these companies’ productions. However, 

this produced only a very small number of projects, and therefore most of the 

information about these companies is drawn from literary and archive sources, and 

from funders reports, covered elsewhere in this section.  

Finally, in order to facilitate a close examination of the techniques and 

structures involved in creating the text for performance, it was clearly necessary to 

engage with those involved in projects. To initiate that process, an online survey called 

Applied Drama in NI was set up on Survey Monkey. This survey is attached as 

Appendix 2. The survey was anonymous. It was available online from January until 

June 2019. Using a filtering question it was possible to get some respondents to agree 
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to provide further information about the projects and their involvement in them, and 

from this a number of interviews were arranged. 

 

Linen Hall Library archive 

Those professional theatre companies that did not respond to requests for information, 

along with now-defunct companies that were active in applied and community theatre, 

were researched in the aforementioned Linen Hall Library. This provided a secondary 

checking mechanism for the companies who did not respond to requests for 

information about their previous applied theatre projects for whatever reason. The 

information thus obtained provided a broad spectrum of projects, many of which would 

conform to the designated research criteria, and a large number that would not.  

A useful resource that was examined in detail at the Linen Hall Library was the 

archive of the Community Arts Forum (CAF). This body served as the main advocacy 

and support organisation for community arts from its founding in 1993 to the merger 

in 2011 with New Belfast Community Arts Initiative (see 1.1.5., above). Under the 

leadership of playwright and theatre director Lynch, CAF was central in many of the 

early community and applied theatre projects, and published a newsletter (Community 

Arts News, known as The CAN or Wee CAN). This newsletter provided much useful 

information about the theatre projects of the period, and the community arts sector 

generally.  

 

Funders 

Two key pieces of research provide invaluable data on funding of applied and 

community arts projects, conveniently bookending the period under examination.  
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Matarasso and Chell’s 1998 report Vital Signs give a snapshot of the period 

where current research begins. It covers projects based only in Belfast, and while this 

limits the geographic spread of the data, it can be taken as indicative in relation to the 

sources of funding for applied and community theatre in northern Ireland generally. In 

the report, projects drew 50% of their funds from the Northern Ireland Community 

Relations Council (CRC) and ACNI.  

The University of Liverpool / Queen’s University Belfast study on Arts for 

Reconciliation is ongoing and covers arts funding from 1995 to the present. At a 

meeting of the Research Advisory Committee of the project in November 2018, initial 

findings were presented that showed the key funders of projects were ACNI, the CRC, 

local councils, and the Community Foundation of Northern Ireland. These funders 

disburse funds from a number of sources, where other funding bodies, such as trusts 

and foundations, generally distribute funds only from their own resources. These two 

pieces of research are explored in greater detail in chapter 6, section 6.2.5. For the 

present, it is sufficient to note that the data available from any one of these major 

funders will provide a fairly comprehensive picture of the types of applied theatre 

projects funded, sufficient for the needs of this research.  

The primary funder of arts in northern Ireland, the Arts Council of Northern 

Ireland (ACNI) disburses funds from local and national government through a number 

of streams, including a core funding stream, the Annual Funding Programme (AFP), 

project funds for organisations, and funding for individual artists. A request was lodged 

with ACNI to provide records of those projects that were funded between 1998 and 

2018 where the activities were described as ‘theatre’ or drama’.  

Outputs from ACNI databases revealed 582 projects that were defined as 

theatre or drama and funded from project funds. This constitutes one of two key 
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datasets for the research. While the information from the ACNI gives a fairly full picture 

of the work that took place in the period, the data set does not include applied theatre 

projects that were supported by the provision of core funding through the AFP. Clearly 

much of the theatre and performance supported by ACNI funds over the period has 

been delivered by core-funded companies. The projects undertaken by funded 

companies using funds from the AFP can thus only be accessed through examination 

of the work of professional companies, as detailed above, as data about AFP grants 

from ACNI would not enable the researcher to differentiate between funds expended 

by companies on applied theatre, and funds that were spent in other areas, such as 

major productions, space hire, office costs, and so on. 

The initial dataset delivered by ACNI on the 582 project-funded theatre and 

drama projects was refined using key words to identify those projects that met 

definitive criteria. The search words used were ‘community’, ‘participation’, ‘outreach’ 

and ‘advocacy’. Any extended description of the project was searched for details that 

identified the project as applied theatre. This returned a cohort of 97 projects in the 

period. These constitute every discretely-funded theatre and drama project supported 

by the ANCI between 1998 and 2018 for which records exist that enable identification.  

The second primary source of data on funding of projects is from the CRC. 

From 1998 to 2018 this organisation was the main provider of funds aimed specifically 

at community reconciliation from governments, international and transnational bodies. 

It funds arts and community work in the fields of community relations, conflict 

resolution, community advocacy and advocacy for cultural identity (CRC, 2020). This 

data set consists of all projects funded from 2000. This data was gleaned from CRC 

Annual Reports, with the exception of four years where annual reports, or essential 
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funding data, were not available from CRC. These reports were ultimately unearthed 

using legacy web search tools.  

This data consists of many hundreds of projects over the twenty-year span of 

the research. However it has the advantage that almost all the projects can be 

described as community advocacy. In order to provide a useable sample from this 

data, it was filtered using the search terms ‘theatre’, ‘drama’, ‘performance’, 

‘production’ and ‘play’ in order to return as many projects as possible that would be 

relevant to the research. The returned results were further filtered to remove results 

that described funding for ‘production of a booklet’ for example, or that aimed to 

encourage young people to ‘play football’. This returned a cohort of projects that were 

all theatre or drama in form. Further filtering removed those projects which were to 

result in non-performative outputs, such as a publication or workshops, in favour of 

those that had a theatre production or drama event as an element.  

A final aspect of the cross referencing consisted of Freedom of information 

requests to the eleven councils in northern Ireland, all of which have funded arts 

projects, both in their current form and under different names and with different 

boundaries, prior to the reorganisation of local government constituencies in 2015. Of 

these, only three responded positively. One offered to provide details of spending, but 

not about the nature of the projects funded; another offered some general details about 

policy; and a third council, Causeway Coast and Glens, while demurring to provide 

data, did offer informal help. This resulted in an interview with the council Cultural 

Services Development Officer, Elaine Gaston, who had been Arts Officer with the 

‘legacy’ council, Moyle District Council.  

Follow-up enquiries with the non-responding councils gave an understanding 

that these councils were not obliged (and not prepared) to provide data on the ‘legacy’ 
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councils, and that, on resubmission of a reworded Freedom of Information request, 

they would only provide data on projects funded after April 2015. As the value of this 

data would be limited, and as the research sought to be representative rather than 

exhaustive in relation to projects funded, no further research on council funding of 

applied theatre projects was undertaken. The ACNI and CRC data sets, coupled with 

information gleaned from professional theatre companies, the Linen Hall Library 

archive, press reports and literary / academic sources would likely catch those projects 

that were council funded (most funding being ‘matched’ from other sources), and in 

any case would be more than adequate for the needs of the research.  

 

The Press 

While not a primary source of data, newspapers were likely to be a useful source of 

information about applied projects, providing a secondary view on the projects, and 

details about productions that would provide context. In order to ensure that as many 

as possible of projects and productions were identified, the press sources examined 

were as numerous as possible.  

Not only were all the main newspapers searched using online databases, such 

as Nexis, ProQuest, and those of the newspapers themselves, but all available local 

newspapers were also searched also. The only large circulation news publications not 

included in the searches were the Business Telegraph and the Jobfinder. The 

searches were limited to the period from the 1st of January 1998 to the 31st of 

December 2018.  

The search process involved coupling all the words that had previously been 

used to identify theatre projects, using the words ‘theatre’, ‘drama’, ‘play’, ‘show’, 
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‘performance’, and ‘production’. These search terms were qualified in all possible 

permutations by search terms focusing on projects, productions and performances 

that were of a community or applied nature. These were ‘applied’, ‘community’, 

‘outreach’, ‘social change’, ‘participation’, and ‘advocacy’. A further set of qualifiers 

were then introduced, using words relating to authorship, to single out reports that 

might identify authors, or modes of creation. These were ‘writ*’, ‘author*’, and ‘script*’.  

This selection of terms aimed to give as broad a sweep as possible for articles 

relating to applied and community theatre reported on in the northern Irish press in the 

research period, at the risk of including material that might not be directly relevant to 

the research, which could be filtered out. This process uncovered what can be 

regarded with some confidence as the majority of articles relating to applied and 

community theatre in the region, and gave an insight into the types of work being made 

across the timespan of the post-conflict period. It also raised a number of questions 

relating to the extent of press coverage of these projects, and of theatre more generally 

in northern Ireland, demonstrating the comparatively scant focus on the arts in 

northern Irish journalism over the period, compared with other regions in the UK and 

Ireland. Where theatre comes off rather badly in this, applied theatre fares much the 

worse.1 

A large proportion of the articles returned were by Ian Hill, the arts 

correspondent for the Belfast News Letter and Belfast Telegraph among others, until 

his death in 2010. This can be accounted for given that Hill was the only dedicated 

 
1 An example of the startling difference in volume of press articles about theatre between northern Ireland and the 

UK generally can be illustrated by simple mathematics. The search that coupled the terms ‘theatre’ and ‘social 
change’ returned 2442 results for the UK between 1st January 1998 and 31st December 2018. When this cohort 
was filtered to include only northern Irish press articles, that number fell to 30. The 2011 census figures  (Office for 
National Statistics, 2011) give the UK population as 63 million people, and Northern Ireland’s population as 1.8 
million: one thirty-fifth of the total, or 2.857 %). With northern Ireland containing one thirty-fifth of the UK population, 
this suggests that the UK press generally are 2.5 times more likely to write about theatre and social change. 
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arts correspondent who had a regular column over the period. It is unarguable that the 

extent of coverage of the arts in general, and theatre specifically, in northern Ireland 

has historically been scant. The choice of what constitutes a worthwhile journalistic 

subject must therefore be considered, and it is noteworthy that in the local 

newspapers, the involvement of local people or groups is reason enough for inclusion, 

in the major daily newspapers in the region, and the Sunday papers, (Belfast 

Telegraph, News Letter, Irish News, Sunday World, Sunday Life) articles are more 

likely to mention a well-known writer or actor, even if only tangentially relevant to the 

story. This raises the question: are projects more likely to be considered newsworthy 

if they have some connection to a well-known writer or actor; or are the projects written 

about representative of a tendency for projects to get funding and therefore take place 

if they have a well-known theatre professional involved? It is by no means an easy 

matter to unpick, but it can be said with some certainty, on the basis of the news 

coverage amassed in the research, that the projects that feature well-known theatre 

professionals get more coverage. Notable also is the fact that these tend to be stand-

alone projects, funded from the kind of project funds identified in the examination of 

funding from the ACNI and CRC described above, rather than the works of the 

professional companies, undertaken within their core-funded programmes.  

This then begs the further question: are funders more likely to support stand-

alone projects that involve a well-known theatre artist, rather than those made entirely 

by communities and groups? In the matter of authorship, this would imply that funders 

are more likely to ‘trust’ in the success of a proposed project if the text is to be written 

by a well-known writer. It also suggests an obvious, obverse conclusion in relation to 

core-funded projects made by companies: that they have greater license to make 

works that do not depend on a single author of professional standing to create the text. 
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However, while several of the professional companies do focus on new writing, this 

tends to be works by individual, emerging or established professional writers (Prime 

Cut, ca. 2021; Accidental Theatre, ca. 2019). It seems likely that a combination of 

these factors leads to a situation where works written by theatre professionals are 

more likely to get made, and to be judged worthy of journalistic interest, thus garnering 

more press coverage. It is possible thus to theorise that those practitioners familiar to 

the public, through the press, and to funders will attract more subsidy; and that as a 

result the work that is supported by funds, including community and applied theatre, 

will feature a single professional author by default. This is a theory that will be 

examined in greater detail below (section 6.2.6). 

 

A picture of the landscape 

Having amassed a substantial body of data, which provides information about a range 

of projects, some detail on those projects, and qualitative material from press reports, 

one can proceed to use it to describe the landscape. While the data can be said to 

represent a broad and detailed picture of projects undertaken and is therefore fairly 

regarded as representative, it does not offer comprehensive detail on how the projects 

were authored. There is a degree of information provided in each of the sources. 

Theatre companies tend to mention some aspects of the authorship on their websites 

and marketing. Data drawn from funding applications and saved on funders’ 

databases gives, in most cases as a single line of information, an outline identification 

of the type of project. Press reports will mention an author if that person has a public 

profile, or occasionally if they have a personal narrative that relates to the themes of 

the work. As a rule, this information is sufficient to enable the exclusion from 

consideration of projects that do not fit with the research objectives. Thus, while the 
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research survey has specific qualities as a tool for identifying modes of authorship and 

identifying interview subjects, the larger merged dataset can be used to create a 

narrative study across the twenty-year timeline of the research. 

 

3.3.3. Summary 

In order to create a broad historic narrative study, it is necessary that data be collated 

that details the types of work undertaken in the period, ideally with information on the 

themes, the makers and communities involved, and its mode of authorship. This then 

enables it to be read in context of the time and circumstances of its creation, and a 

narrative can be built up showing how the works sit in contemporary history. This will 

inevitably have a historiographic aspect, involving reference to the political and cultural 

conditions prevailing in northern Ireland at the time, the policy agendas of 

governments and the dominant narratives within the cultural life of the country, as 

these are likely to be reflected in the concerns of communities, the types of work that 

the professional theatre sector undertook, and the projects that funders deemed 

worthy of support. This historic study, progressing through time across a span of 

twenty years, will show also that the types of practices funded and undertaken will 

change; and new species of work will appear in the eco system, influencing, displacing 

or coexisting with the types of practice that have preceded them. The data collated 

through the methods described here, from theatre companies, theatre archives,  

funders, press reports and a variety of smaller sources will, when collated into a 

timeline of works, constitute a representative history of the applied theatre of northern 

Ireland in the post-conflict period.  
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3.4. INVESTIGATING DETAIL: SURVEYS, INTERVIEWS, CASE STUDY 

Providing the essential detail needed to describe how projects and productions were 

created, and the methods of authorship in use clearly necessitates a targeted 

approach in order to allow for deeper interrogation of the project histories. In order for 

this to be possible, three main methods were used: an online research survey, a series 

of one-to-one interviews, and a case study. These activities are described in detail 

here.   

 

3.4.1. Survey 

In order to ensure the inclusion of the views and experiences of all stakeholders in the 

processes, projects and productions under examination, invitations to participate in an 

online survey were sent out to: 

• all companies and freelance theatre workers contactable through Theatre and 

Dance NI; 

• all local council arts and community relations officers, for distribution to 

community groups and local community arts organisations;  

• all arts council staff directly concerned with drama and theatre, performing arts, 

and community arts; 

• personal contacts and other networks in the theatre sector. 

 

The survey, Applied Drama in NI, ran between 1st January 2019 and 30th May 2019 

on Survey Monkey and drew 36 responses, from project participants, managers, 

theatre professionals and others. The target was that 70 requests be sent out, and 

that 35 responses would be obtained. The logic behind this process was that this would 
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provide a broad and diverse set of responses. By asking respondents to pass the 

survey on to contacts, this would further broaden the reach of the survey. In addition, 

many theatre professionals and community activists currently with a given organisation 

were likely to have worked with other companies and community groups across the 

span of years. This has been borne out by communications with individuals such as 

Carrie Anne McAlonan McCrudden (currently General Manager of professional 

company Aisling Ghéar, but formerly a stage manager with most of the northern Irish 

companies) and Jim McDowell (a community actor who has worked with Tinderbox 

Theatre Company, Shankill Community Theatre, on large-scale projects such as The 

Wedding Community Play (1999), and on community theatre projects with Heel and 

Ankle Community Theatre Company.)  

Ultimately, just over 100 requests were sent out to theatre professionals, 

companies, participants, community groups and sectoral bodies, and 36 responses 

were obtained from the survey (included at Appendix 2). In analysing the survey 

responses, a number of tools were used. Word cloud and statistical analysis available 

on the Survey Monkey application were employed to create an overview of the types 

of projects and types of respondents, and also to look at the issues that were most 

often mentioned in responses. These are included as figures 3; 5; 7; and 12, below.  

However, for an in-depth analysis of the replies, the Colaizzi method (Colaizzi, 

1978) was used in conjunction with the survey application functionality, and that of 

other applications. This descriptive phenomenological approach seeks to discover 

those words, phrases and formulas that recur in questioning, by clustering replies, and 

elements of responses, into groups that reveal the essence of what is being said. 

Morrow, Rodriguez and King (2015) summarise the seven steps of the Colaizzi 

process as follows: 
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1. familiarisation; 

2. identifying significant statements; 

3. formulating meanings; 

4. clustering themes; 

5. developing an exhaustive description; 

6. producing the fundamental structure; 

7. seeking verification of the fundamental structure. 

The surveys revealed information that was of use to the research project in providing 

valuable data about works that had taken place, and details about their modes of 

authorship, from which a typology of authorship modes could be created. This enabled 

the selection of exemplary theatre projects, which would allow these modes of 

authorship to be examined in the analytical chapters 5-7. The exemplary works are 

shown below: 

Figure 2: Table of exemplary theatre works 

Title (Company / writer(s), year) 

Sleep, Eat, Party  Tinderbox Theatre Company / Damian Gorman, 2009) 
 

Crimea Square (Shankill Community / Cochrane, Dougan, Haslett, 
Nicholson, 2013) 

Flutes, Flags and 
Flames 

(Heel and Ankle Community Theatre Company, 2015) 

Living Legacy SPACE 
Project 

(Tinderbox Connect, Newtownabbey BC, 2014) 

One World (Tinderbox Connect, Unite Against Hate, 2014) 
 

We Carried Your 
Secrets 

(Theatre of Witness / Teya Sepinuck 2009) 

We’ll Walk Hand in 
Hand 

(Green Shoot Productions / Martin Lynch, 2018) 

 

It is important to note here that the exemplary works were not chosen from the survey 

responses but from the works uncovered in the scoping research. Their selection was 
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based on two factors: that sufficient detail was available about them to enable 

definition of the authorship processes used in their creation, and that they aligned with 

one of the categories in the typology of works which resulted from the research survey. 

I include among the sample projects two that derive from my own work in the northern 

Irish theatre sector. The first, the Living Legacy SPACE project, is included as an 

example of work that is both ethically and aesthetically questionable, and it is for these 

reasons it has been included. The second, One World, is included as an example of 

where, largely because of constraints of time and production resources the theatre 

professionals, the production company, and the funding bodies who had 

commissioned them, were unable to manage the content, and thus the participants 

exercised an uncommon amount of agency. Both projects are discussed in section 

4.2.4. Further, I have referred to two other projects on which I worked: The Teenagers 

Guide to Reaching 20 above, in the introduction above (section 1.1.2.) and Stand Up, 

also in section 4.2.4., below. Where possible I have augmented my own recall of the 

productions with commentary from others who worked on them. By including these 

projects I hope to add the benefit of an insider’s view. 

The final question on the survey asked respondents if they were happy to be 

contacted about their answers, and if so, for their contact details. The majority of 

respondents agreed: a total of 24 respondents were willing to be contacted; six 

demurred; the remaining six surveys are accounted for by the fact that some 

respondents filled more than one survey, to describe different projects. On this basis, 

interviews were arranged with several respondents.  
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3.4.2. Interviews 

These interviews were conducted with theatre workers (writers, directors, facilitators, 

producers); project participants; and a local council arts officer / project funder.  The 

interviews set out to ask a small number of questions that would allow the interviewee 

a great deal of freedom to discuss projects and issues they felt were important in 

respect of authorship modes and projects structures. The interview questions were 

designed to be a starting point, and the interviewer often developed the interview by 

asking for detail about specific projects, and by following up interviewee replies, in 

order to ensure that information of use to the research was revealed.  

Accordingly, between January 2019 and May 2020, interviews were conducted by 

the researcher with eight interviewees. Two further interviewees were added at a later 

date, in May 2020, as the need for their contributions became clear. The selection of 

interviewees was subject to a number of considerations, once consent to be 

interviewed had been obtained: 

• obtaining a balance between professional theatre workers and project 

participants; 

• ensuring a balance between those from different communities; 

• providing representation of a mix of genders, ages, and experiences. 

Interviews were initially set up with those who had opted in on the survey form. In this 

way initial interviews were set up to include as wide a range of respondents as 

possible. However, it was also the case that proportionally the professional theatre 

makers were more readily disposed to agree to an interview, and the majority of those 

who opted out of interview were from among the community participants. Additionally, 

some of those who agreed to be interviewed initially were not able to be interviewed. 
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In some cases communications continued without reaching a definitive conclusion, 

and ultimately the lockdowns imposed as the global Sars-CoV-2 pandemic took hold 

made these impossible. These included Oliver Green from GSCP, and Stephen 

Gough from the 36th Ulster Division Memorial Association Arts And Cultural Society 

Of the initial eight interviews, one was discarded (with theatre director Dan Baron 

Cohen, notable for his work with Derry Frontline, as the work fell outside the timeframe 

of the research). The roles played by the remaining seven interviewees in this first 

round of interviews were as follows: 

• 3 theatre workers 

• 3 community participants 

• 1 funder / manager 

Two later interviews were added to allow for insights into specific projects, as the 

research progressed and as the need for the subjects’ insights became apparent. The 

first, Jo Egan, was interviewed as part of the in-depth research on The Crack In 

Everything for the case study on that play. The second, Ciaran McQuillan, for his 

insights on Sleep, Eat, Party, which was examined in detail as an exemplary project 

and where more information was sought on the process of authorship. 

The interviewees were therefore a heterogeneous mix of community activists, 

writers, theatre workers, project participants and project managers. Most of the 

interviewees had worked in several of these capacities, offering diverse viewpoints. A 

list of all interviewees and interview questions is included at Appendix 4.  
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3.4.3. Case study 

A key interviewee was writer and director Jo Egan, whose interview formed the basis 

of the case study, provided at 4.2.7., below. This interview was one of a number of 

activities that contributed important information to the study. As well as attending the 

production of the play The Crack in Everything, and rehearsals for the Body Politics 

project in February and March 2020, extensive archive research was undertaken on 

Egan’s theatre projects on newspaper archives, the web, and on Egan’s own website 

(Egan, n.d.).  I was also kindly provided with numerous documents by Egan, including 

CVs, funding applications, playscripts of her works, and her diary of the process that 

resulted in the play, The Crack in Everything. Emails supplemented the information 

amassed, when specific questions came up in relation to her works, processes, and 

values as a theatre worker. Alongside these principal information sources, I must add 

the important fact of my having seen and retaining powerful memories of the play 

examined in the case study, and several other Egan works. 

 

3.4.4. Summary 

The three methods described in this section, of interviewing, surveying, and 

conducting a case study, provide detail and depth on the works of the period, which 

have been uncovered using the broad scoping methods described in the preceding 

section (2.3.2). They offer the means to investigate not just what projects happened, 

but how they happened: what strategies for creation were used to author the plays 

and productions that resulted.  

In possession of this, the process of collating a representative history of the 

works of the northern Ireland applied theatre sector will be possible, which can then 
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be subjected to analysis, and conclusions reached about the implications for 

participants of the processes of creation prevalent in the period. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



140 
 

4.   A CONSPECTUS OF NORTHERN IRISH APPLIED THEATRE 

4.1. INTRODUCTION 

The primary aim in creating a timeline of applied theatre works that took place in 

northern Ireland in the twenty years after the Belfast  / Good Friday Agreement is of 

course to furnish the evidence necessary for a viable analysis of the works. This is an 

indispensable first step in advancing an understanding of the applied theatre in 

northern Ireland in the period.  

There is also a further concern in relation to applied theatre: that of the record 

being lost to history. In the context of post-conflict northern Ireland, this is of more than 

passing concern: this historical record, at risk of being lost to the future, is an important 

artefact in our understanding of the development of the peace processes as they 

evolved among communities, and thus affects our ability to shape the progress of the 

evolving peace. In order to have any prospect of using applied theatre with 

communities in processes for the continuing transformation of the conflict society, it is 

critically important to describe the significant role that community and applied theatre 

projects have had (and continue to have) in the process; to make the case for these 

arts as valuable, and significant both as artforms and as social projects; and to make 

the case for these processes as useful in parallel or analogous contexts, so that the 

techniques of applied theatre in a post-conflict society for peace building are available 

to others.  

This chapter will recover a substantial quantity of the projects of the period, and 

draw on the materials described in chapter 2 above, both to describe well-known 

projects that have garnered critical and academic attention, and to create a record of 

lesser known projects. The currents, trends and practices that developed over the 

period will be identified by the development of a comprehensive overview of the works 
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and this can then be related successfully to historical and political developments of the 

time. 

 

4.1.1. Nature of the survey 

The object of this historical survey of the applied theatre productions of the period is 

not to create an exhaustive compendium of the work that has taken place, but what 

might correctly be called a conspectus. This will aim to provide an overview of the 

works of the period, and identify those that were significant, remarkable, or exemplary, 

and through these enable the identification of the modes of creation that were in use. 

How one identifies works of significance, or indeed exemplariness, is not without its 

challenges. The approach will be to identify and subject to closer examination any 

work which has been remarkable: that is, any work which has drawn remark, had 

repeated mentions in the body of commentaries assembled for this chapter. Thus, 

works which have had two or more mentions in any combinations of the different 

commentaries will be noted. This collection of commentaries includes academic 

studies in books, academic journals, theses, and conference papers; formal reports 

from governmental and public sector bodies, such as the Northern Ireland Assembly, 

local councils, the Arts Council of Northern Ireland (ACNI), and the Northern Ireland 

Community Relations Council (CRC); and from journalistic sources, including news 

articles, reviews and so on. 

Thus identified, the material on a given work may then be augmented by 

ephemera from the collections and online resources of theatre companies, archives, 

and funding data. It is hoped that these identifications will allow for a rigorous 

approach—not that multiple mentions will vouchsafe the significance of a work, but 
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that these multiple mentions will enable some degree of identification of the modes 

and formations used to create the work. Thus rather than using the availability of 

information as some sort of spurious proof of the significance of a work, it will be used 

to identify those works for which sufficient material exists to make some sort of 

assessment of the forms and modes of the work’s creation. The survey which follows 

will follow the currents that evolved in a broadly chronological manner; the following 

chapter will have a thematic organising structure.  

Ultimately, the survey of historic applied theatre projects will reveal certain 

currents and developments over the period. Unquestionably there are historiographic 

considerations in this: to what extent do these trends and developments reflect the 

preoccupations of the researcher? However, it is beyond doubt that the research here 

covers a key period in the recent history of northern Ireland, and it is inevitable that 

the currents in the politics of the period will have resulted in particular responses by 

communities and theatre workers. The following conspectus hopes to identify those 

responses that were made by applying theatre to the questions that were then 

predominant in the social discourse. 

The post-conflict society in northern Ireland is changed beyond all recognition 

from what it was during the period of the most intense violence, from 1968 to 1998. 

This research sets out to examine the applied theatre works of the post-conflict period, 

to investigate the structures and ideas used to make them, and the context in which 

they happened. It provides a critical survey of the types of works that were made, and 

explores the structures that have supported the works. It also explores the ways in 

which communities and the professional theatre sector have responded to the 

changes in northern Irish society.  
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4.2. THEATRE POST-CONFLICT: 1998-2018 

4.2.1. 1998 – The Peace Agreement 

The signing of the Belfast Agreement, also known as the Good Friday Agreement 

(GFA) generated a sea-change in northern Irish society and reconfigured the social 

and political structures in a fundamental way. Not only was the agreement a settlement 

between the governments and (most of) the political parties in northern Ireland, 

cementing the peace and securing long-term demilitarisation of the territory, but it was 

also the basis of the establishment of devolved government. On the terms of the 

Agreement, the Northern Ireland Act was passed into law in 1998 replacing the 

Government of Ireland Act that had been enacted in 1920 (Northern Ireland Act 1998, 

s 2) to give Ireland Dominion status within the United Kingdom, and which resulted in 

the Anglo-Irish Treaty of 1921 (Melaugh, ca. 2021). In the area of arts and culture, the 

GFA and Northern Ireland Act changed the terms under which the primary agencies 

in northern Ireland functioned. Embedded within it is ethos of the New Labour 

government of Tony Blair, and their commitment to an agenda of arts and culture as 

tools for generating social inclusion.  

Hélène Hamayon-Alfaro (2011) makes a convincing case for the centrality for 

New Labour of this belief in using community arts for social change, specifically 

through the role of Geoff Mulgan, a key Blair adviser and former Comedia activist. 

Child notes that it was the Blair government who popularised the notion of ‘creative 

industries’ at this period, a time she calls “a high point for the commodification of 

culture and creativity and the re-merging of culture and work” (2015, p.13). It can be 

argued that the text of the agreement reflects these ideas and values in its provisions 

for cultural activity.  
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The GFA states, under heading 6 relating to Rights, Safeguards and Equality 

of Opportunity, the following, under the heading ‘Economic, Social and Cultural 

Issues’: 

Pending the devolution of powers to a new Northern Ireland Assembly, 

the British Government will pursue broad policies… for promoting 

social inclusion, including in particular community development and 

the advancement of women in public life. (Great Britain. Northern 

Ireland Office, 1998) 

This commitment to cultural inclusivity and the casting of arts in the key role as 

generator of social inclusion underpins the Northern Ireland Act in its entirety, and is 

legally guaranteed by the terms of Section 75, the portion of the Act that relates to 

equality in northern Ireland. Alongside its provisions in Clause 1 for equality for all 

citizens irrespective of religion, race, politics, gender, sexuality, or disability, the 

Section also makes regulations that impose a duty on public authorities to make policy 

decisions that support good community relations: 

(2)Without prejudice to its obligations under subsection (1), a public 

authority shall in carrying out its functions relating to Northern Ireland 

have regard to the desirability of promoting good relations between 

persons of different religious belief, political opinion or racial group. 

(Northern Ireland Act 1998, s 75) 

This covers the government departments, and government agencies such as the Arts 

Council of Northern Ireland. The terms for the development of community arts were 

set in law, and the approach to arts funding and promotion in northern Ireland generally 

would be built on these foundations. 
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4.2.2. The late 1990s - single identity advocacy in the CNR community 

While this emphasis on cross-community activity meant an emphasis on community 

arts, the work of individual companies in support of single community projects 

continued. As noted by Byrne, Grant, Maguire and others, this single community 

theatre had historically tended to come from Nationalist communities; the perception 

being that ‘Protestants don’t do drama’. As Grant notes, “it is clearly a fact that there 

are more community drama projects in Catholic areas than Protestant ones” (1993, 

p.40). As Marie Jones pithily puts it, “Only Catholics combine” (Grant, 1993, p.41).  

A key theatre maker in the development of Nationalist community theatre was 

Pam Brighton, co-founder and Artistic Director of DubbelJoint Theatre Company. 

Brighton had developed an impressive career as a barrister, actor, and director, with 

credits for the Hull Truck Company, Liverpool Playhouse, and the Royal Court Theatre 

before setting up DubbelJoint in 1991, with actors Marie Jones and Mark Lambert. An 

“old-fashioned Marxian class warrior” (Coveney, 2015) Brighton encouraged and 

supported new writing by activists in the Republican movement, going on to direct a 

number of works including The Laughter of our Children (2001) and A Cold House 

(2003) by Laurence McKeown and Brian Campbell.  

She was also central in the development of the independent west Belfast 

theatre company, JustUs.  Maguire (2000) describes in detail how the company was 

formed to create work for Féile an Phobail, the west Belfast arts festival, and staged 

Just A Prisoner’s Wife (1995) at the festival with Brighton’s support, winning the Best 

Arts Partnership Award from Belfast City Council for the play. On the back of this 

success the group set to work developing a new play, Binlids. The approaches to 
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authorship in this second play were an evolution of the working methods used in Just 

A Prisoner’s Wife, and worthy of close examination.  

Maguire notes the central role of Brighton in facilitating a process of joint 

authorship: “With the initiation of this second project, director Pam Brighton had spent 

time with the core group of women talking through stories and together they worked 

out the main areas which they then set about researching” (2006, p.50). He cites an 

article that elaborates the authorship process: “This research ‘involved hundreds of 

interviews with individuals or relatives of individuals, who would feature in the play, as 

well as collating articles and speeches to be used’ (Scally, 1998: 18)” (ibid.) Irish 

Playography ascribes the authorship jointly to Brenda Murphy, Christine Poland, 

Danny Morrison, and Jake MacSiacais, but notes also that the play was “Written with 

other members of the cast” (Playography Ireland, ca. 2019a). The play runs 

chronologically from the imposition of internment in 1971 to the present. The effects 

of the collaborative writing structures show in the complexities of its form: 

…the play is also stylistically diverse, combining documentary with 

naturalistic and expressionist treatments... The final script included 

verbatim accounts, transcripts of political speeches, facts and figures, 

political songs from the period and choral chanting. (Maguire, 2000, 

p.111) 

McDonnell also notes this composite form and calls it “less a montage than a rich, 

formal bricolage” (2008, p.174). He describes an authorship process that was initially 

based on story-telling in the homes of Ballymurphy women, and that this was intended 

to be a representation of their quotidian experience. This then evolved into 

“…collecting materials from diverse sources, script partly written, partly improvised 

and written up, then shown to community members to make sure it was ‘right’ ”. 
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The use of documentary sources and research serve to act as authenticating 

elements. A further and more complex authentication is represented by the manner in 

which the play, and its representations, themselves become a part of the history that 

the writers describe. This is a facet of the politicised positions in the text, conscious 

acts of advocacy for the community. Maguire notes that the play lacks balance, but 

also that this is not the purpose of the work, as Brighton points out. He theorises this 

partiality as “a recognition of the authority of ordinary people in remembering their own 

lives” (2000, p.112). His point here recognises the power of this kind of community 

drama, made as an act of advocacy, positioning the subaltern as an authority in their 

own experience, and acting as a kind of validation in the face of the social 

identifications made by the dominant culture. This is also an authentication for the 

audience: the community sees itself reflected in the representations on stage, and 

these representations counter the versions that are presented of it in the wider culture. 

In the terms of Arnstein’s Ladder of Citizen Participation, the project is operating at the 

highest rung: citizen power.  

Citing Bill Rolston, Maguire challenges the criticisms of this ‘partiality’, on the 

basis that the pluralist agenda of the state assumes an equivalence of the relationship 

between the structures and formations of the dominant culture, and each of the two 

traditions in question: the Protestant / Unionist and the Catholic / Nationalist, without 

taking account of the effects of colonialism. He sees the play as significant in its timing, 

coming just at the point that negotiations were underway for a permanent cessation of 

violence by the Republican organisations. The play allowed for reflection on the recent 

history of the community, critical questioning of the role of the armed factions and 

catharsis for the audience, in that it dealt with some of the traumas experienced by 

them. It also functioned as a corrective, challenging the marginalising presentations of 
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the west Belfast Nationalist community in the mainstream media, and proposes Binlids 

as an authentic presentation of self by the community. In interview Danny Morrison, 

one of the writers, offers a description of the ways in which the work was important to 

his community: 

…it was just this feeling of empowerment. So whenever the plays were 

performed, telling our story, and this was a community, you know. 

Funny enough, DubbelJoint was formed in the same year, I think – 

maybe the following year – that the broadcasting ban was introduced 

by Thatcher against Sinn Féin… you have these dramas being 

performed in the community, you know, which is a story you’re not 

going to get on the TV or the radio. So there was a power to it, an extra 

dimension to it. (Morrison, interview with researcher, January 25, 

2019, see Appendix 4) 

In describing this counteractive purpose he makes the case that the plays were an 

important acts of community advocacy. On the question of impartiality, the Irish Times 

reviewer from July 1999 found that Binlids, “…for all its republican trappings, and re-

enactments of the nearby Springhill and Ballymurphy massacres in the 1970s, was a 

deeply moving piece” (Irish Times, 1999).  

While there was general agreement that Binlids was a success for JustUs, 

being hailed within its own community and making a very successful tour to the United 

States, the company’s following play, Forced Upon Us resulted in considerable 

controversy. This play looked at the formation of the Royal Ulster Constabulary (RUC), 

the northern Ireland police force, in the period of the partition of Ireland. The project 

had been supported by Brighton and DubbelJoint again, with DubbelJoint applying to 

the ACNI for funding in the 1998-99 funding round, and being awarded £20,000 for 
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the production. Belfast City Council also supported to the production to the tune of 

£5,000.  

Before the play was written the controversy had commenced, with DUP 

councillor Nelson McCausland protesting at the award from the city council “despite a 

council office's recommendation the group should not get a penny” (News Letter, 

1999). Again, the focus on a single community was seen as problematic: “Most drama 

groups tackle a wide range of plays, but DubbleJoint [sic] don't seem to be able to see 

beyond west Belfast, and the politics of west Belfast, in all their productions.” (Nelson 

McCausland, quoted in News Letter, 1999).  

Worse was to come when the play was delivered to the ACNI for review. The 

response is described by Arts Council officer Damian Smyth in an article in Fortnight: 

“…when it did arrive it was deemed not of a sufficiently high artistic standard to warrant 

a huge injection of public subsidy” (Smyth, 1999). As a result, the ACNI refused to sign 

off on the original funding grant.  

The Director of Performing Arts for the Arts Council of Northern Ireland, Philip 

Hammond, outlined the charges against the play in a letter to the Irish Times on August 

2nd 1999, just after the play had opened: the play was not delivered on time; when it 

was delivered on June 24th 1999, it was ‘incomplete’; the ACNI pointed out its 

obligations to DubbelJoint and “a second incomplete script was received on July 15th”. 

This was reviewed by the ACNI panel and “was found to be artistically unacceptable”. 

A third draft was received some days afterwards (Irish Times, 1999).  

McDonnell argues that the issue was not quality but politics: “The problem with 

Forced Upon Us was not that it was a bad play (a matter of judgement) but that it was 

the wrong kind of play (a matter of politics)” (2008, p.178). The narrative of successive 
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drafts, and their description as incomplete, is suggestive of a writing process which 

was not of the type for most scripts reviewed by ACNI panels. Irish Playography 

describes the play as co-written by Brenda Murphy and Christine Poland, two of the 

writers who had worked on the previous plays (Playography Ireland, ca. 2019b) and it 

is likely the writing process was similar to the well-documented collaborative 

processes the company used on Just A Prisoner’s Wife and Binlids.  

The situation resulted in a withdrawal of a portion of DubbelJoint’s core funding, 

the sum of £18,000, which represented the ACNI calculation of the production costs 

(Irish Times, 1999). Despite the financial peril, Dubbeljoint pressed on with the 

production. Charges of censorship were laid at the door of the Arts Council (Ó Broin, 

1999) though they rejected this, citing instead “the withholding of funding on artistic 

grounds” (Smyth, 1999). Legal proceedings were instituted. Arts Council chief 

executive Brian Ferran was quoted as saying the script had been "deemed deficient 

in three main ways. Its characters were wooden—‘cardboard’ I believe was the word 

used. It was also deficient in structure, and the quality of the writing was as bad as 

anything the assessors had ever read” (Irish Times, 1999). However, the Irish Times, 

in examining the processes used to develop the material, finds it similar in many ways 

to the processes used previously by the company.  

The stridency of the production is disturbing, but it is the product of 

extensive research, mostly carried out by writer Brenda Murphy, in the 

Northern Ireland Public Record Office, the National Archives in Dublin, 

and the private files of local West Belfast man Arthur Fegan. (Ibid.) 

In the same article, Brighton adds, “We looked through all the Craig and Carson letters 

and speeches, everything they said and wrote, publicly or even privately in diaries”. 

Again, the documentary elements add a degree of verisimilitude.  
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When produced, the play was praised by Ian Hill the leading theatre critic in 

northern Ireland, and arts columnist of the News Letter, the daily newspaper of the 

Unionist community:  

…right up till Monday August 2nd, four days after the play opened, the 

Council was still insisting that its advisors found the now completed 

script to fall short of the artistic standards set as necessary for grant 

delivery. It didn't seem to count for anything that the play itself had 

opened and been revealed, under Pam Brighton's inventive and 

impassioned direction, to be one of the most electric home grown 

theatre experiences seen north of the Border in several years. (Hill, 

1999a.) 

He makes the point that the play clearly presents the history from one side only, and 

that the characterisations are at times propagandistic: “Apart from one decent, 

doomed trade unionist, all working-class Prods are portrayed as mad-dog bigots—if 

not hunchbacked to boot. All Catholics are decent family folk suffering ethnic 

cleansing” (Hill, 1999b) Yet he claims that the play is on its own terms successful and 

argues that the ACNI has made an egregious error.  

Responding to this charge, Damian Smyth of ACNI focused on the question of 

balance, implying that this was a consideration in the decision to withdraw funding 

from the play on artistic grounds: “Is that it? Plays for Fenians? Followed by different 

plays for Prods? Lovely. Is this right-wingery the agenda the arts should follow?” 

(Smyth, 1999). The impression is indeed of a decision that was made because of 

considerations of balance—as McDonnell says, “a matter of politics”.  
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The short but dynamic history of JustUs raises several key issues in relation to 

the theme of this research. As a community theatre company, the members were 

singular in their focus on making politicised theatre to serve their own people, at a key 

juncture in the history of that community (Maguire, 2000). The modes of authorship 

seem also to be ahead of their time. As Carole-Anne Upton notes, there has been a 

remarkable lack of documentary theatre in northern Ireland, given the obsessive and 

ubiquitous preoccupation with the record of the past, interpretations of the record, and 

historical memory (Upton, 2011, p.209). Taggart describes this preoccupation: “The 

injunction is always, on the murals, in the songs and stories, to “remember” this 

atrocity, or that victory, this victim, that martyr. In Northern Ireland, commemoration, 

celebration and indoctrination are hard to tell apart” (2009, p.68).  

In using historical records, scripted material, improvised and devised content, 

songs, and other materials, their work results in what McDonnell calls ‘bricolage’. This 

has the sense of ‘do-it-yourself’ and is suggestive of the tradition of alternative theatre, 

as described by Kershaw (1992) and Kelly (1984) but also a slightly pejorative 

connotation, that of amateurism. In their use of multiple forms and dramaturgical 

modes, the work they created certainly conforms to the definition of cross-form theatre, 

but it is perhaps in the unboundaried process of collaboration, drafting, devising and 

performing that the work achieves the greatest expression of the community asserting 

its own authorial identity, and its authority. This, and the insistence on advocating for 

a single community can fairly be regarded as ahead of the times.  

While the community theatre sector was largely engaged in making work on the 

Jellicoe model of community plays, under the leadership of CAF and with funding from 

the local, regional, national, and transnational governments, JustUs conducted 

something less structured and more ad hoc. This process of working I call aoristic 
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authorship: a type of communal creation where the text is evolved using myriad 

sources and multiple authors, where the process is not bound by any formal constraint. 

In many ways this more immediate, less structured, and ultimately messier mode of 

authorship results in something that is closer to what Kelly designates as “expansive 

actions” (1984, p.51). 

 

4.2.3. The late 1990s and early 2000s - the Jellicoe model 

The high-water mark of northern Irish community theatre on the Jellicoe model was at 

the same time in progress, and would be produced only a few weeks after the vexed 

production of Forced Upon Us.  

Following the formation of the Department of Culture arts and Leisure (DCAL) 

in 1999, the ACNI became an arms-length body (ALB) of this department, and its focus 

can be said to have changed, from supporting elite arts and acting as an advocate for 

artists, to being concerned with using arts as a means for enhancing community 

relations and social well-being. Hamayon-Alfaro notes that the ACNI Strategic Plan 

embedded this concept by its change in terminologies. Where previously it had 

concerned itself with arts policy, from the publication of the 2001 Strategic Plan, the 

Council described its focus as ‘cultural policy’ (2011, p.131). This can be seen as a 

watershed moment for the community arts sector, and indeed, the sector saw it as 

such at the time. Noting the sudden favourable change in policy that came with the 

election of the first Blair government in 1997, Lynch sums up the feeling of the sector: 

We came up with these terms: access, participation, authorship and 

ownership as a way of defining what community arts is and convincing 

everybody, just constantly lobbying. Now I have to say that we were 
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fortuitous in that our campaign coincided with the Labour Party coming 

in. And that was a great help because the very things we were saying 

for five years previous to that, Tony Blair, and the Department of 

Culture in London and Belfast, started sending these dictats to the Arts 

Council that was the same as what we wanted. Ah, it was just fantastic. 

(Lynch, cited by Floyd et al., 2011, p.18.) 

This governmental support, the advent of the new funding streams, and the 

prioritisation of community theatre for social development and reconciliation, allowed 

theatre makers to conceive more ambitious plans. In 1998 Egan with CAF stalwarts 

Lynch and Hyndman, developed the idea of a cross-community play set around a 

mixed marriage (Cleveland, 2008, p.14). This would draw in the community groups 

from different identity backgrounds that had grown under the aegis of CAF, and would 

be a complex mix of multiple identity groups. It would be facilitated by professional 

theatre workers, devising both separately and in combination. The performance text 

would be scripted by Lynch and Marie Jones, and directed by several of the top 

professional directors in the country.  

The story outline was quickly developed in conversations between Egan and 

Lynch (p.16). In sketching out how the story would be staged, they added structure 

and settings: the family homes of both bride and groom, a church and a wedding 

reception. This was the structure that would be in place for the final version of the play. 

It is important to note that this had taken place within days, before participants or 

funding have been confirmed, and that the structure of the performance text, the 

timeline for production, the main themes and the outline ideas for the characters are 

already in place. The Wedding Community Play, as the project was to become known, 

ultimately came to occupy a place of seminal significance in the history of community 
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theatre in northern Ireland. However, its processes of authorship were troubled, and 

in respect of this it is of interest to the present research. 

Cleveland describes the first meeting of the project collaborators, on the second 

of October 1998. Eleven groups from both communities attended the first set of 

discussions (2008, p.19).  

The collaborators agreed that the project’s aim was to produce ‘a piece 

of work devised by participants and performed by participants with 

constant input and exchange of ideas along the way’... All agreed that 

it was critical that the project’s ‘ownership’ be vested totally with the 

groups and individuals who were involved. (Ibid., quotation marks in 

original.) 

It is arguable that, on the question of ownership, the seeds of future problems were 

planted at the very outset. According to Moriarty (2004, p.14) the project had 150 

community participants who were aged from 10 to 65 years old. She identifies the 

methodology as beginning with discrete groups working on ‘single identity ideas’, 

before the participants from all the groups would be brought together in plenary. In 

interview, Egan pointed out that the logic of this was that it would be counterproductive 

to put all the groups together without first getting them to a point where they were 

happy to open up about the issues (Urban, 2011, p.256). Moriarty describes the first 

merged workshop as “the most electric and voluble I have experienced in twenty-five 

years of drama work” (2004, p.17).  

The workshops used to develop ideas for the project were a mix of theatrical 

games and exercises and direct interviews, and “over one hundred taped interviews 

were transcribed” (Cleveland, 2008, p.20). Eva Urban has a more precise definition of 
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the types of workshops used to create material for the play, stating that these were 

essentially Boalian, being based on the ideas of Paolo Freire and Boal’s Theatre of 

the Oppressed (Urban, 2011, p.253).  

Urban describes the purpose of this approach: “These techniques facilitated the 

group work, giving the participants a sense of personal reflection, constructive creative 

input, self determination and democratic teamwork”. One of the most powerful things 

to come out of the interviews was the sense of loss of family that resulted from the 

mixed marriage, where children and siblings would have to leave their families and 

neighbourhood, or even emigrate, to settle with a partner from the other side. Those 

who remained ran the risk of ostracisation or violence (Cleveland, 2008, p.21).  

As the awareness of the play spread, the communities grew more sensitive to 

the decisions that were being made, in production and casting, but more particularly 

with regard to the script. This was being written by Lynch and Jones, with each writer 

creating the scenes relating to one community, the one from which they themselves 

came: Lynch the Catholics, and Jones the Protestants. January to June 1999 were 

scheduled for devising and script development workshops with the cast. With the 

summer marching season interposing between the first scheduled sessions with the 

first script draft, and the preparation for the previews in October, it was seen as crucial 

that the final draft be completed before the summer shutdown. In the event the first 

scenes were only delivered in June, and the final draft not ready until September.  

Egan points out that two problems were immediately created as a result: the 

first draft often ended up being the performance draft in many areas, there being no 

time for extensive rewrites. Worse, many of the cast members, when they read the 

draft, started to have misgivings about the presentation of their community. This was 

especially the case with the Protestant participants. They considered that the 
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Protestant characters were portrayed as being ‘stupid’ and ‘lacking dignity’ (Cleveland, 

2008, p.26).  

In interview Lynch talks about the challenges of integrating the stories of the 

various community groups into the scripted play, and the challenges this presented for 

him and co-writer Jones. 

So when she [Jones] wrote the scripts for the Protestant home, some 

of the Protestant delegates said this doesn't represent us and it’s not 

saying who I am or what I believe in. So that led to a lot of...lot of 

discussion. There was also another guy, who would have been a Sinn 

Fein IRA supporter, who challenged some of the stuff that I was writing 

about the Catholic house but we had a wee discussion about that and 

resolved that. The Protestant thing was much more...much more 

difficult because in the end Marie says look, that’s who I am and that’s 

what I want to write here and it kind of it became a chasm... a splinter, 

a big gap in the normal process that a writer should be meant to 

articulate as much of the body of people as possible. (Lynch, interview 

with researcher, 26 February 2019, see Appendix 4) 

He goes on to note that this is fundamentally a question of ideology: that he as a writer 

would have had no difficulty ideologically in representing views that he did not hold. 

Jones, however, sympathetic as she was to Irish nationalism, found it hard to articulate 

the ideas of the Protestant community as it was in conflict with her own ideology. It is 

interesting to note here that this problem of ideology was based on an assumption: 

namely that Jones, a Protestant by birth, should write the Protestant community 

scenes, and that Lynch a Catholic by birth, should write the Catholic scenes. Lynch 

goes on to state, “I don’t know how it came up that I would write for the Catholic home 



158 
 

and Marie would write to the Protestant home”. This decision, taken, it would seem 

without much detailed consideration, resulted in the main schism between the 

participant groups, and imperilled the entire project (Moriarty, 2004). Ultimately, the 

assumption behind that fateful decision was that ideology was not so important, for 

writers or participants, as ascribed community identity. This proved to be wrong. 

The issues were thrashed out at a meeting in CAF in late June. Frankie 

Gallagher, a representative from the Loyalist prisoners’ associations and a key conduit 

to the east Belfast Loyalist paramilitaries, challenged Jones, who had written the 

Marshall family scenes. Egan describes the meeting: 

In the end, the guy who actually hit the nail on the head was Frankie 

Gallagher from the Prisoner’s Aid Group. He sat down and he said, 

“Look, it’s like this, we think you are a Nationalist.” I really felt for her 

at the time. So, Marie turned around and she said to him, “Well, 

actually, you’re quite right, I am.” And that was it. Because then they 

were able to say “Well, even if you are, you should be able to see 

things in the Protestant perspective, you’re Protestant too.” It really did 

seem to clear the air. (Cleveland, 2008, p.26). 

The extent to which the personal politics of the writer became a vexed issue in relation 

to a co-authored, group-devised text is highlighted here. What is, if anything more 

troubling, is that, were it not for the explicit (and not altogether common) issue of a 

well-known Protestant writer holding Nationalist views, and being prepared to concede 

publicly that she did, this matter might not have been successfully thrashed out. In 

many other contexts, this level of implicit or unspecified bias might therefore operate 

without note.  
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The problems with balance in the script were still prevalent as the production 

moved closer to opening. Fears ran high in the Protestant communities involved that 

the play was not a fair representation of them. Their concern, the perception that the 

Protestant community members had been complicit in a presentation of their 

community that was damaging, or worse, Nationalist, could have implications for their 

safety. Moriarty considered quitting, at a time when some of the Protestant cast 

members were also considering withdrawing from the project. She felt that her 

involvement was predicated on her values as a community theatre artist, and that this 

was about ownership; that her commitment depended on the work being “a 

collaborative creative process, owned by all those who agree to participate in it” (2004, 

p.21).  

The possibility that this work would be disavowed by half the participants, and 

would in fact lead to a worsening of community relations, was a real worry. However, 

to withdraw would lead to charges of naysaying and reflect negatively on the principle 

of arts as a means of community reconciliation, and on the peace process. Moriarty 

talked the issue through with her cast and they came to a joint decision to work around 

the shortcomings of the script by sensitive and sympathetic playing and directing: 

“They had lost any sense of trust in the script; I asked them to trust me. They agreed. 

I am still not certain that we made the right decision” (p.21). 

Last minute rewrites were effected and the cast were obliged to learn new lines. 

They headed into the previews with the project in an uncertain state, but, despite some 

glitches, the production took off. The success of the show made it a must-see and 

resulted in effusive praise from critics. Cleveland describes the response: the Belfast 

Telegraph called it ‘joyous’; the Financial Times opted for ‘utterly wondrous’; the 
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Belfast Newsletter called it ‘Unmissable’; while The Guardian critic said it was ‘one of 

the most affecting pieces I have ever seen’ (Moriarty, 2004, p.38-9).  

While the play had been a great success with audiences and critics, for those 

involved the outcomes were not so clear. Among those to suffer ambivalent feelings 

about its achievements was Moriarty. For her, the script and the process of creation 

was problematic, and central to that was the relationship between the facilitators (Egan 

and Moriarty) and the writers (Lynch and Jones). Both pairs of theatre workers (writers 

and facilitators) had worked together before and had shared ideas about working 

methods; however, the writing pair didn’t necessarily share the approach of the 

facilitating pair and vice versa: “Participants noticed that although the writers came to 

some workshops, they spent a great deal of time talking to each other outside the 

workshop area, rather than watching the improvisation process” (Moriarty, 2004, p.18).  

This points to a situation that might be regarded as a general concern in any 

process of authorship with communities. While the experience of the participants from 

the CNR communities might have been on the whole positive, the troubling 

circumstances surrounding the depiction of the Protestant characters in the play 

suggests that their participation was happening at the middle rungs of the Ladder of 

Citizen Participation: rungs 3, and 5 specify involvement where there is informing, 

consultation and placation. This is what Arnstein calls ‘degrees of tokenism’ (Arnstein, 

1969, p.217). It is worth noting at this point that, although in this case the issue was 

spotted by the participants, it is indicative of something that might be outside their 

purview, namely the extent to which writers might consult outside of the process of 

participation. 

The success of the play meant calls for an extension of the run were inevitable, 

but impossible, There was no money, the cast and community groups involved were 
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exhausted, and in any case had lives to return to. It did, however, lead to the initiation 

of another community project, provisionally titled Football Mad. Many of the community 

theatre activists and the professional theatre makers who had been involved in the 

Wedding Community Play drew back from the new football-themed project. 

Conversely, funders, seeing the success of the play (though perhaps not aware of the 

stresses and difficulties involved in bringing it to successful completion) proved more 

than ready to invest. At this time, there was also an increase in funding for community 

arts generally. Floyd et al. (2011) describe this as a doubling of revenues, from about 

£500,000 per annum to £1,000,000.  

The resulting play, retitled Playing For Time, was developed in a similar process 

as had been used for The Wedding Community Play, and before it the many important 

early northern Irish examples of the Jellicoe Model: The Stone Chair (1989), Conor’s 

Story (1992), Moths (1992), and The Mourning Ring (1995). For the production of 

Playing For Time, in 2001-02 the groups involved created a new organisation, the 

Community Theatre Association of Belfast (Floyd et al., 2011, p.35). This involved 

Ballybeen, Dock Ward, Shankill, Stone Chair and Tongue 'n Cheek from the 

companies in the Wedding Community Play, alongside supporters from Linfield 

Football Club, the main Protestant / Loyalist team in Belfast, and Cliftonville Football 

Club the main Catholic / Nationalist team (News Letter, 2001). In this it mined a seam 

of recent plays that had examined sectarianism in local football, including Jones’ A 

Night in November (1994) and the Andrew Lloyd Webber / Ben Elton musical The 

Beautiful Game which had a run in the West End of London just before the production 

of Playing For Time, in 2001. (For more on sport and sectarianism in northern Ireland 

see Bairner, 2001). Indeed, Lloyd Webber contributed money to the production budget 
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of the community play (Sunday Life, 2001). However, the play was not a success on 

the scale of previous Belfast community plays.  

The project involved community participants developing the themes for the play 

in workshops, from which William Mitchell wrote the script, with guidance from Lynch, 

and using the methods he had evolved, though Lynch had no direct role in the 

scripting. Mitchell described the themes as centring on the sectarianism, and using 

football (a fiercely tribal and sectarian sport in northern Ireland) as the lens to examine 

it, with the central narrative action of a match between Linfield and Cliftonville as a 

proxy for the sectarian tensions in the society (Hewitt, 2001). Mitchell, in the same 

article, describes a script development process that bears similarity to previous 

Jellicoe-style projects: “We had the broad football theme to work with and the other 

themes came about from a series of workshops.” The plot concerns a young man who 

is left in a coma after a sectarian attack at a match, and operates as a series of 

flashbacks to show what happened.  

The sense of an increased confidence in the community theatre sector was 

evidenced by the staging of the piece, in May 2001, at the cavernous Paint Hall Film 

Studios, (now Titanic Studios) and featuring expansive set design and staging, with 

visuals created by artist Siobhan McDonald, and projected onto a 360-degree screen 

that encircled the performance space (Hewitt, 2001). As with The Wedding Community 

Play, the show was scheduled to be part of a major arts festival (in this case the 

Cathedral Quarter Arts Festival) as a means of guaranteeing the widest possible press 

exposure. The show was directed by Paddy McCoey, who was a founder of the 

Community Arts Forum and had been involved in previous CAF-supported community 

companies, notably Dock Ward.  
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The production was stated to have cost in excess of £100,000, (Hill, 2001b) 

though Majella McParland, a committee member of the Community Theatre 

Association describes the play as having cost “nearly £100,000” (Greer, 2001). Funds 

came from the ACNI Lottery Fund, Belfast City Council, and the Belfast European 

Partnership Board. It was described as be the biggest community theatre project ever 

undertaken in the city (Sunday Life, 2001) and “the most ambitious community theatre 

project ever undertaken here” (Greer, 2001). 

The expense and the lavish staging drew punitive responses from critics: 

“William Mitchell's script is banal, lifeless, overlong and awkwardly structured… the 

acting lacks ability, voice projection, body language - all the things an audience pays 

for in the theatre” (Hill, 2001a). In a subsequent article under the headline ‘There's No 

Special Status For Failure’, Hill rails against the profligacy of “this new aggressive, 

expansionist elite, community theatre arts.” (Hill, 2001b); and again, a further article 

describes “an atrocious consumption of the taxpayer's money costing pounds 100,000 

for a readymix of cliché and duff performances by a few duff actors whom you mostly 

couldn't hear” (Hill, 2002a).  

Clearly the scale and ambition of the piece seemed improper to the reviewer, 

an example of small community theatre having become too bold for its own good. 

However, it is also true that when promoting the play, the production team 

foregrounded the cost, the physical scale of the production in the Paint Hall, and the 

dazzling audio visual effects. Rarely do they mention the community participants. 

The follow-up production can be regarded as a community play, but not a work 

of applied theatre. The Belfast Carmen saw Lynch rewriting the classic Bizet opera 

and resetting it in Belfast, with a community cast directed by veteran Sam McCready, 
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and music provided by the Ulster Orchestra. The show ran in November 2002. In 

bringing these elements together, the production stretched the very definition of 

community theatre. Indeed, one could argue that the insertion of community actors in 

a big budget production of a classic opera did them no favours, and in reviews the 

community performances were described as “woefully inadequate” (Belfast News 

Letter, 2003). Once again, Ian Hill pulls no punches, complaining of “aeons of 

boredom, repetition, text-book didactic polemic which severely overstretched the 

improving stagecraft of the majority of the community cast… a yawnmaker” (Hill, 

2002b).  

Simultaneously, Lynch was developing a different work, and a somewhat 

different approach for him, using historical sources exclusively. Having written a play 

with Egan that explored the history of Rathlin Island off the north Antrim coast using 

documentary sources (The History of An Island Off Northern Ireland, 2001) he decided 

to use the same template to write The History of The Troubles (Accordin' to my Da) 

(2002), with comedy duo Grimes and McKee. This was the inaugural project of Lynch’s 

new company, Green Shoot Productions, which would in time produce important 

applied theatre works; and while clearly not an applied theatre project, it might be said 

to have given rise to a new form for Lynch’s writing, with Chronicles of Long Kesh in 

2009.  

Maguire notes that during the preparation for this play, Lynch interviewed over 

forty former prisoners, their family members and staff connected to Long Kesh, the 

prison (later renamed HMP Maze) that held paramilitary prisoners during the conflict. 

This resulted in a fictionalised script, which Maguire describes as “honouring the 

micro-narratives of the individuals who had been his sources” (Maguire, 2011, p.79). 

This was done with the intention of presenting a rounded picture of the experiences of 
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numerous individuals while eschewing any obligation to arrive at ’balance’. This 

position recalls that of the JustUs writers of Binlids, a play which was, in Pam 

Brighton’s words “not seeking a balance within itself but seeking a balance in the 

overall perception of what makes West Belfast tick.” (Brighton, quoted in Maguire, 

2000, p.112).  

Dramaturgically, Chronicles of Long Kesh could be said to use similar types of 

sources and processes as The Stone Chair and The Wedding Community Play but 

dispenses with the community as performers. Maguire notes the importance though 

of the community participants, in providing feedback that was central to the project - 

he describes Lynch’s process and contextualises it as a “process of collecting personal 

memories as a basis for fictionalized presentations which are then played back to the 

communities from which they had been taken” (Maguire, 2011, p.80).  

This is how Lynch challenges the received history, through a process of 

‘contamination’ which operates by provoking the sense of memory, both for characters 

and audience, and then disrupting it using a subtle attack on those elements of 

memory which serve to smooth over the truth: amnesia, forgetting, nostalgia (Ibid.). 

Maguire sees the latter working by infiltrating memory with myth, and this is what 

happens in Chronicles of Long Kesh: the Republican armed struggle is presented by 

the character of Eamon as a continuation of a centuries-old conflict. Lynch undermines 

this imposition of mythos, showing it to be the deferral of justice and the shutting down 

of dialectical processes that allow change to happen.  

This approach to authorship that draws on historical sources is not new, and 

not original, as Maguire points out. However, it becomes the default mode of 

authorship for Lynch in the ensuing years. The 2015 play My English Tongue, My Irish 
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Heart follows the same practice, with Lynch working in collaboration with Dr Liam 

Harte from Manchester University on the script. Harte is a historian of the Irish in Britain 

and his book The Literature of the Irish in Britain: Autobiography and Memoir, 1725-

2001, is the source material for much of the play, which is a combination of historical 

material and fictionalised characters.  

The same was true of the 2016 production, 1932: The People of Gallagher 

Street.  As noted above (section 1.2.4) this play saw Lynch return of the subject of the 

1932 Outdoor Relief Strike in Belfast, a watershed working class protest that involved 

both sides of the community campaigning against poverty, and was the focus of 

Lynch’s first play. The 2016 play was written with another leading Belfast playwright 

Gary Mitchell, and a community cast. The contribution of the community participants 

is described as “…a year-long programme of community engagement including 

research, creative writing, community theatre and a series of public talks about 1932” 

(McParland, 2016). The final script presented fictionalised characters and narrative 

but was based on research into the history of the event. Notably, it features two 

families, one Protestant and one Catholic, in a structure that bears similarity to The 

Wedding Community Play.  

This combination of community cast, academic partnerships, fictionalised 

narrative and historic research features again, in the last of Lynch’s plays with 

communities in the research period. We’ll Walk Hand in Hand (2018) celebrated the 

fiftieth anniversary of the birth of the Irish civil rights movement, and draws parallels 

with the contemporary battles for civil rights. The play was produced with Queen’s 

University Belfast, supported by funding from the AHRC, ACNI, Belfast City Council 

and Community Relations funds, and Dr Michael Pierse of Queen’s as co-producer. 

Once again, material was developed by the community participants. The production 
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was the subject of a documentary by NVTV (Northern Visions, 2018) and in it the 

authorship methods are discussed at length.  

The project had its genesis when Pierse became involved in an academic 

project investigating hate crimes in south east London, which became Creative 

Interruptions. It set out to examine how arts could be used to challenge oppressions 

of people who were “marginalised, disenfranchised, or have political struggles” (ibid., 

00:03:03). Pierse considered a civil rights-themed theatre work that would compare 

the struggles for rights in 1968 and the present day. By chance, Lynch had also wanted 

to work on a play to celebrate the fiftieth anniversary of the Irish civil rights movement.  

In respect of the involvement of communities in the project, Lynch states that 

“the community aspect of this is crucial to me, and very important” (00:04:10). The 

project engaged with a number of different communities. For this project, the 

communities in question were not from the traditional northern Irish identity binaries of 

previous community plays, but those engaged in contemporary rights struggles: the 

LGBT community through Belfast LGBT advocacy group the Rainbow Project; 

refugees and asylum seekers through the support body, Northern Ireland Community 

of Refugees and Asylum Seekers (NICRAS); the Women’s Resource and 

Development Agency, who campaign for women’s reproductive rights; and activists 

fighting on housing rights issues in The Markets area of central Belfast.  

Community cast members were drawn from all of the community groups 

involved, and all were involved in shaping the performance text. Orla McKeagney, the 

drama worker with the migrant and asylum seeker participants, notes that Martin 

Lynch “has come and has taken a copy of their stories, and those will be woven in to 

the bigger performance piece” (00:08:32).  
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Lynch himself describes this as the community participants co-authoring “parts 

of the play… their own words are in the play” (00:08:38), thus community participants 

are co-authors as their words will form part of the performance text. A process of 

discussion and debate about what should make it into the play involved the 

participants, the playwright and Pierse. Lynch describes the play as “a combination of 

professional and community” (00:09:44). This is clearly a process that has evolved 

from the earlier Jellicoe-style community plays, but folds in the processes Lynch has 

used since the period of his early community plays: the use of historical sources; the 

involvement of academics; the process of interviewing; and the feedback processes 

of reading the play and making adjustments according to the views of the constituent 

groups and participants.  

In this way we can see his work evolving from a fairly simple reiteration of the 

Colway Trust model, of a professional company working with a community to develop 

themes and ideas, with the final performance text being created by a professional 

writer; to the model in use on We’ll Walk Hand in Hand with some direct scripting of 

material by participants, the use of interviews and personal accounts of individual 

experiences, historic and documentary research, with the final text being created by a 

professional writer. This suggests work which has the condition of partnership, rung 6 

on the Arnstein Ladder, and where participants can exercise some ‘Citizen Control’. 

 

4.2.4. The late 2000s on - new communities  

A major social change in northern Ireland over the course of the previous twenty years 

(reflected in the script of We’ll Walk Hand in Hand) is arrival of new communities from 

other parts of the world, and the racial and ethnic diversification of the population. 
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Where almost all community drama in northern Ireland in its early forms sought 

to examine the core issues of a conflicted society, and was intended to promote cross-

community engagement or to advocate for a single community, the agreements of 

1998 to 2006, by engineering a pacification of Irish society enabled a notable increase 

in the number of migrants moving to northern Ireland from central and eastern Europe, 

Africa and Asia. Paul Hainsworth (1998, p.91) notes that the Belfast Multi-Cultural 

Resource Centre estimates the population of non-Irish/ British ethnicity at 12,000, from 

more than sixty ethic or national groups with the largest populations being from 

Chinese, (7,000), Indian (1,000), Pakistani (500) and Jewish communities (also 500). 

Shirlow and Montague, using figures from the 2011 census, put the numbers at over 

70,000, with 47,207 European migrants, 17,293 members of Asian communities, and 

5581 people from African countries (2014, p.8).  

As the issue of migration became a feature of political discourse generally in 

the 2000s, inflammatory media articles became a daily occurrence. Northern Ireland 

was not exempt from this: in 2009 Sammy Wilson, then MLA and MP for east Antrim 

and Finance Minister in the Northern Ireland Executive, called for local jobs to be 

ringfenced for northern Irish people, and followed this with attacks on the Northern 

Ireland Council for Ethnic Minorities (NICEM) and what he termed the "anti-racism 

industry" (Belfast Telegraph, 2009). Racist attacks became increasingly common. 

NICEM noted the deteriorating situation, in 2006: “There were 41 racist incidents 

recorded in 1996. But 10 years later in the year 2005/2006 there were 936 cases” 

(Irish Times, 2006). The increase described is more than twenty-fold.  

The disturbing development of racist discrimination as a new addition to the 

complexities of the northern Irish situation and the history of sectarian division led to 

Belfast being dubbed the ‘World’s most racist city’ by Der Spiegel, the German news 
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magazine (Matussek, 2005). In their 2014 report, Challenging Racism, Ending Hate, 

Prof. Peter Shirlow and Dr Richard Montague, documented a deteriorating situation:  

Between 2013 and 2014 there has been a 43% increase in racially-

motivated offences, with 70% of these occurring in Belfast. During the 

present reporting period, the PSNI has noted that racially motivated 

crimes in Northern Ireland have risen by more than 50%. (Shirlow and 

Montague, 2014, p.6). 

The shocking increase in racist attacks was a call-to-action for applied theatre makers. 

In response to the changing demographic reality of the region the sector had already 

begun work that sought to create a change in perception, and greater integration, of 

the new communities in northern Ireland. It could be argued that this interest in the 

world beyond the narrow hatreds of the sectarian divide had its roots also in the 

settlement of 1998, with communities and theatre makers enabled for the first time to 

look beyond the conflict. Prior to the peace agreements the theatre outputs of the 

northern Irish society could be fairly described as inward-looking. For the most part it 

comprised work that either steadfastly refused to engage with the political situation, 

and which was wilfully parochial (see Pilkington, 2001, pp.166-191) or plays which 

tackled the major issues of sectarianism, discrimination, competing nationalisms and 

conflict (Foley, 2009).  

A rare exception was Letters From Algeria which played at the Old Museum Arts 

Centre in 2001, produced by Belfast Community Theatre / Partisan Productions and 

was “promoted as recording the authentic voices of men and women sharing the details 

of lives lived through terror and social collapse” (News Letter, 2001). In this description, 

the reviewer might well be describing a documentary theatre production set in northern 

Ireland. The play used real letters sent from those in Algeria during its civil war (1991-
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2002) to family members abroad. The text was “Selected, adapted and translated by 

BCT's Fintan Brady”. While not an example of applied theatre, it points the way to some 

of the developments that would take place over the next two years, as a work that is 

verbatim, that is preoccupied with a conflict and with lives outside the narrow confines 

of the northern Irish situation.  

The first genuine example of an applied project on themes of advocacy for 

ethnic minorities comes from within a migrant community, with the successful Northern 

Ireland Pakistani Cultural Association application to the Community Relations Council 

for funds for “An awareness raising event celebrating Pakistani culture including a 

programme of music, drama, dance and food” in 2002-3 (see Appendix 5).  

As the issue of migration and the concomitant racism began to dominate 

headlines, in Tinderbox Theatre Company, Outreach Director John McCann 

commenced the first of a raft of applied theatre projects on cross-cultural themes. 

Grant notes the significance of this work in the context of the evolving diversification, 

describing Tinderbox as being “at the forefront of work with Belfast’s mushrooming 

population of ethnic minorities” (Grant, 2013. p.24).  

The positioning of the work as a counterweight to the racism manifest in the 

attacks of the period is avowed in McCann’s booklet for Tinderbox on the cross-cultural 

work he was involved in, Gathering Ground (2007). Questioning Der Spiegel’s 

characterisation, the first chapter is headed “Northern Ireland: An evolving society or 

‘The Race-Hate Capital of Europe’?” (McCann, 2007, p.6). The document is explicit in 

acknowledging that the racist attacks were a motivating force, both for arts 

organisations and for local councils, communities, and others. Within Tinderbox, a 

theatre company devoted to new writing, the motivation also came from questions 

about the viability of commissioning work from Black, Asian and minority ethnic 
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(BAME) writers in the future. McCann states that the company could not see this being 

possible without laying the foundations through applied theatre projects with the new 

communities (p.29).  

This then resulted in initial research, in the form of workshops with BAME 

community organisations, where the community theatre makers were in the role of 

participants and learners, reversing their usual situation of being leaders and 

facilitators of workshops. This enabled Tinderbox to make connections and build 

contacts. The company then proceeded to establish projects with a number of 

community organisations. Authorship was a consideration at the very start of the 

process. Issues of authorship are addressed in McCann’s own approach to the 

practice: “There is no script to start with; this will come later, if at all, and depending 

very much on the wishes of participants” (p.31).  

Salis notes that in 2006-7 the company undertook two projects as the first steps 

in this work, Memory House and In the Land of Green Pasture, both with migrant 

communities (2010, p.6). The first of these, Memory House, shows Tinderbox using 

an open and adaptive authorship process that takes account of the fact that the 

experiences of the participants are unique and cannot be (re)created by a northern 

Irish writer as an act of representation—in fact an instance of accepting the authority 

of the participant, in the sense that Alison Jeffers uses the term (Jeffers, 2016). The 

process involved developing a script in using improvisation, and two exercises were 

particularly important. The first of these involved pairs of participants mapping 

childhood spaces using chairs, recalling the memories of past experiences in the 

process, and creating a physical reproduction of their childhood home from memory; 

the second used four chairs with two actors sprawling and occupying more than one 

chair at a time, and trying to prevent others from having a seat (McCann 2007, p.44-
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45). These improvisations resulted in the development of the material for the script. 

McCann notes that “As the project developed Tinderbox collated impressions, phrases 

and memories that would ultimately be reflected in the finished script” (p.45) 

suggesting that the process in time led to the theatre professional writing the text of 

the show from the devised improvisations. The finished work was performed at 

Wellington Park Hotel on June 21st, 2006, with the participants performing the text 

based on their devised work.  

The follow-up project was In The Land Of Green Pasture, which was developed 

with migrants who were connected to the Northern Ireland Council for Ethnic Minorities 

(NICEM) and NICRAS, and facilitated by Tinderbox Theatre Company. McCann 

describes the script as “Based upon an original idea by Helen Bebey, who developed 

the script with Tinderbox and the performing company” (p.57). The work is elsewhere 

cited as a Bebey-authored play (Salis, 2010, p.6). It was performed in the Long Gallery 

at Stormont, the seat of the Northern Ireland Assembly. This took place during 

Refugee Week, in June 2007.  

At the same time, the company was developing a major collaboration with the 

Indian community. Chaat Masala was initially a project with the Indian Community 

Centre, with Tinderbox partnering Wheelworks community arts organisation in 

delivery. This initial phase (stage one) began in early 2005 when McCann met with 

Nisha Tandon, who was Arts Development Officer of Belfast’s Indian Community 

Centre (ICC). Tandon had a long track record developing projects for young people of 

Indian and other backgrounds, the ICC having been in existence since 1981. It was 

decided that the project would also involve young people from Belfast secondary 

schools, to allow them to gain an insight into Indian culture. The young people would 

have workshops with Tinderbox and develop a version of the classic Indian text, 
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Hayavadana, for performance. Simultaneously Tandon was working with young 

people in ICC. McCann describes an authorship process that bears similarity to his 

work on previous projects of this type: 

The actual writing of the play was very much a joint effort—a devising 

process initially led to large chunks of the text being written through 

improvisation or discussion. The creation and final ownership of the 

text firmly belonging to all those who appeared on stage or who took 

part in rehearsals and workshops. (McCann, 2007, p.36) 

McCann’s emphasis on ownership shows a theatre worker with a well-developed 

sense of the ethical responsibilities of the work, and suggests the top two levels of 

Arnstein’s model: Delegated Power, and Citizen Control (Arnstein, 1969). The sharing 

performance, Chaat Masala, took place in ICC to an invited audience of 300.  

This project then developed in its second stage to a full-scale public 

performance of a multiform piece called Chaat Masala – A Bollywood for Belfast, with 

Arts Ekta taking the lead. This organisation had evolved out of the process and was 

founded in 2006 by Tandon. It is now one of northern Ireland’s main arts organisations, 

and the only ACNI core-funded organisation exclusively focused on delivering 

intercultural arts in northern Ireland (ACNI, 2021). Again, in developing the script, 

collective processes were used. Material was generated in workshops and then 

explored in the group as to its effect (McCann, 2007, p.42). The resulting piece, a mix 

of the dramatic scenes, music and dance, was performed in Waterfront Hall in 2007. 

Salis describes it as “the result of both improvisation and a series of five-month 

workshops involving a cast of twenty-five Indian and non-Indian community amateur 

actors” (Salis, 2010, p.8).  
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Also in 2007, Tinderbox produced On Goy Lok Yip / Live Life In Peace And 

Contentment, a storytelling project with the Hoi Sum group of older people in Chinese 

Welfare Association, in conjunction with South Belfast Highway 2 Health. This had 

evolved from a shared history project with South Belfast Roundtable on Racism. 

However, the company’s output of work in this area fell away when McCann left the 

company in 2009, and work with new communities would not be a feature of the 

company output until the Connect Programme in 2014-17, detailed below. Sadly, after 

substantial funding cuts and the reduction of its staff from four full-time members to 

two part-timers, Tinderbox has had a reduced presence in the sector. As of the 

completion of the Connect Programme in 2017, they no longer produce any outreach, 

participation or applied theatre programmes.  

At the same time as the major projects with new communities were taking place 

in Tinderbox, a new company was founded with a dedicated remit to create cross-

cultural and intercultural theatre. Set up by Indian-born Canadian director, Andrea 

Montgomery, Terra Nova Productions describes itself as a company that aims to 

“create excellent theatre where different cultures meet, people explore and the world 

is changed.” (Terra Nova Productions, ca. 2020). The work of the company, and many 

of the recent developments in the field of intercultural arts practice, have been 

documented by Lanao-Madden et al. (2017). Many of the company’s productions in 

its formative years featured an intercultural element to the material, such as the Ulster 

Kama Sutra, (2011-13) a comedy revue with puppets looking at sex and sexuality, with 

Indian artists involved in the creation. However, it has also developed a programme of 

applied theatre with communities. These have included large-scale Shakespeare 

productions, such as The Belfast Tempest (2016) and A Midsummer Night’s Dream 

(2019), but also co-created projects such as Arrivals (2014), Arrivals 2 (2015), and Mi 
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Mundo (2016).  Montgomery, Artistic Director of Terra Nova, describes the flagship 

Arrivals programme as follows: 

The work had to be developed in absolute partnership with members 

of Northern Ireland’s new communities, woven throughout the process 

on the principal of 'Nothing about us without us’.  It also had to be given 

the weight of production and touring, professional casting etc., so that 

it couldn’t be dismissed as ‘amateur’. (Terra Nova Productions, 

ca.2019) 

The model in use involves workshops with migrant communities and BAME actors 

working with white European northern Irish actors. The plays are written by 

professional playwrights of note, including Daragh Carville, Maggie Cronin, Fionnuala 

Kennedy and others. A description of the process for Arrivals 2 on the Terra Nova 

website sets out how the intention of partnership was realised. Beginning with open 

workshops, and proceeding through a masterclass, the participants, professionals and 

actors entered a process of script development. “The process was supported by an 

intercultural steering group and also offered payment and enhanced mentoring to 

emerging intercultural artists who took part throughout and added their expressions in 

poetry and music to the project as a whole” (Terra Nova Productions, ca.2019). 

While it is clear that this work has been motivated by high ethical intentions, the 

work is all authored, in its final form for performance, by white European writers. Like 

much collaboratively created applied theatre, this raises questions of credit: if the work 

is genuinely a collaboration, then should not the community participants be credited? 

Terra Nova, in promoting the work, is able to realise marketing value in having writers 

who are well-known, and the writers themselves acknowledge the challenges.  Writing 

on the Culture Northern Ireland website, Kennedy describes the difficulties: 



177 
 

I didn’t want to write a play about racism. My idea was of celebration—

I love Belfast, it’s who I am. I thought, ‘I’ll write a lovely play about 

people from Belfast who love the city as much as me, but because of 

the colour of their skin, the perception is that it’s more my city than 

theirs.’ I would interview all my multicultural friends. I had my wonderful 

Belfast questions, imagining great responses of favourite locations, 

what they meant to that person. I would use soundbites in the actual 

play, have real voices. It was all going to be so good. (Carville et al., 

2015) 

The problem, she finds out, is that the process of interviewing has the effect of making 

the person of minority ethnicity feel further excluded and marginalised. At best, this 

work can be classified as partnership. This is how Terra Nova describes it, and their 

contribution in developing intercultural work with new communities in northern Ireland 

is undeniable. However, the danger with intercultural work is that it can have the 

opposite effect intended, and result in what Arnstein calls manipulation (Arnstein, 

1969, p.217). Unfortunately, in 2019, Terra Nova had its funding cut by ACNI. Given 

that for the previous thirteen years it has been the only dedicated intercultural theatre 

company in northern Ireland, this can only be regarded as a retrograde step for 

intercultural theatre practice in the region. The company continues to operate on 

reduced subsidy.  

The presence of non-white or non-native characters in northern Irish drama has 

been augmented though by other companies’ outputs. Salis notes that in new plays 

by northern Irish writers, non-Irish / British characters feature more frequently. At the 

end of the first decade of the twenty first century, works by Sole Purpose, Ransom 

and Tinderbox featured minority ethnic characters, in plays such as The Winners 
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(2008, Rosemary Jenkinson for Ransom Productions), A Kick in the Stomach, A Kick 

in the Teeth (2006, Dave Duggan for Sole Purpose), and Snow White: The Remix 

(2002, also Sole Purpose).  

This strand of work has become significant for Sole Purpose in Derry: the 

company has delivered a number of community projects with migrant communities, 

particularly Syrian refugees, such as Sadaakah Day, and had a particular success with 

Did You Come By Boat? in 2010, written by Elly Omondi Odhiambo and Patricia Byrne. 

In terms of authorship, both company founders, Byrne and Duggan, are established 

playwrights and have generally written the scripts for productions. Urban describes 

Sole Purpose as a unique creator of applied theatre in respect of its working method 

(Urban, 2011, pp 203-04).  

Sole Purpose engages with communities in a way that is outside the normal 

range of practices of a professional company, bringing the work out of the theatre and 

into community contexts. They do not hold to a given model of what that work should 

be, beyond describing it as ‘dynamic theatre that contributes to social change’ (Sole 

Purpose Productions, ca. 2020).  Duggan insists that they are a professional theatre 

company, and that they make it explicit that the work they create is authored by the 

playwright and is owned by the playwright (Urban, 2011, p.203). Thus, it can be argued 

that, where other companies (Prime Cut for example) have two clearly defined strands 

of work—that with professional writers and actors, what we might call mainstream 

theatre (after Nicholson, 2005), and that with communities—Sole Purpose operate by 

merging these into a single strand of socially-committed professionally-authored 

theatre that engages with communities.  

Since 2008, Byrne has run the company alone, with Duggan pursuing his 

writing career as a successful novelist and playwright. Her process involves authoring 
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plays (and often directing them) on the basis of material generated in workshops with 

participants, in a modified version of the Jellicoe process. However, many of the 

projects are not designed to be performed in large-scale public productions, as with 

Sadaakah Day (2018) and the Conversation Café (2019). Both of these projects were 

created with Derry’s Syrian community, with the aim of facilitating intercultural 

interactions, by creating spaces where performances of drama, music or dancing, and 

acts of cultural sharing can happen.  

Several recent theatre productions have taken the work with the new 

communities of northern Ireland to new levels. Multiple Journeys (2017) was a 

collaboration between the Rainbow Project LGBT advocacy group and Belfast-based 

queer theatre company TheatreofplucK. This participatory project worked with LGBT 

people from the minority ethnic communities and was centred on the Rainbow 

Project’s Gay Ethnic Group (GEG) (TheatreofplucK, ca. 2017). The project’s 

successful funding application speaks of “opportunities to participate in various arts 

activities enabling them to express their identities and articulate their own stories. 

These stories will contribute to the development of a new script, written by lead artist 

who herself identifies as a minority ethnic immigrant Lesbian.” The final piece, Multiple 

Journeys, written by Shannon Yee, was an audio tour around Belfast in 2017 (ibid.).  

A year before, the Connect programme at Tinderbox Theatre Company 

developed a project with the Afro-Portuguese community in Portadown. In describing 

this I depend on my own account in the report to Paul Hamlyn Foundation on the 

project, as I was the project leader (Mc Camphill, 2017). This project resulted in the 

formation of the first youth theatre company in northern Ireland whose membership 

were entirely of Black African heritage. The company Um Mundo (‘one world’ in 

Portuguese) devised and performed an advocacy play called Stand Up, scripted by 
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Ryan P. Brown, a young writer who had taken part in Tinderbox’s emerging writers’ 

scheme, Fireworks. The play was devised by the participants and the performance 

text written by Brown on the basis of the devising process. Twelve performances of 

the play took place in primary schools, with audiences of over 300 students, in the 

Armagh, Banbridge and Craigavon council area. The play had a degree of porosity, 

with the actors engaging the students in the narrative, and each performance was 

followed by a discussion about race and ethnic difference.  

Two other projects from the same period at Tinderbox Theatre Company merit 

a mention here. A unique experiment in methods of authorship was undertaken in 

2014 as part of the Connect programme of the company, by this researcher. For 

accounts of both, I rely on my report on the project to co-funders, the Paul Hamlyn 

Foundation (Mc Camphill, 2017). The One World project in May / June of that year 

was subject to many of the pressures of proxy-authoring (described in greater detail 

at p.215) but used innovative approaches to these challenges in response. In its form 

it may indicate some methods that can support aoristic authorship. 

The project was initiated by the Centre for Democracy and Peacebuilding 

(CDPB). As part of their Unite Against Hate campaign to combat racism the CDPB 

approached Tinderbox with a view to creating a piece of theatre for the launch of the 

report Challenging Racism, Ending Hate (Montague and Shirlow, 2014) at Belfast City 

Hall in June of that year. The proposal was that Tinderbox would gather a group of 

young people to create a short play promoting diversity of 15 to 30 minutes length that 

would be presented to the assembled dignitaries at the City Hall event. 

The principal difficulty was the lack of time. The launch event performance was 

due to take place three weeks after the project began, and my concern as project 

director was that it would be difficult to recruit the young actors, create a script, learn 
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and rehearse the performance text, and deliver the performance within the allotted 

time. However, the company was keen to develop work in this area, and to support 

the Unite Against Hate campaign. We agreed to undertake the commission, on the 

understanding that we would only perform a short and technically simple piece on the 

day. A call for young actors was circulated to youth clubs, and on social media, and a 

space was booked for workshops and rehearsals.  

The approach to creating the material for the performance was one of devising 

around three simple scenarios: a confrontation in a supermarket queue, an interaction 

between young people in a school, and a set of interactions with a migrant busker on 

a Belfast street. Each scenario featured instances of micro-aggressions and acts of 

racial prejudice, and the young actors developed these in multiple, reiterative 

improvisations. Importantly, no one actor was assigned a specific part, and no written 

text was ever created. Assistant director, Ryan Allely, describes how this approach 

enabled the development of a confident performance: 

The goal throughout the process was to keep the focus on the story 

and the characters, rather than creating a script with set parts. The 

young people took turns playing each role and adding their own spin 

on the characters… We were conscious of the fact that we couldn't 

guarantee all cast members would be available for every rehearsal or 

performance, so this unique method of authorship allowed us to keep 

the parts interchangeable and build a cast that could confidently play 

a range of characters when needed. (Ryan Allely, email to researcher, 

August 23, 2020, see Appendix 4.) 

In developing the project, Allely and I based our approach on the work of director Mike 

Alfreds, whose methods of actioning are described in Different Every Night (2007). 
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Fundamental to his process is the belief that actors should not learn their parts and 

lines but know and learn the play: “The whole play belongs to the whole company” 

(Alfreds, 2007, p.157). While Alfreds’ system involves forensic attention to the detail of 

the text, and the extensive marking of scripts for ‘actioning’ of each moment, with One 

World it was essential that the young people were spared the pressure inherent in 

dealing with written text and learning lines. The obvious extension of Alfreds’ idea that 

the whole project belonged equally to all members of the company was to dispense 

with casting entirely: all actors would learn all parts and be able to play any of them. 

This had a number of benefits: firstly, the actors would quickly come to know 

the entire play. Additionally, the ability to find their own words for each moment of each 

scene would remove the pressure of finding the ‘right’ line, which, if it cannot be found, 

inevitably brings the actor out of character. Further, and most importantly, it meant that 

every actor would have the benefit of seeing the part they would end up playing from 

an objective, removed standpoint, multiple times, as other company members 

performed the role. This enabled actors to both borrow from the performances of 

others and identify what was unique about their personal interpretation of the role. 

Finally, it engendered a sense of shared endeavour and mutual responsibility. 

The result was that, with only two and a half weeks, and seven rehearsals of 

two hours, the piece was successfully created, learned, and performed. Allely 

describes the unusually confident mood on the day, one unique in my experience of 

working with young actors over twenty-six years: 

The atmosphere on the day was relaxed and comfortable, we set up 

our performance space on the floor at the front of the hall, assigned 

the parts and did a run through with the cast before heading backstage 

and awaiting our performance... I think the process helped form a 
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strong bond between the cast as no one person owned any of the 

parts, and they had all grown to know each of the roles themselves. 

This created a feeling of group ownership & unity which definitely 

helped with our confidence on stage. (Ryan Allely, email to researcher, 

August 23, 2020, see Appendix 4.) 

As Allely notes, the parts were not cast until the run-through on the day of the 

performance. The success of the performance was such that Belfast City Council 

subsequently commissioned the company to deliver a further eight performances of 

the piece in youth clubs and venues in Belfast. 

The methods used here for group authorship of a performance text are not 

unique. The work was devised in much the same manner as many works of theatre 

are. What is of interest to this research is the aspect of mutuality in the creation of the 

work, a shared ownership that eschews those aspects of theatrical production, and 

theatrical devising, that revolve around personal ownership. These include the 

development by a single actor of a specific character, the individual creation of script 

pages, the development of scenes that are ‘my scenes’, and the process of casting 

actors to specific parts. In conjunction with the shared process of devising, this 

mutuality can be a valuable and practical aspect of aoristic authorship.  

The second piece from the Connect programme that holds some interest is the 

Living Legacy SPACE Project in the summer of 2014. This project was commissioned 

by Newtownabbey Borough Council to address ongoing problems of anti-social 

behaviour and sectarian violence among teenagers and young adults  in Valley Park 

in the borough. The Good Relations department of the Council allocated funds, then 

sought artists to deliver the project. Visual artists Carrie Neely and Jonny McEwan 

were brought on board to lead the project and deliver a visual arts strand, and 
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Tinderbox Theatre Company was commissioned to deliver a drama project. The 

structures, forms and themes of the project were designed and determined in a series 

of meetings in the early summer, before the process of recruiting young people began 

(Mc Camphill, 2017, p.7). Ultimately the project resulted in a promenade theatre piece 

at the Theatre at the Mill in Newtownabbey, and the creation of a sculpture that now 

sits on the edge of the park, at Valley Leisure Centre in Newtownabbey.  

The theatre production was developed from the themes specified by the project 

initiators and primary funders, Newtownabbey Borough Council, and much of the 

content was decided in advance by the Council staff, with the professional artists, at 

meetings in Council headquarters. Dramaturgically, the structure of the piece involved 

an audio tour for spectators, where they would hear recorded accounts of racist and 

sectarian aggressions, from Bluetooth-controlled concealed speakers on their journey 

round the grounds of the Theatre at the Mill. At set junctures on the tour, while audio 

played, the young adult participants would enact episodes from the performance 

narrative, at some distance from the audience, giving the impression of an Invisible-

Theatre style, witnessed incident. In the event, the production did not go off as 

planned. A number of the young people decided to improvise their performances away 

from the agreed narrative, and at points the production teetered close to collapse, as 

unforeseen and uncontrolled physical interactions between performers played in 

opposition to the carefully-structured audio narration. The implications of this in terms 

of authorship and participant agency are explored below, at section 5.6. 

 A theatre production that might well be regarded as the high-water mark for 

work by migrant communities in northern Ireland was the 2014 ACSONI production, 

One Love: The Musical. This project was entirely written, developed, staged and 

scored by members and supporters of ACSONI (the Afro Caribbean Support 
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Organisation of Northern Ireland). The show, which used the music of Bob Marley as 

a jumping-off point, was written by husband-and-wife team David and Siobhan Brown, 

with Musical Direction by Sean Brown (brother of Siobhan), and produced by ACSONI 

Programme Manager, Joseph Ricketts.  

The play was cast entirely from the local Afro-Caribbean community, with music 

provided by the cast, along with two celebrated northern Irish professional musicians, 

Jobi Fox and Kaz Hawkins. In a sign, perhaps of increased confidence in the 

community, not only was the work entirely self-scripted, scored and produced, it was 

able also to engage with the conflict issues that migrants to northern Ireland found 

themselves encountering in their new home communities. A portion of the show 

addressed the legacy of the conflict with a testimonial contribution from Bobby 

Mathieson, a former Loyalist combatant. The show played at The Metropolitan Arts 

Centre in July 2014 and was sold out. 

 

4.2.5. The late 2000s to the mid-2010s - testimonial theatre and witnessing 

While work with migrant communities provided a new strand for the professional 

theatre sector, the unresolved legacy issues of the conflict still preoccupied theatre 

makers and provided themes for much of the work.  

Prime Cut Productions Special Outreach Project worked with women from 

Nationalist Ardoyne in Belfast, initially in a single identity group on a project called 

Belfast Days (2006–2007) where the participants undertook drama workshops and 

performed excerpts of the play Blooded by Scottish writer Isabel Wright. A parallel 

project saw young males from the New Lodge, also in north Belfast, work on Owen 

McCafferty’s short play Belfast. Follow-up projects partnered the Ardoyne women with 



186 
 

the participants from New Lodge Arts, for performances in the Old Museum Arts 

Centre, and in Dublin, of Lisa McGee’s play The Heights (2008-09). This was followed 

by a cross-community project with the Ardoyne group and a north Belfast Unionist 

community, the Westland Community Group, in 2009-10.   

Tinderbox produced a number of plays in the same period that dealt with legacy 

themes, often in conjunction with an outreach or community project. A direct address 

to the challenges of the post-ceasefire political situation was the 2003 production Vote! 

Vote! Vote! This project took place during the interregnum between the first devolved 

administration established in 1999 and the re-establishment of institutions following 

the St Andrew’s Agreement in 2006. The cessation of armed activity in 1998 did not, 

unfortunately, result in immediate peace, with disputes over the decommissioning of 

weapons. The establishment of power sharing in 1999 was quickly followed by a 

suspension of the institutions, and resulted in a palpable hardening of positions in 

northern Irish society.  

In attempting to understand the context of the works of applied theatre in the 

first years of the new post-ceasefire situation, some political background is necessary. 

The period after the GFA was uncharted territory for the population of the northern 

Irish region, with elections and the transfer of powers following hard on the political 

settlement. The 1998 assembly elections for the first devolved government saw the 

more moderate Unionist and Nationalist parties poll highest, with the Ulster Unionist 

Party (UUP) and Social Democratic and Labour Party (SDLP) almost even on 21.3 % 

and 21.9% respectively. The more hard-line Democratic Unionist Party (DUP) and 

Sinn Féin (SF) came some way back on 18% and 17.7%, the balance of power lying 

with ‘other unionists’ on 8.1% (Melaugh and McKenna, ca. 2020). This gave moderate 

unionists the control of the administration and most portfolios in the government were 
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shared between the UUP and SDLP. (The DUP refused to take any part in power 

sharing with SF).  

By the Northern Ireland Assembly elections of 2003, this situation had changed 

markedly. In a sign of growing entrenchment, the more hard-line parties had beaten 

both the more moderate parties into third and fourth places, with the DUP on an 

increased share at 25.7%, and Sinn Féin surging to 23.5%. The UUP had 22.7% 

share, with the SDLP share shrunk to 17% (Melaugh, ca. 2020). With the DUP still 

refusing to share power with Sinn Féin, the Stormont administration collapsed.  

It can be argued that this entrenchment was a function of the need to ‘win the 

peace’. While the ceasefires and agreements brought an end to the armed conflict for 

the most part, the traditional binaries still existed. The Republican movement argued 

that the GFA of 1998, and disarmament, were only milestones on the road to the 

attainment of a united Ireland by peaceful means; the PUL community regarded the 

unresolved issues from the conflict as requiring a hard-line position in opposition to 

the perils of the new political situation.  

The production of Vote! Vote! Vote! was an attempt by Tinderbox to intervene 

artistically in the political debates. Authored by twelve professional writers for the main 

production, and by young people and students in the outreach project that 

accompanied it, the production was designed to be a critique of the politics of the main 

parties, by the people. As well as the main production in Belfast’s Assembly Rooms in 

November 2003, there was a series of workshops in schools using the professionally 

written plays to stimulate discussion and provoke student writings in response, and a 

selection of these plays by students were presented in a follow up show at the 

Assembly Rooms. The outreach project and performances of the student plays were 

co-produced with Stratagem, a lobbying company, and the Electoral Commission.  
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The production of Revenge, by Mick Duke in 2004, also had a parallel 

community project, Happenstance. This show was co-authored by those involved, 

participants from working-class Loyalist and Republican communities in Belfast who 

then performed the finished work. This set a pattern for ensuing Tinderbox 

productions, of having a parallel outreach project to accompany the company’s 

professionally produced plays.  

As noted previously, documentary forms had also become more prevalent, with 

Belfast Community Theatre / Partisan following up their production of Letters From 

Algeria (2001) with Holy Cross in 2002, a devised play scripted by Partisan director 

Fintan Brady, about the dispute in north Belfast over access to the Holy Cross School 

by Catholic children that became a major threat to political stability in the period. This 

was followed by Stevie’s Big Game (2006), a cross-community play in Ballynafeigh, 

south Belfast.  

This documentary turn, and the practice of using real stories as the basis of 

staged dramas had been gaining traction within the northern Irish theatre sector. The 

practice in the UK can be dated to the 1930s (Goorney and MacColl, 1986) but as a 

form for professional theatre production it had been especially prevalent in British 

theatre either side of the millennium, with a raft of documentary plays investigating the 

major political issues of the time. Verbatim plays such as Richard Norton-Taylor’s The 

Colour of Justice (1999), Justifying War (2003), and Bloody Sunday: Scenes From 

The Saville Inquiry (2005), and Victoria Brittain and Gillian Slovo’s play Guantanamo 

(2004), made the Tricycle Theatre in north London a centre for the work; Talking to 

Terrorists developed by Robin Soans with Max Stafford-Clark and Out of Joint Theatre 

Company played successfully at the Theatre Royal Bury St Edmunds, and thereafter 

the Royal Court Theatre in 2005.  
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However, the verbatim form was not much used in northern Ireland, with a small 

number of notable exceptions. Documentary forms, like the community theatre model 

of the Colway Trust, would have its own very distinct modes of creation in the post-

conflict setting of northern Ireland, and would have its most noted and most 

controversial expression in Derry.   

In 2009 Teya Sepinuck, a director from Philadelphia, initiated a project at the 

Derry Playhouse using her own process, Theatre of Witness, which uses testimonial 

accounts of lived experiences to create theatre. Over a period of five years and several 

projects, she worked with those directly affected by conflict violence: former 

combatants, security and police personnel; those who had been victims of the conflict; 

and those who had lost loved ones. Her process involved working from personal 

testimony themed around specific events, with participants sharing their stories, from 

which Sepinuck would then craft a performance text. This would then be performed by 

the participants. (See Sepinuck 2013; Grant and Jennings, 2013).  

The first project was We Carried Your Secrets, in 2009. This involved seven 

participants, (six male, one female) including combatants from the Irish Republican 

Army (IRA), Ulster Defence Association (UDA), and the RUC, as well as “three young 

people whose relationships with their fathers had been damaged or destroyed by the 

Troubles” (Grant & Jennings, 2013, p.315). The second play, I Once Knew a Girl… 

(2010) involved female participants, These included an IRA member, a community 

worker from the Loyalist Shankill Road, and a number of women who had been victims 

of the conflict directly and indirectly (Jennings and Grant, 2011, p74).  

At the outset of the process Sepinuck interviewed participants individually. Then 

in group sessions, participants told their personal stories, with each session being 

devoted to one person’s story. Other participants were asked only to listen. In due 
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course, the themes of the production would emerge. However, “the script as performed 

was ultimately structured, edited and directed by Sepinuck” (Jennings and Grant, 

2011, p74). As with works examined in the earlier parts of this chapter, there was no 

attempt to balance the number or nature of the stories to give a sense of equivalence. 

Sepinuck averred a commitment to the ‘integrity’ of each individual story. This 

suggests the same ethic of advocating for the lived experience of the individual and 

its capacity for affect, rather than some prescribed attempt to generate a concocted 

sense of shared community, or connection through a similarity of lived experiences.  

Perhaps a more troubling criticism is that which is laid out in an email from one 

respondent cited by Magdalena Weiglhofer, who charges that the work “…does not 

challenge the status quo, but rather, powerfully, reinforces it. It’s a call to ‘move on’ 

without sufficient understanding of the issues at the heart of the conflict nor without a 

method for so doing” (Unnamed audience member quoted in Weiglhofer, 2014, p.37). 

This references the avowed lack of any politicised content in the performance texts, 

or debate in the post-show talks. Sepinuck herself is adamant that this is not what she 

wants: “I’m not thinking about it in a historical, political way… I want the work to reflect 

my values and I think violence doesn’t work most of the time and the cost of violence 

is too high. I guess I shy away from opinions. It doesn’t get you anywhere” (Grant and 

Jennings 2013, p.321, italics added). This shows a very clear self-identification as 

author of the work. The same respondent also claims that when negative or equivocal 

comments were made in the post-show discussions that formed an important element 

in the process, they were closed down. While acknowledging that there is a case to 

be answered, Weiglhofer defends this by countering that having a negative opinion 

aired in the discussions created a risk for the participant-performers, and went against 

the project’s avowed aims (Weiglhofer, 2014, p.37). One could argue that this 
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reasoning actually confirms the points made by the respondent: that the work seeks 

to edit the responses of the audience, that it stakes a claim to an authenticity that is 

politically neutral, and then forecloses any kind of debate that might trouble the “overall 

intention” of the project. That in a sense implies that the outcome has been pre-

selected and that dissenting viewpoints should not be encouraged, if they must be 

tolerated.  

In a celebrated contribution to the discussion, Tim Loane, founder of Tinderbox 

Theatre Company, and a successful writer and director, was much more savage in his 

criticism. Speaking at a colloquium called Culture After Conflict: Between 

Remembrance and Reconciliation, organised by the Institute of British-Irish Studies 

(IBIS) which took place at the Ulster Museum, Belfast in April 2011, Loane called the 

play We Carried Your Secrets “Troubles porn”. It was a charge that Loane repeated 

to Jennings and Grant a month later by email: 

In this process of distillation for ‘performance’ it is nigh impossible to 

resist sentimentalizing and celebrating victimhood. This in effect 

means presenting the audience with exactly what it wants and gives 

them an easy way out through a hyper-emotional reflex. This was 

particularly evident in the post-show Q&A where I witnessed a gushing 

audience that was clearly feeding off the pain of it all—getting off on a 

kind of Troubles Porn. (Loane, cited by Jennings and Grant, 2011, 

p.75) 

Others were more circumspect, and more considered, in their criticism. Carole-Anne 

Upton challenged Sepinuck’s insistence on the truthfulness of the work. The notion 

that anyone who rehearses and presents a text is not a performer, that the status of 
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performer is not constituted in the act of performance is, she argues, “paradoxical if 

not outright disingenuous” (Upton, 2011, p.213).  

At the heart of both criticisms lies the use of ordinary people, non-professionals, 

giving accounts of traumatic experiences they have suffered. Upton critiques the use 

of the concept of ‘real stories’: stories presented on a stage are never reality. She 

argues that this emphasis on ‘real’ as opposed to ‘fictional’ conveys “a tacit mistrust of 

the theatre itself and its capacity for truth, replacing the creative interplay between the 

real and imagined with the evidentiary force of the empirical” (p.212).  

The issue is thrown into relief in the comments made by Sepinuck to Upton in 

interview. When asked if there any plans to use professional actors in the Theatre of 

Witness projects, Sepinuck is explicit in her response, that the plays will be performed 

by ‘real people’ (Upton 2010, p.105). Beyond the obvious consideration (that all people 

are real people) Upton sees “a construction of the unchallengeable authority of the 

first-person account, a sign of absolute authenticity: ‘This is my testimony,’ it seems to 

proclaim. ‘It’s the truth [. . .] this isn’t a performance, and I’m not an actor’ ” (Upton, 

2011, p.213).  

A further concern relates to the specific untrustworthiness of the actor in 

performance: the Theatre of Witness performances use a full complement of 

professional theatre makers such as technicians, a composer, and a professional 

director who also creates the performance text. This again raises problems, because 

Sepinuck does not edit or collate as one might in a rigorous documentary process, but 

creates based on the ‘words and ideas’ of the participants. Upton describes the effect 

as being akin to the ‘ideologist’ of Bourdieu, whose narratology is directed with an 

ideological intention to create specific social outcomes.  
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Sepinuck certainly works to an ideological agenda. In interview with Upton 

(2010) and with Grant and Jennings, (2013) she emphasises the intention of healing 

through the process. Likewise, in her book on the process, Theatre of Witness: Finding 

the medicine in stories of suffering, transformation and peace (2013), the third of her 

twelve key principles of the practice is ‘Find the Medicine’. She identifies this as the 

part of the process that makes Theatre of Witness distinct from other types of 

testimonial theatre, and the process is extensively discussed as a process for healing 

(Sepinuck, 2013, p.228).  

Upton acknowledges the powerful and very real therapeutic benefit the 

participants draw from the experience, citing the project video (2011, p.214). She 

notes that Weiglhofer, on the project website, makes the same claim but that “the real 

flaw in Weiglhofer’s formulation is the assumed therapeutic efficacy of spectatorship, 

for which no grounds are ever articulated”. She proposes that the therapy resides in 

the role of audience as a device for attaining a cathartic release for the participants, 

and adds that the question of benefit is still open. Comparing Sepinuck’s work with 

that of Dublin company, Smashing Times, who make the case for the usefulness of 

fictional characters as a means of interrogating difficult issues, Upton argues that the 

‘auratic presence of the storyteller’ is an obstacle to a wider engagement that would 

allow the audience to participate in the reconciliatory opportunity: 

I contend that the very claim to absolute truth—and truthfulness—in 

these performances foreclosed any such possibility of extending the 

work beyond the stage and into the auditorium… By denying the 

audience the space to negotiate the ethical and aesthetic dimensions 

of the performance, the Theatre of Witness risks positioning its 
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audience as voyeurs, whose only possible mode of engagement with 

the material is affective. (p.215) 

This approximately describes what Loane claims to have experienced as an audience 

member. She concedes that while an affective experience might be an appropriate 

response for the audience and also the participant, it falls some way short of the 

claimed goals of the work, namely the broader goals of reconciliation and societal 

healing.  

In Sepinuck’s claim of unmediated realism, Upton sees a lineage from the 

alternative theatre movements of the 1960s and 1970s where the direct address or 

“self-expressive mode of acting” was seen as carrying intrinsic truthfulness in that it 

eschewed role-playing (ibid.). The staging in Theatre of Witness shows, typically 

consisting of a bare performance space and minimal props, likewise suggests a lack 

of theatrical artifice, and thereby speaks of its own authenticity. However, for Upton 

this is not entirely effective in achieving its aim of creating the sense of an uninflected 

realism. The movement and video elements show that the process is rehearsed and 

thus pre-structured, and suggest planning that has factored in the affective impact of 

the work. This is problematic in that it counteracts the claims to authenticity. The 

combination of the choreography and the unartificed acting of the untrained performers 

work in counteractive tension, and the effect is a sense that  

…the emotional register has been pitched in advance, as has the 

trajectory to a tearful public embrace in the final moments. The very 

markers of authenticity here reveal themselves to be constructed, and 

tension arises around the claims to honesty and truth in the whole 

enterprise. (p.216) 
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This attempt to negate the performative and the fictionalising inherent in theatre 

production acts to deprive the performance, and the audience, of the useful binary of 

reality and the fictive. In response, Weiglhofer acknowledges the challenges of Upton, 

but proposes as an antithesis the ideas of Jacob Moreno in relation to psychodrama, 

which suggests two types of cathartic experience: the ‘active’ catharsis of the first 

instance, and a secondary, passive catharsis that operates by the experience of 

witnessing the active catharsis of another (2014, p.31).  

There is no doubt that the evidence mustered by Weiglhofer in support of this 

claim is substantial. However the charges that the authorship of Theatre of Witness is 

essentially ideological, in setting out with the “overall intention of pointing towards a 

more inclusive future” (p.37) is difficult to refute. In all the materials related to the plays, 

Sepinuck is cited as author, and she states the desire for a more open debate as 

beyond the structures of the Theatre of Witness model. This type of theatre, she points 

out, is designed to enable understanding of suffering, and a healing process. 

Ultimately the charge of the work being apolitical is dismissed on the grounds that the 

personal is political. This seems to conflate the related notions of ‘political’ and 

‘politicised’, and pretermits consideration of the types of theatre that are political, 

politicised or about politics, as per Holderness (1992).  

Grant and Jennings regard Sepinuck’s process not as denying politics, or of 

supressing political viewpoints, but as advocating with an acceptance of oppositional 

relationships and ideologies. (2013, p.316). They argue that the process opens a 

space for critical discourse, by the nature of its structures: “The very fact that Theatre 

of Witness productions can and have been criticised as manipulative or exploitative, 

indicates in itself the potential space for critical and rational reaction” (p.317). Going 

somewhat further, Michelle Young, noting that Sepinuck claims she was “absolutely 
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conscious” of the political implications of the work, suggests that it is consciously 

political; in her process of choosing stories “…the agenda to choose a personal history 

that would have political agency hinted at the appropriation of the personal for a 

political relevance” (2014, p.53) Having spent some time with the Theatre of Witness 

team during the production of We Carried Your Secrets (2009) and having the benefit 

of a similar insider view to that of Weiglhofer, Young takes a nuanced view. She 

regards the process Sepinuck uses on the play shows an acute political awareness: 

“…in We Carried Your Secrets, it seemed that political choices were made here too, 

on whom to give that place to” (2014, p.54). However, she acknowledges that the 

process poses ethical and creative challenges, and given the challenges, “Cloaking 

these narratives as stories seemed then, to offer the most suitable and safe method 

of truth-telling in such a climate” (p.58).  In the politically-charged context of post-

conflict northern Irish applied theatre, nothing can be honestly regarded as apolitical, 

and the use of stories, of the artifice of the theatre-maker in shaping those stories, and 

of the performative presentation of them (even by ‘real people’) the Theatre of Witness 

process has made a valuable contribution, in the view of Young, Grant, Jennings, and 

others. Weiglhofer says as much in summing up the process: 

Storytelling, in itself political, always operates in a political context, too. 

Even if individuals or groups are determined and committed to tell their 

stories, it is not guaranteed that they will have a receptive audience that 

is willing to hear them. It might be difficult for a certain story to be heard 

outside the community that produced it. (2014a, p.154) 

This type of theatre, she points out, is designed to enable these stories to be heard, 

to allow others to understand the suffering of victims, to provoke responses that make 

for the beginning of a healing process. 
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This work established the Playhouse as a centre of theatre for reconciliation, 

and proved the viability of theatre as a medium for negotiating the legacy issues of the 

conflict, and in this it can be said to have enabled the development of new types of 

theatre. In this respect it laid the groundwork for the ambitious Theatre and 

Peacebuilding Academy, and The Crack in Everything (2018) written and directed by 

Jo Egan, also at Derry Playhouse, which is examined in the case study at 4.2.7. 

By 2014, Sepinuck had taken a step back from the work in Derry for personal 

reasons, and international applied theatre company Imaginaction had stepped in. 

Further performances using the process were developed with participants in Belfast, 

and performed in Belfast, Enniskillen, and Derry in May 2014. Our Lives Without You 

was made with families of the eleven people killed in the shootings in Ballymurphy in 

August 1971 (De Baróid, 2000, p.80-89). The project was directed by Alessia Cartoni, 

a theatre director from Madrid who worked with the support of Sepinuck. The 

production consisted of personalised accounts of the events of 9th to 11th August 1971, 

from the children and siblings of the victims.  It played at Corpus Christi Youth Centre, 

in Ballymurphy, close to the site of the killings, the Brian Friel Theatre at Queens 

University, Belfast, The Playhouse in Derry-Londonderry, and the 174 Trust in north 

Belfast. Produced at the same time was the play, Unspoken Love, written and directed 

by Thomas Spiers; this was created from the accounts of two couples in mixed 

marriages who had also had traumatic experiences in the conflict, including Stephen 

Gault whose father Samuel (a policeman) was killed in the IRA bombing of the 

cenotaph in Enniskillen in November 1987 as Stephen stood by his side. It opened in 

Enniskillen at the Westville Hotel before playing alongside Our Lives Without You at 

Queen’s and The Playhouse.  
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These later pieces were more directly about challenging historic wrongs, and in 

both cases the text called for an injustice to be set right. In this sense, they veered 

away from the Sepinuck model of non-politicised work seeking to effect ‘healing’ and 

stated a demand that can hardly be regarded as apolitical.  

This move toward a more advocatory type of theatre was increasingly common, 

with applied theatre projects proliferating in the funding records of work with single 

issue communities, or communities of interest, including those with brain injuries, 

(Brain Injury Matters and Cedar Foundation), disabilities and special learning needs, 

(Stage Beyond and Lilliput Theatre Company), sensory impairments, (The British Deaf 

Association) the LGBT community (Theatre of Pluck and Rainbow Project / Rainbow 

Centre Strabane) and others.2 

However the single most substantial community, or groups of communities, who 

began using applied theatre for advocacy from the mid-2010s came from the 

Protestant Unionist Loyalist community. 

 

4.2.6. The 2010s - theatre for PUL community advocacy 

For many years, as Grant (1993) and McDowell (2013) argue, there has been a 

general perception that the PUL community does not engage with theatre. Set against 

this is the fact that many of the most successful playwrights from northern Ireland had 

been from that community: Sam Cree, Sam Thompson, Graham Reid, Stewart Parker, 

Christina Reid, Robin Glendenning, Marie Jones, Gary Mitchell, David Ireland, Stacey 

Gregg and others. However, there may be some truth in the assertion that up to the 

 
2 Much valuable research has been done on theatre with these communities in northern Ireland, as for 
example Rea (2016) and Corr (2020). Important though these applied theatres are, they lie beyond the 
focus of the current research. 
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mid-2010s, the PUL communities had not used applied theatre for advocacy as widely 

as had the CNR community.  

One can speculate as to why the decade from 2010 produced such a welter of 

applied theatre works from the PUL communities of northern Ireland. It is undoubtedly 

the case that the Decade of Centenaries, a celebration of the hundred-year 

anniversaries of important events in northern Irish history, had a galvanising effect. 

Work was created that memorialised the Ulster Covenant of 1912, the Curragh Mutiny 

of 1914, the Battle of the Somme in 1916 and other events. Perhaps also the effects 

of the post-ceasefire period, and incidents like the Holy Cross school protests, the 

rerouting of Orange parades, and the disbandment of the RUC were taken as a sign 

that the CNR community was being more effective at getting its message across, and 

that they were being more successful at influencing the currents of events. McDowell 

(2013) explores the many cultural and historical facts that might be influential in 

respect of this phenomenon, quoting, among others Gary Mitchell, Marie Jones, Tim 

Loane, and George Newell. However he also makes the point that there had been 

suspicion within the PUL community about the negative effects for Unionists and 

Loyalists of the 1998 Belfast Agreement.  

The funding records show a significant number of PUL community and applied 

theatre projects in the period from 2010 to 2018. In 2010 Blue Eagle Productions, 

based in Derry, staged Exodus Revisited, the first of a number of plays in the period 

that examined critically the situation for Ulster Protestants. Its premise was the outflow 

of the vast majority of the Protestant residents of Derry’s cityside, with the 1969 

population of 16,000 reduced to approximately 400 by the time of the production. 

Jonathan Burgess, Blue Eagle’s Artistic director, describes the project as years in 

preparation, with substantial funding finally secured to mount a large-scale oral history 
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project, where personal accounts of the exodus were collected and archived, as well 

as forming the basis of the script. The process of authorship is vouchsafed by checks 

and balances: 

A committee of volunteers will provide ongoing community input into 

the development of the play to ensure the accuracy and authenticity of 

the script. A series of workshops and debates will be held alongside 

the theatre production to increase understanding of the sensitive 

issues that surround The Exodus”. A publication and dedicated 

website are also part of the project. (Londonderry Sentinel, 2010) 

Funding of £50,000 was provided by the Heritage Lottery Fund, with contributions from 

Derry City Council, and the CRC.  

Philip Orr, a former teacher and noted military historian was instrumental in 

producing several plays that examined the historical heritage of the PUL community 

in the Decade of Centenaries, the first of which was 1912 – A Hundred Years On 

(2012). Subsequent productions included 1916 – One Hundred Years On (2016) about 

the 36th Ulster Division and the Battle of the Somme. The same theme provided the 

material for Halfway House, also about the events of 1916 but set in 1966. The play 

Beneath the Harp and Crown (2018) focused on the now-disbanded Ulster Defence 

Regiment.  

Two linked organisations—the 36th Ulster Division Memorial Association 

Cultural Society, and the Unionist Centenary Committee—both received funds to 

produce plays within the Decade of Centenaries celebrations, with Partisan 

Productions and Blue Eagle partnering them to realise works based on historical 

records, and with community participation. These included Strawfoot! Hayfoot! about 
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the experiences of the British Tommy in the first World War (2012), Home Rule From 

a Unionist Perspective (2013), Shipyard to the Somme (2013) and A Volunteer’s 

Journey (2015).  

Blue Eagle, under the direction of Burgess, was behind another large-scale 

project, in 2013, The Siege Musical which staged the Siege of Derry of 1688 as an 

immersive outdoor pageant at Ebrington Barracks, the former British Army base in the 

city. It formed part of the programme for the 2013 City of Culture celebrations in Derry-

Londonderry. Also in the same programme were new works by composer Brian Ervine 

with Orange flute bands, and a production with accompanying outreach programme 

facilitated through The Pride of the Orange and Blue Flute Band.  

A pair of projects with PUL communities facilitated by Jo Egan in 2010 can be 

regarded as having resonating influence. In the first, Egan was commissioned by 

Castlereagh Borough Council to develop a project with two groups of older women 

from PUL communities. In an article on the project, Egan describes her first meeting 

of the project, with the group from Ballybeen estate, in Dundonald. It bears out a 

number of recurring themes of the tokenistic approach to engaging participants, found 

in the present research: the women did not seem to have been informed beforehand 

what was in store; the Good Relations officer from Castlereagh Council had devised 

the project, commissioned the writer, and recruited the participants without having 

attempted to find out what the participants want to do (Egan, 2014). The participants 

had misgivings about representation: as Protestants, they were used to being 

misrepresented, or shown in a negative way.  Egan insisted she had arrived with no 

preformed agenda, and encouraged the women to determine what they did want to 

talk about. As trust developed, a number of the women committed to taking part and 

decided on an archive of oral history as the initial phase of the project. This was 
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followed by a performance of the women’s stories, featuring professional actors, called 

The Ritual of Life. In its preoccupation with the reframing of traumatic memory, and its 

focus on telling the stories of women of the conflict, the project foreshadows later 

works developed by Egan. It marks the beginning of a series of projects she undertook 

with PUL communities in Belfast, situating her as a significant practitioner in applied 

theatre working with the legacy issues of the conflict.  

The other project of that year where Egan worked with PUL communities, 

collaborating with Gerri Moriarty, took place on the Mount Vernon estate in north 

Belfast. This resulted from a dialogue with Mount Vernon Community Development 

Forum (MVCDF) involving Egan, Moriarty and William Mitchell, community worker, 

academic, and playwright (Jeffers, 2014). The initial impetus was a pair of community 

engagement projects centred on arts activities: a community pantomime, and a ‘Big 

Weekend’ social event that featured a range of activities including creative writing and 

photography workshops, a quiz, tea dance and more. The project that emerged, with 

Egan as one of the facilitators, was memory-based involving local people in what 

Jeffers describes as ‘social archiving’ (2016, p.147). Led by Egan and Moriarty, the 

participants considered memories from the conflict period, and shared these publicly. 

This process was designed to be the central activity, the raison d’être of the project, a 

point stressed by the project leaders, Egan and Moriarty (p.158).  

In using the process of storytelling as a means of socially archiving the history 

of the area, Egan and Moriarty enabled the community to become authorities on their 

own past and history, and within the discrete community this can also involve critical 

self-questioning. Jeffers describes this process as recollection and observes the twin 

meanings of the word: it is a process of remembering, specifically structured 

remembering; but it is also re-collection, a gathering up of the material, a re-
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formulation of the community and a resetting after a time of conflict. This archived 

community (and communal) memory is used here as a means of negotiating truth in 

the post-bellum situation, where truth is a contingent, subjective, and various thing. 

Ultimately, the workshops and social archiving were turned into a film, More than just 

a Mural featuring many of the stories and participants of the project and forming a 

permanent and valuable production of that community. The Mount Vernon project led 

to Egan’s central role in the setting up of Etcetera Theatre Company, by Mitchell, 

community worker Billy Hutchinson, and playwright Robert Niblock, in 2011. Egan 

remained a creative associate with the company for the next three years. Playwright 

Marie Jones and academic Dr Connal Parr joined the company board. Matthew Coyle 

identifies Lynch as once again a catalyst for the establishment of the company: 

The genesis of the company emerged in the wake of Martin Lynch’s 

2009 play, Chronicles of Long Kesh. Questioned by a number of 

loyalists about the way in which their side had been presented in the 

play, Lynch challenged them to take action by telling the stories in a 

manner of their choosing (Coyle, 2015). 

The company went on to stage a successful first production of Niblock’s play Tartan, 

in 2014.  

Perhaps the high-water mark of this period of theatre from PUL communities 

was the play Crimea Square, which evolved out of writing workshops in the Spectrum 

Centre on Belfast’s Shankill Road. Staged as part of the 2013 Belfast Festival at 

Queen’s the play was a runaway success and won the Audience Award for Best play. 

Created as a vast epic spanning a hundred years of the Shankill from the Home Rule 

crisis of 1912 to the present day, the play was centred around a fictional street, where 

the developments across history were played out. It was written by members of the 
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Shankill community history group, Sally Cochrane, Johnny Dougan, Albert Haslett and 

Jacqueline Nicholson, and was directed by Jo Egan. A cast of thirty-five local people 

was joined by professional actors Marie Jones, Matthew McElhinney, Jo Donnelly, and 

Martin Maguire.   

Jeffers (2016) describes the process of creation, whereby the authors, who had 

been involved in the Shankill Area Social History (SASH) project, took part in a six-

week writing course with Egan. This led to the decision to create a community play. 

Funding was sourced from the ACNI, and the Special European Union Programmes 

Body (SEUPB) a cross-border body set up under the terms of the GFA to support 

peace building community projects. Jeffers notes that the programming of the play as 

part of the Belfast Festival raised the stakes for the project, but also raised the profile 

of it (pp.211-212).  

Where the default had been, for the most part, that professional writers would 

create the performance text (as with The Wedding Community Play) the case of 

Crimea Square is different. The process was shared between members of the 

community (the four writers) and the facilitator, Egan. The decision that the play would 

advocate for the experience of a single community was significant in that it enabled 

the community members to assert their expertise and authority over the material. This 

allows for a reflective and reflexive process, which Jeffers sees as enabling self-

examination by the community:  

I argue that limiting participation in the creation of a ‘single identity’ 

project allowed the writers’ confidence in authoring their history and 

narrative to develop and grow, to the extent of allowing them to 

authorise some challenges to the traditional historical narrative. 

(p.219) 
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This constitutes a major finding in relation to community authorship of applied theatre 

for advocacy. I contend that, not only is Jeffers’ analysis correct, but propose to press 

the logic of this reasoning further. I would argue that only by the creation of single 

identity projects authored from within the community can a challenge to the 

shibboleths of a given community take place. Clearly, an open challenge in a dialogic 

or cross-community project would create tensions, provoke defensiveness, and 

generate conflict (as had been the case in The Wedding Community Play, as 

described by Moriarty, 2004, p.17). Conversely, within a culturally homogeneous 

group, it is possible to critically examine the ontological constitution of the community 

and challenge dominant structures. This is demonstrated in the Shankill community, 

where only those from within that community could hope to successfully challenge the 

cultural and historical certainties in a play that dealt with such culturally sensitive 

material as the Ulster Covenant of 1912, the Battle of the Somme in 1916, or the 

Shankill Bomb of 1993. This process of reflexive and critical community advocacy, 

endowed with sympathy and self-awareness, can hope to succeed where challenges 

from outside the community would almost certainly fail.  

Jeffers relates how processes of exchange worked within the Crimea Square 

project, this Barbaesque ‘barter’ allowing for the transfer of authority. She also notes 

an interesting quality of this exchange: “…barter of technical know-how for lived 

experience meant that Egan and the community writers depended on each other” 

(p.220). An important aspect of the relationship hinged on the fact that Egan, as a 

London-born Dubliner from a Catholic background who identifies as a feminist and 

socialist, was of an identity in every way opposed to that of many of the people in the 

Shankill community. She thus presented a challenge both in her ideas and in how she 

responded to the work in progress. The decision of the Shankill group to work with 
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Egan thus built in the challenge at the base level of the project and in a sense meant 

that they gave their authorisation to this challenge.  

Again, I contend that this insight is not only accurate, but capable of extension. 

I suggest that Egan’s ability to challenge and contest the ideologies in the group was 

possible only because the authority on the project rested with the local authors. Had 

Egan been writing the play, this would not have been possible. An instructive 

comparison can be made here with the experience of Shankill Community Theatre, 

and their work with director Tom Magill in 1994-95. The community involved is the 

same (indeed at least one participant was involved in both groups). The participants 

in both projects were local people, from the Shankill Road in Belfast and its 

surrounding streets, and all came from the PUL community. Unlike Egan, Magill was 

himself from that community, and thus one might have expected he was better placed 

to challenge the ideologies of the group. However, the key factor is the authority, and 

its vested form: authorship.  

Magill proposed that the company produce a play that challenged perceived 

prejudices within the community the company served. As author of the play, The White 

In Between, and as director, he was in possession of authority in the group. McDonnell 

(2008, p.160), describes this as a ‘provocative challenge’ to the members of the 

company. In the end this challenge failed, and the participants walked away from the 

project. Given that the participants did not author the work, they had no investment in 

the ideas and values it espoused. Further, given Magill’s dual authority as writer and 

director, it is likely that the participants had negligible authority. The sole sanction they 

possessed was the withdrawal of their participation. McDonnell calls this “self-

censorship”. It could be argued that it is indeed the opposite, an act of self-assertion.  
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By contrast Egan, as an outsider, challenged from outside, but the authority 

was vested in the local people, both in their authoritative knowledge of the material as 

experts, and in their authorship of the play. Thus they could absorb the challenge, 

respond to it and do so creatively and with confidence. As Jeffers points out, the group 

members had become authorities on their own history, and as a result their confidence 

and their ability to disseminate that confidence within the group enabled challenges to 

the dominant views of the community’s history. 

Limiting participation in the single identity model gave the writers of 

Crimea Square permission to probe and question their own and their 

community’s identity within the security of ‘the pale’, managing, or at 

least diminishing, the risk inherent in their activities. (2017, p.226). 

The group that created Crimea Square would go on to constitute itself as Heel and 

Ankle Community Theatre Company, and continue to make theatre up to the present 

time. The first major project to follow Crimea Square by this group was Flutes, Flags 

and Flames, in 2015. Here I must state an interest, having worked with Heel and Ankle 

on this production. This does however enable me to give an account of the process of 

creation. This was essentially one of devising, where the company members 

improvised around themes they had decided in advance. From the outset they were 

clear that they wanted a work that would show the positive aspects of Orange culture, 

and act as advocacy for the community in the Shankill Road area of Belfast. They 

were also clear that the work needed to contain a strong sense of affection for their 

home area and the people who lived there. Ultimately, when the devised scenes were 

word processed and a production script produced, the company members felt 

sufficiently in control of the processes of authorship, that they freely changed and 

adapted the text as they felt appropriate.  The final work was therefore co-created by 
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the company members, with scenes written, improvised, and collated from workshop 

exercises, and often further improvised in front of the live audience.  

Early workshops focused on elaborating themes, with the focus decided by the 

group in advance: that the play would be about the 12th of July, the marching season, 

Orange / Loyalist culture and the Ulster Protestant identity. In developing the material 

around the themes, suggestions included all of the above, and also some that were 

deemed contentious: alcohol and drug abuse, criminality, sectarianism. However the 

group members made an explicit decision that this was not the way they wanted the 

play to be. At a break during rehearsals several of the older group members gathered 

together and decided that they did not want to present negative images of the 

community: that was not what the play was hoping to do. The project was advocating 

for the positive aspects of the community. Where there was reference in the final script 

to anti-social behaviours and issues, these were dealt with humorously, and with 

gentle judgement.  

A key character in the play is Aggie, an uncouth but likeable woman with 

entrenched Loyalist views, who wants the band her son has joined to play ‘Blood and 

Thunder’ style. She is shown not to fully understand the history and traditions of 

Orange culture, which are in due course explained to her. Aggie recurs in subsequent 

Heel and Ankle productions, and can be said to be a self-presentation of aspects of 

community that are negative, but ultimately not representative of the community as a 

whole. In plays such as Flutes, Flags and Flames, and the Christmas play Turkeys, 

Toys and Tinsel (2017) she is a source of both dramatic conflict and humour.  

Flutes, Flags and Flames advocates for the rights of the bonfire builders, and 

the marching bands, and the right to fly the Union flag. It is both as an entertainment, 

and an advocacy project, with scenes describing the formation of the Orange order, 
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the development of Orange culture in Belfast and the establishment of the first Orange 

lodge in south Belfast in the 19th century. It featured The Britannia Flute Band, a 

Loyalist marching band, in the production at the Spectrum Centre in May 2015, and 

played to packed houses of appreciative audiences. The work of Heel and Ankle can 

be regarded as operating at the highest levels of the Ladder of Citizen Participation, 

‘Citizen Control’ (Arnstein, 1969, p.217).  

Again, the decision to use theatre to disseminate a message advocating for a 

single community at this time was unquestionably a response to the politics of the 

period: for most of 2013, Belfast and other towns in northern Ireland had experienced 

Loyalist protests about the reduced number of days in the year the Union flag would 

be flown on Belfast City Hall. There was a perception that the Nationalist community, 

backed by the moderate Alliance Party, were intent on removing the visible symbol of 

Unionist and Loyalist identity in Belfast.  

At around the same period, celebrated actor Dan Gordon developed a project 

on the issue of flags and Orange culture with young bandsmen in east Belfast. More 

Than A Flag (2014) was likewise a combination of dramatic scenes, and music in the 

Loyalist band tradition, with three groups of bandsmen involved. The play found its 

themes in the centenaries then being celebrated and to come, including the actions of 

the 36th (Ulster) Division in the First World War. Gordon though was at pains to point 

out that the production was not just a response to the flag protests: 

It goes a lot deeper… In recent times, the tenor of how the media 

chooses to portray the situation is around flags and emblems but there 

is a great deal more to it. I would like to examine that. There’s a much 

wider fraternity there. (Coyle, 2014) 
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The show was staged in October 2014 at Ballymacarrett Orange Hall in east Belfast, 

and like Crimea Square, the production was part of the Belfast Festival at Queen’s.  

This growth in the use of applied theatre as a means to advocate for the rights 

of the Protestant Unionist Loyalist communities continues in the following years, with 

Burgess and Blue Eagle producing A Funny Thing Happened On The Way From The 

Twelfth (2017) which was performed in a number of venues around Derry-

Londonderry, including several in Nationalist areas and venues associated with the 

Nationalist community including the Irish language centre, Cultúrlann Uí Chanáin 

(Derry Journal, 2017). The play once again takes as its theme the Siege of Derry, a 

historically critical moment for the 17th century Planter communities in Ulster, and a 

touchstone for the Unionist and Loyalist communities today. It looks at the events of 

the Siege and the effects these have on contemporary society, through the 

memorialising of the Apprentice Boys of Derry. This follows on from the previously 

mentioned Siege Musical, and from the 2005 community project The Closing of the 

Gates, written by Sam Starrett, all plays sharing this theme. McDowell makes the 

cogent point that by sticking to historically distant events it is possible to play safe with 

audiences (2013, p.332). This is borne out by the successful (and uncontroversial) 

performances of A Funny Thing Happened On The Way From The Twelfth to 

Nationalist audiences, and the recourse to the Siege theme. By using the filter of 

historic events, companies like Blue Eagle, and plays like Crimea Square offer views 

of the PUL community that advocate for that community while providing a safe entry 

point for those from other communities.  
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4.2.7. Case Study: The Crack in Everything  

In the two decades covered by the present research there have been many different 

approaches to addressing the legacy of the conflict using theatre with communities. 

The modes of authorship used have been varied, but all have in some way addressed 

the history of intercommunal violence in northern Ireland, and many have relied on 

memory and personal testimony. 

Throughout the period, Jo Egan has been remarkably productive in this field, 

developing several of the most well-known and critically-lauded projects, including The 

Wedding Community Play and Crimea Square. Her most recent work in this area, The 

Crack in Everything (2018) might be regarded as the fullest realisation of her process, 

of working to reframe traumatic memory using theatre with communities. It exemplifies 

many of her processes and preoccupations, including a focus on women’s stories; the 

use of documentary material; the creation of performance texts from memories and 

personal stories; and a fearlessness in tackling difficult themes. As such it serves as 

an ideal subject for a case study examining the processes of facilitation, modes of 

authorship, and affective impact of this type of work. 

 

Background 

Developed as part of the Theatre and Peacebuilding Academy programme at Derry 

Playhouse, the play tells the stories of six families whose children were killed during 

the conflict. The project had its genesis in 2017 with an application by the North West 

Play Resource Centre, the parent company of Derry Playhouse, to the Peace IV 

Programme of the Special European Union Projects Body. The SEUPB approved 

funding for the Playhouse and its project partners, of almost €860,000, to develop a 

three-year programme of projects designed to use theatre and arts for promoting 
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conflict transformation (SEUPB, ca. 2020). A central feature of the programme was 

the selection of several international artists to deliver community focused project. Egan 

submitted an application to the open call, and was the first playwright commissioned 

to deliver a project.  

The Playhouse had garnered a reputation for work that addressed legacy 

issues of the conflict, through its programme of Theatre of Witness plays. Egan, 

however, saw her work as significantly different, being a mediation by the theatre 

maker, who recreates the experiences of others at a remove from those whose 

memories are the material of the process. Where Theatre of Witness operated by 

asking participants to tell their stories, listen to each other’s stories and develop the 

ideas for the play communally, ultimately it remained a participant-focused process: 

those who took part in workshops also performed their stories on stage. The power of 

the form lay in the audience being in the presence of a person whose lived experiences 

formed the performance text, and thus witness to a kind of sharing of personal truths. 

The project was initiated in March 2018, with Egan spending much of her time in Derry 

over the next nine months. 

 

Challenges of the writing process 

The themes of the project Egan was to work on had already been identified by the 

Playhouse team under the direction of Pauline Ross, the founder and director. They 

identified the children who had died in the conflict as the theme for the piece. This 

caused Egan no small amount of apprehension. 

I thought, oh my God, who is going to want to come and see a piece 

of theatre about children that were killed in The Troubles because for 

me as a professional theatre maker, that’s the reality.  All of us want 
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to peel back on systems that are oppressive or create empathetic ways 

that people can engage and make journeys with tragedy…. Actually, 

the one thing that people felt really uncomfortable using was the death 

of children. (Egan, interview with researcher, 18 May 2020, see 

Appendix 4) 

However, as the project developed, other issues became a concern. Chief among 

these was the lack of time, less than a year, to research and recruit the families whose 

children had been killed, research the deaths, interview the family members and then 

write, and produce, a piece of theatre based on these stories. Egan initially suggested 

it ought to be a two-year process, though could in theory be completed in one. It was 

not just a matter of finding families who would be happy to discuss the deaths of their 

children, nor even about the creation of a play based on their testimony that would not 

retraumatise them. It was also about finding the means to perform it, which Egan felt 

would involve a carefully structured process of actor training. The stakes were high: 

she was told that the project had the time limits it had, because of strictures imposed 

by the funding from SEUPB. Either she could complete the job in time, or she would 

have to withdraw. Egan decided to persist.  

As the research began, she started to re-evaluate her position, and came to the 

belief that actually, Ross had latched on to something important. Several of the 

community workers who might be able to help her find potential participant families 

were set against the idea. They were often vocal about how uneasy they were with it. 

The death of a child was too difficult to be dealt with in this way. For Egan this 

suggested it was important that she do it: “I’m listening to this, but I’m coming more 

and more out of Pauline’s idea and thinking because it’s unsayable, then it is right that 

we try and do it” (Egan, interview with researcher, 18 May 2020, see Appendix 4). 
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The first few weeks were spent talking to those working in conflict resolution 

and with victims, chasing down contacts, following up suggestions of people who might 

be prepared to take part. Gradually a cohort of participants clustered around six young 

victims started to coalesce. However the process was a draining one for Egan 

personally. In her diary of this period, which the researcher was permitted to read, 

exhaustion and sickness feature regularly. There is a sense that Egan had risked her 

health to look into the traumatic past with the families of the children who have been 

killed. She had looked through the door into the world of horror that the families live in 

every day. Fearful of the impact this pall of darkness might have on her relationships 

with her own children and grandchildren, she decided to remain in isolation from them 

while working on the play. 

Other pressures also took their toll. While trying to track down potential 

participants and interview them, Egan was also having to deal with the demands of 

funding, costings, production issues, casting, staging, technicians, and props. Her 

work was often beset by attempts to control her process, by gatekeepers working for 

conflict support organisations. In at least two instances, she was warned off 

interviewing bereaved family members who were described as difficult. Her response 

was to find the possibility that someone might grieve for a loved one in a way that 

makes them seem difficult as worthy of a writer’s attention.  

A major hurdle related to the script itself. As it was to be based on verbatim 

accounts of the events, everything depended on the selection of the material, and the 

shaping of it. Given that many of the decisions conceptualising the project had been 

made in advance by the Playhouse team, Egan was concerned with issues around 

control of the material. She saw her role as retaining that editorial and authorial control 

on behalf of the participants: 
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I also then became a little bit worried about who was going to be in 

charge of editing my script. So, at a very early stage, I took a bit of 

control over that because I didn’t want anybody in the Playhouse 

editing the script.  I wanted the families to edit the scripts, I wanted the 

families to give me the say, and very early on, I went to the Playhouse 

and I said, I embedded this into my interviewing process so that if they 

give me permission to perform whatever I come up with, that we have 

to sign off on that. In fairness to Playhouse, they were absolutely 100% 

behind that, that the families would have to sign off. (Egan, interview 

with researcher, 18 May 2020, see Appendix 4). 

As the script gradually took shape, a further challenge arose. On the model used by 

Teya Sepinuck in previous Playhouse Theatre of Witness projects, Egan found herself 

expected to use the participants as performers. She considered this very dangerous: 

not only was there not enough time to train the families to be able to perform in public, 

there was barely enough time for trained professional actors to rehearse and prepare 

the play. To expect family members to perform with such a shortage of this most 

important resource, time, would expose them horribly. 

On this point she dug her heels in. It appeared that the Playhouse team “just 

sees that this thing that Teya [Sepinuck] did was perfect, and the rest of us just have 

to do it that way, but I couldn't do that” (ibid.). Eventually she won the argument. 

Moreover, a kind of serendipity had started to show in her research contacts, and 

suggested to her that the play could be cast from among those related to the families 

of the bereaved, or other bereaved families: one actor is a niece of Julie Livingstone, 

another the goddaughter of the brother of Kathryn Eakin. A third lost her grandfather 

in a sectarian shooting in Belfast. The recurrence of these connections throughout the 
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course of her research suggested to Egan that here was a bigger issue in play, 

connected to the themes she had uncovered of transgenerational trauma: “I thought 

this is extraordinary, are all artists born into trauma, is this thing in the back of the 

family that people can’t speak about, does it suddenly become born two generations 

later?” In using those connected to the families of victims, alongside experienced 

actors, Egan could be said to have used a mix of methods with some that are similar 

to Sepinuck’s on the Theatre of Witness process. However, there were important 

differences in the approaches to casting. Egan was mindful that she did not have time 

to train the family members to be performers, whereas Sepinuck’s process puts time 

into exactly that development of the participants (Sepinuck, 2013). An important 

second issue was Egan’s insistence that the performers are performers rather than 

participants, and this is emphasised in her description of the casting process: the 

actors were chosen for their suitability as actors, in the certainty that they had sufficient 

experience to handle the material. The connections to the tragedies of the play (or to 

other similar tragedies) were such as one finds in a society recovering from conflict. 

Undoubtedly though, despite Egan’s determination to act according to her lights, the 

Theatre of Witness productions exerted an influence on the making of The Crack in 

Everything. 

In the face of attempts to shape her interactions, and to make decisions to fit 

with the agendas of those outside the project, Egan allowed the participants to guide 

her. What was most important was that the work should serve them: “I know, without 

a shadow of a doubt, they are right for it because they’re in a place where they aren’t 

going to be traumatised by what I do”. The result was a work that did not hide from the 

horror of the deaths of six children, but managed to find in them individual, often untold 

stories that reveal the actuality of the conflict, and point us to a way out of it. 
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The production 

The performance text of the play is composed of verbatim material from the interviews. 

These were undertaken with family members of the dead, but also friends, relatives, 

teachers, those whose lives were touched by them. As Egan notes in the preamble to 

the play, further “factual information is provided from official judicial reports, sometimes 

access online or through the Pat Finucane Centre, the BBC website or the Derry 

Journal.” (Egan, The Crack in Everything, p.2). These testimonies and the supporting 

historical facts form the heart of the play.  

In describing her authorship process for The Crack in Everything, Egan regards 

it as essentially verbatim. The text was composed almost entirely from words spoken 

in interview. She does acknowledge some reordering of the material, where she has 

put things in a different order in the performance text than they appear in the interview. 

A further editorial technique is that she sometimes takes the words of two interviewees 

and gives them to one character: the example she gives is the case where the 

comments of one sister in a family is given to the other sister (Egan, interview with 

researcher, 18 May 2020, see Appendix 4). These changes were often unavoidable 

given the volume of words she ended up with after the interview process was 

complete. Beyond that, she sees her process as essentially that of an author: 

I was still crafting word, essentially, like a playwright, even if we call it 

verbatim theatre. Some of the verbatim theatre stuff that I've been to 

see I find utterly boring. So, my desire and doing verbatim theatre was 

to craft it like a playwright, so that the order and timing of when stuff is 

brought in, yes, I was using things like structure and plots were 

fundamentally important in the telling of these stories… for the life of 



218 
 

them, somebody suffering with trauma cannot adhere to structure and 

plot.  

In making these changes, she sought the approval of those concerned. In the case of 

specific instances of changes, as with the two sisters described above, the individuals 

were consulted. Further, when the script was complete, Egan staged several play 

readings for the families, where they had the final say on the material. Nonetheless it 

is important to note that while the work is effectively verbatim theatre, Egan identifies 

as the author, and acknowledges that authorship process extends to the selection of 

material in a process such as that undertaken for the play.  

The title comes from the Leonard Cohen song, Anthem: “There is a crack, a 

crack in everything. That's how the light gets in” (Cohen, 1992).  

The Crack in Everything opened at Derry Playhouse on the 27th of November 

2018, and ran until the 1st December, before transferring to Belfast. This researcher 

saw it on the final performance in Derry, on the 1st of December.  
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Figure 3: The Crack in Everything flyer 

 

The performers—three professional actors and three actors from the families of the 

dead children—perform as family members, those who witnessed the killings, friends, 

those mentioned in interviews, even on rare occasions speaking lines from the dead 

child. In the six episodes of the play, one actor plays each of the principal characters, 

and the others fill in as the material requires them. In this way Egan constructs a 

performance text from the material of the interviews which is both faithful to the words 

of the interviewees, and dramatic as an audience experience.  

This is reinforced by the dramatic structure used in the play. The stories are 

told in series, coming to a point of common trauma, where the child has been lost and 

the family is desperate for justice. Dramaturgically, all the threads in all the stories lead 

to the same point: this story that must be told, the trauma requiring a mediation of the 
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memory, and the wrong requiring justice. In all cases, the conduct of the combatants, 

police and public authorities is deeply traumatising. Inquests happen without families 

being notified or before police investigations are completed, collusion between killers 

and vested interests is suspected, cover ups are engineered, blame is shifted, or 

denied. The police, north and south of the border, act with cruel disregard for the 

families. This fight for justice, present in every story, gives the play its dramatic 

structure. In each case, this striving for the truth of what happened and for justice 

becomes the quest that drives the stories forward narratively.  Egan summarises the 

narrative choices she made as follows: 

…it was a basic quest narrative and it was a reveal… you hit the 

tragedy, and from then on, it’s the reveal of the impact, but also how 

that pushes people and the family to either leave the family or stay 

within the family, but then go on with a narrative for the truth, quest for 

the truth.  The Holy Grail, that’s what it is. (Egan, interview with 

researcher, 18 May 2020, see Appendix 4) 

Importantly, the focus on the enduring transgenerational trauma in the play offers a 

way of interpreting it as a vicarious learning tool. Indeed, the play was seen by a large 

number of school students too young to remember the conflict, an audience 

encouraged by the Derry Playhouse through the Academy of Theatre and 

Peacebuilding Project. It is in many ways the point of the play: 

The Crack in Everything cautions those who think of the forgetful 

nature of the passage of time as the way of getting past Northern 

Ireland’s violent history. Despite attempts to ignore the consequences 

of The Troubles out of existence both then and now, the trauma 

sustained during the conflict persists. Given the demonstrated 
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intergenerational nature of the pain inflicted, it is unclear how far 

unaddressed grievances will travel into the future. (Lira, 2018) 

The play, as Allison Lira points out, does not come to a point of closure, as with the 

trauma for the families concerned. In respect of this issue of closure, Egan’s 

dramaturgy is appropriate to the material and to the situation. Given that the play is 

essentially verbatim in its material, there is a certain inevitability to this. However, as 

an authorial choice, it speaks also of a sensitive understanding of where legacy issues 

of the conflict are situated in the time of ‘not peace, not war’ (Byrne, 2011, p.5).  

 

 

4.3. Chapter summary 

In the period after the 1998 Belfast Agreement, there was a tangible loosening of the 

restrictions which prevented interaction between the communities in the pre-ceasefire 

phase. Communities and individuals talk of a new sense of freedom to visit areas that 

were previously off-limits, to interact with people, from the other side, to cross the 

border from one jurisdiction to another (Pollak, 2014). This fundamental change in the 

interaction of the two main communities in northern Ireland  is evidenced by the ability 

of theatre workers from Catholic, Nationalist or Republican backgrounds to work in 

Unionist and Loyalist areas, as shown in the work of Egan, Jo Donnelly and Martin 

Maguire on Crimea Square, and the that of companies like Blue Eagle and Burgess 

who present plays that advocate for the rights of the Protestant, Unionist and Loyalist 

communities to audiences in Nationalist areas.  

This opening of channels of communication with the previously remote other 

can be assumed to have lessened the need for structured projects that enabled 

communities to interact in formal contexts. No less, it can be said that the ceasefires 
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themselves (and the stabilisation of the peace by the subsequent political agreements) 

obviated the need for cross-community projects. Simultaneously, there is a 

proliferation of applied theatre projects that advocate for single communities in the 

post-conflict period, allowing these communities to speak on behalf of themselves, tell 

their stories, combat myths and stereotypes and convey their view of the world. Often 

casting the opposing community as audience, such single community advocacy 

projects offer a means of allowing genuine insights into the views and beliefs of the 

other, enabling understanding of the culture and history of other communities.  

Importantly, on the matter of authorship and identity, these projects allow for a 

more democratic and open process of creation, and privileged the participant and their 

authority over that of the professional theatre worker. Most importantly, in those 

projects where participants had the greatest degree of authority, and control of 

authoring the performance texts, the projects could offer critical analysis of the 

community.  

The projects with black, Asian and minority ethnic communities form a new type 

of content for applied theatre projects in northern Ireland. For the first time the territory 

had developed a visible population of people from other national and ethnic 

backgrounds, and this demographic change provoked and motivated the theatre 

community into making new types of work with a different kind of content: plays and 

projects that featured characters from outside northern Ireland and themes of ethnic 

difference.  

However, this is not the primary reason that this work is of interest to the current 

study. By creating work with non-indigenous communities, and people from different 

national and ethnic backgrounds and thus different life experiences, practitioners such 

as John McCann have taken account of the authority of the migrant, asylum seeker, 



223 
 

or refugee in their own kind of life experiences. These experiences could not be fairly 

and accurately represented from within the purview of a white British or Irish native of 

northern Ireland. Indeed to do so would constitute an act of literary ‘blackface’, 

presenting a view on behalf of a person of a different ethnic or national background 

which lacks authenticity, and with the further absurdity that the authentic story is 

immanent and available. Importantly, these communities have also independently 

created their own advocatory works, in many instances sourcing funding, creating 

performance texts, arranging staging, design and music, directing and producing the 

performances without recourse to the indigenous professional theatre sector. 

Arguably the work of the professional northern Irish playwright that presents 

characters of different ethnicity within professional productions can in certain cases be 

considered to offer only a very superficial view of the experience of the migrant, in 

plays such as Duke of Hope (Grimes and McKee, 2007) and Quietly (McCafferty, 

2012) and with good reason: the migrant experience is not the central preoccupation 

of the writer, and the experience of the migrant is not within the writer’s experience or 

frame of reference.  

The work of the applied theatre practitioners who create works with migrants, 

refugees, asylum seekers and people from minority ethnic backgrounds, and those 

projects where participants and communities from minority ethnicities have authorship 

and ownership of the work, offer a more authentic representation than the work of the 

white northern Irish professional playwright whose attempts to speak for minority 

ethnic communities will at best be tokenistic simulacrum, and at worst an act of 

ventriloquial counterfeit.  

The projects outlined here form a selection only of the several hundred revealed 

by funding applications, press reports, the web presence and production histories of 



224 
 

extant theatre companies, and those revealed through archival research (see 

Appendix 5). In the following chapter, I will examine the modes and processes and 

authorial techniques that were employed on these projects and investigate their 

theoretical underpinnings, with the intention of interrogating their aptness as vehicles 

for community advocacy, and their function as theatre for social change. 
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5. ANALYSING AUTHORSHIP IN NORTHERN IRISH APPLIED 

THEATRE  

The chapter ahead will assess the works described in the previous chapter in terms of 

their methods of authorship, using a typology derived from the research survey 

completed by project workers and participants. It will consider these modes of creation 

in the context of academic theories of authorship in community and applied theatre, 

allowing for the specific qualities of these modes to be examined, and their function 

as ideological artefacts to be queried in the subsequent chapters. 

Using the typology described, the section will show that the processes of 

authorship range from tokenistic participation, through proxy authorship (where 

controlling agencies use the community to voice an ideology or set of values that has 

been pre-authored), to full control where the participants have authority in the project 

through the exercise of authorship. 

 

5.1. AUTHORSHIP AND THEATRE 

The practice of authoring is something that in European culture has become 

associated with the notion of a single (and singular) author, an image drawn from the 

Romantic tradition, the Keats of Shelley’s Adonais, Christ-like and tragic, or Thomas 

Chatterton dying in the garret in Wallis’ representation. This, however, is neither 

accurate in all contexts nor adequate in that of applied theatre. The process of 

authoring in this form is rarely singular, even when the named author is a single figure. 

The vagaries of that process, its attendant ideologies and the ethical and legal 

implications stand to be challenged.  
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Kelly (1984, p.59) argues that our conception of the artist as a unique and 

uniquely gifted individual is an evolution of certain devotional aspects of the [Christian] 

religious tradition. Prior to the Romantic period, the work of artists was largely 

anonymous and collective, artists being banded in guilds, the master craftspeople 

employing assistants who worked on the same projects. In this sense there is a direct 

comparison to be made between the way collective arts, guilds and ateliers worked in 

the past, and how collaborative arts projects, especially theatre and performance, work 

in the present day. Kelly goes further, however. He maintains that even in those 

individuated artforms generally thought to be the work of a single artist (photography 

for example) there is nonetheless a great degree of collaboration in how the artwork 

is made, reproduced and publicised. The most significant of these is in the process of 

selection and editing—in the case of photography, the production, editing and grading 

of the images. This is informed by the requirements of numerous people: the editor, 

the person who commissions the images, the gallery owner, and ultimately the market; 

and that the work of creating the image is really a process that follows on this other 

(creative) process of development and selection, a type of authorship (pp.62-64).  

His view expresses ideas that are supported by the work of theatre 

anthropology. Turner (1982) describes theatre as an essentially ludic form of ritual. He 

posits the idea that what has happened in the course of the evolution of modern culture 

is an inversion of the structural meanings inherent in types of human activity, such as 

theatre. In the process of the development of the Protestant work ethic and capitalism 

in western democracies, the division of labour gave rise to specialisation. This 

specialisation in turn gave birth to the notion of art “as a quasi-religious vocation, with 

its own asceticism and total dedication” (1982, pp.38-9). Thus we are beholden to an 
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idea of the artist, and of the writer, as a gifted genius whose process (authorship) is a 

singular and ‘quasi-religious’ activity.   

This conception, however, does not take account of the essential nature of 

theatre, which is plural, collaborative, elastic, and ultimately unstable. Where other 

artforms have been, to a greater or lesser extent, standardised by the printing press 

and mechanical reproduction, theatre, by its liveliness, is not capable of offering the 

same type of homogenous reiteration as forms like recorded music, photography, or 

films. The myth of the singular artist in theatre has only been maintained by the survival 

bias that is inherent in the commodification of the text, and which results in the 

reinforcement of the notion of the singular writer-artist by the creation of published 

playscripts.  

John McGrath emphasises this tendency for the evanescence of theatre “to 

reduce the language of theatre that is studied academically to the most easily 

obtainable – the words.” (1996, p.6) He makes the point that the language used to 

discuss theatre is literary and that we thereby regard drama as a literary thing, when 

it is no such thing. This is evidenced in a thick reading of any theatre-going experience.  

These conceptions of the artist create a multitude of challenges for the theatre 

worker in the applied theatre field. The vast majority of applied theatre projects (and 

TiE projects, theatre for development projects, and so on) result in evanescent 

experiences, and not in printed texts, or recorded (and exactly iterable) performances. 

This creates a tendency for the academic, the funder, the producer, the news media 

and for the sector generally to favour works that are anchored by a single (ideally 

identifiable and better still, celebrated) author. When we write of applied theatre, more 

often than not we write about that which has survived in textual form. This has been 
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shown by the examination of the historic works of applied theatre in northern Ireland 

in the preceding chapter and is a shortcoming of it. As McDonnell describes it, 

… there are histories which cannot be retraced, and which cannot offer 

conclusive evidence for the arguments and analysis which they 

present. These histories include the narratives of liberation theatres, 

theatres of war and resistance, and the many popular theatres which 

arise at times of acute political and social crisis. The specific 

conjunctions of historical circumstance, communal necessities and 

theatre forms cannot be replicated.  (2005a, p.128) 

Theatre, like history, is that which eludes reification in textual form. At bottom, the 

problem with a literary concept of theatre, and therefore one which valorises the 

professional author, is that it misses much of what happens. Applied theatre is, as 

explored in the introduction, a theatre of change, and a theatre that is defined by its 

application to situations for the purpose of generating change. Change is a process, 

and much of what is of value in applied theatre is processual. A focus on the 

commodity of an available text puts the applied theatre project in deficit. The lack of 

published playscripts, of newspaper reports, academic analyses and historic records 

leaves the applied and community theatre sector with an inherent weakness: it soaks 

up public funds but has nothing to show for it, no texts, no history. This is not a question 

of literary shortfall: as Jeffers (2010) points out, this want of evidence colours 

perceptions of the sector. When it comes time to apply for funding and make the case 

for the value of the work, the deficit renders the applicant a supplicant. This has been 

explored in detail by among others Kelly (1984), Jeffers (2010), McDonnell (2005), 

and Whiteside and Issacharoff: “a theory which postulates the unity of the entire 

process from text to performance (within a specific cultural framework) cannot 
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justifiably draw its illustrations from all the significant steps in that process, simply 

because not all are available or acceptable as evidence” (1987, p.42-56).  

This leads communities therefore to a dependence on the participation of the 

professional theatre writer, who does have a history and (literal) credit with funders, 

press and public bodies. Ultimately, in making work that espouses their values, tells 

their stories accurately, and advocates for their causes, they depend on the good 

intentions of the professional author. While new theatre forms have evolved, and new 

themes have taken central place in the work of the applied theatre sector in northern 

Ireland, the structures originated by Jellicoe in the West Country of England in the late 

1970s still widely prevail (Jellicoe, 1987). This will be seen from a close analysis of the 

research survey responses. 

 

5.2. RESEARCH SURVEY RESULTS 

In analysing the modes of authorship in use here, and their effects, three key resources 

are of use. Firstly there is the history of applied theatre projects developed in the 

previous chapter. This gives an account of some (but not all) of the projects of the 

period. More importantly, it allows for the identification of currents and trends in the 

practices, relating to both themes, and methods of creation. The interviews with many 

of those involved in the projects described constitute a second vital resource. They 

offer in depth and personal accounts of specific projects. In some cases, the 

interviewees have been involved in several significant or notable projects and are able 

to offer insights into multiple works with different histories, production methods, 

management structures, themes, and modes of authorship.  
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The third resource put to use in the analysis here is the set of conceptual 

frameworks (discussed at 2.3.1.) that enables the classification of the works. These 

are from a range of practitioners and academics, in fields as diverse as critical theory, 

sociology, urban planning and public policy. The first of these frameworks is a typology 

of authorship drawn from participants in northern Irish applied theatre projects. This 

has been developed from the research survey Applied Drama in NI, described above 

at section 2.4, where respondents described in their own words how the projects were 

authored. Therefore, this important analytical tool has been created from the verbatim 

statements of community leaders, project participants, managers, and theatre makers. 

The research survey will also provide some indicators of the types of work undertaken 

in a broader sense. While the sample is small, 36 completed surveys, it nonetheless 

offers opportunities for ‘snapshot analysis’. The typology derived from this survey will 

then be put to use to consider the key issues on the question of authorship in this 

chapter, and questions of agency and advocacy in chapter 6, using sample of plays 

from chapter 4 above to serve as exempla. 

 

Research Survey findings 

As noted, the research survey drew 36 responses, some of which referred to the same 

theatre project or performance, and so in total the survey responses described 28 

different productions. The survey text is attached as Appendix 2, below. From the 

responses a number of different conclusions could be drawn. Firstly, those matters 

that were most commonly mentioned can be described using the Colaizzi method (as 

described at 3.4.1.). The surveys also demonstrated that a range of modes of 

authorship were in use. Applying the Colaizzi method again, we can draw these 

together into a framework for describing the modes and methods of authorship, as 
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described above. These can be categorised in eight separate forms, as shows below 

in Figure 4.  The creation of this typology is the primary function of the research survey, 

as outlined in the Methodology section, above, at 3.4.1. 

Clearly there is some overlap in the methods used to create the works. For 

example, where a professional writer was employed, this was sometimes as writer of 

the script (that is, sole writer of the performance text) and in others the professional 

writer worked with material that was created by participants. Rather than attempt to 

simplify the designations, the aim at this initial stage has been to respect the small 

differences in the words used by participants to describe authorship. 
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Figure 4: Participant-generated typology of authorship in applied theatre in northern Ireland 

DESIGNATION PARTICIPANT 

TERMS USED 

NUMBER OF 

PRODUCTIONS 

SHARE OF 

TOTAL 

PERCENTAGE 

(to nearest half %) 

PROFESSIONALLY 

AUTHORED 

 

 

‘x wrote the 

play’; ‘x wrote 

it’;   ‘x created 

the script’ 

10 10/28 36 

DEVISING ‘devising 

process’; 

‘devising’; 

‘workshops’ 

5 5/28 18 

SHARED STORIES ‘contributed life 

stories’; ‘shared 

stories’; 

narrating 

stories’ 

4 4/28 14 

DEVISING 

AND 

WRITING 

 

 

‘devising / 

writing’; ‘writing 

and devising’ 

 

3 3/28 11 

GROUP 

AUTHORED 

‘Co-written by 

members of 

local 

community’; 

‘[members] 

wrote the script’ 

2 2/28 7 

WROTE 

SCENES 

 

 

 

‘wrote their own 

scenes’; ‘wrote 

the scenes’ 

2 2/28 7 

DEVISED WITH 

PROFESSIONAL 

WRITER 

 

‘discussion 

based 

workshops… x 

was the lead 

facilitator and 

writer’ 

1 1/28 3.5 

TEXT 

PERSONALISED 

 

 

 

‘text 

personalised’ 

1 1/28 3.5 

Developed from research survey Applied Drama In NI - based on 36 responses on 28 different productions 
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Figure 5: Typology of authorship in applied theatre pie chart 

 

 

This then gives us a framework for describing the work created. The first and most 

obvious output from these metrics is the predominance, still, of the professional theatre 

writer, working as named author of the play or performance. Excluding those 

responses where professional authors are working collaboratively with participants to 

author the play, it can be seen that in 36% of projects, the final work was claimed by 

a professional writer. By contrast, those cases where the final text was declared to be 

the work of the participants is much less, at 7%. It should be noted in mitigation that 

the cases where the work is authored in combination by participants and professionals 

form the clear majority. This includes many different types of contribution, as where 
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participants personalise the content, write scenes, or contribute personal or devised 

narratives.  

While the sample is small, and cannot be regarded as conclusive, we can 

nonetheless regard it as indicative (Hammersley and Atkinson, 20007 p.34). Further, 

by generalising the data found here, we can come to a more broadly applicable idea 

of the types of authorship described, by taking the designations given and combining 

these categories into generalised categories that detail the extent of participant 

control. 

 

Figure 6: Processes of authorship 

PROCESS PARTICIPANT-DESIGNATED 

CATEGORIES   

PERCENTAGE 

Process where professional 

writer created or compiled the 

performance text 

professionally authored; 

devised with professional 

writer; text personalised 

43% 

Process where participants 

authored all or part of the 

performance text 

devising and writing; group 

authored; wrote scenes; text 

personalised 

28.5% 

Process where participants 

devised material for the 

performance text 

devising; devising and writing; 

devised with professional writer 

32.5% 

Process where participants 

contributed narrative to the 

performance text 

devising; shared stories; 

devising and writing; devised 

with professional writer 

46.5% 

Participants created the 

performance text 

group authored 7% 
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Figure 7: Processes of authorship graph 

 

 

It is important to note that these categories are not discrete, and the methodology here 

allows overlap, to account for the subjective nature of the descriptions. Nonetheless 

we can clearly see that the number of cases where participants had sole control of the 

authorship process is very small, and that the cases where the professional writer had 

control are many times more numerous. At the point where the findings come to a 

disconcerting pass, however is when we note that cases where the participants 

contributed narrative and /or devised material are most numerous, despite the fact 

that, self-evidently, these were not cases where the participants had control of the final 

text. The question of who is regarded as author of the text, and the extent to which 

they bring their personal ideas, values, stories, and prejudices to bear on the 

performance text of a project is therefore clearly problematic. It raises questions of an 
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ethical nature, questions of control of process, and questions of a legal nature 

regarding ownership and copyright. It is these questions that I address in the following 

pages. 

 

5.3. TYPOLOGIES OF WORK 

It remains only to apply the findings thus far to the creation of a set of exempla that 

can be used in order to facilitate the analysis of the pages ahead. The generalised 

categories shown above (Figure 6) can now serve as the key to identifying a small 

number of exemplary plays from those described in chapter 4 above. This process of 

selection is subject to an important proviso, namely that no process of authorship is 

singular, or isolated, and that as a result, works selected as exempla can only act as 

representative of a type of authorship for the most part.  

I therefore propose that the following categories, derived from the table above 

(Figure 6) and the plays listed, taken from the descriptions in the preceding chapter, 

serve as exempla. These plays, and the generalised categories which they represent 

(Figure 8) will be used to illustrate the discussions of authorship, agency, and 

advocacy in the upcoming pages. 
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Figure 8: Exemplary works by authorship mode 

CODE CATEGORY SAMPLE WORKS 

Title 

(Company / writer or producer, 
year) 

A professional writer created or 
compiled the performance text 

Sleep, Eat, Party  

(Tinderbox Theatre Company / 
Damian Gorman, 2009) 

B participants created the 
performance text 

Crimea Square 

(Shankill Community / Cochrane, 
Dougan, Haslett, Nicholson, 2013) 

Flutes, Flags and Flames 

(Heel and Ankle Community 
Theatre Company, 2015) 

C professional writer created or 
compiled the performance text and 

participants contributed some 
content (as narrative, devised 

material or script pages) 

We Carried Your Secrets 

(Theatre of Witness, Teya Sepinuck 
2009) 

We’ll Walk Hand in Hand 

(Green Shoot Productions / Martin 
Lynch, 2018) 

D authorship using mixed methods, 
and those that do not fit the above 

categories 

Living Legacy SPACE Project 

(Tinderbox Connect, 
Newtownabbey BC, 2014) 

One World 

(Tinderbox Connect, Unite Against 
Hate, 2014) 

 

 

This classification of works, coupled with Arnstein’s Ladder of Citizen Participation, 

(Arnstein, 1969) described in section 2.3.1., above, and examined in detail in the 

discussion on agency, in section 6.2.2., will serve as the means by which the types of 

authorship and the degrees by which they permit participant control can be 

investigated. 
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5.4. IDEOLOGY OF THE AUTHOR 

It is clear from the research survey that much of the applied theatre work in the period 

was structured in line with the Jellicoe model. Lynch acknowledges his debt to Jellicoe 

in interview (see above, section 1.1.5.) and it is clear that he occupies a central position 

in the sector as it grew to prominence in the 1990s, and indeed, ever since. Without 

his epiphany in Gardner’s bookshop on Belfast’s Botanic Avenue in the mid-1980s, 

the explosion of community plays and theatre projects on the Jellicoe model across 

Belfast and northern Ireland in the late 1980s and thereafter might not have taken 

place. We cannot know the consequences of this for the polity of the country, but we 

can adduce that it would have been significant – so much is clear from Olivia Byrne’s 

inclusion of several of these projects in her ‘most significant‘ plays of the twentieth 

century (Byrne, 2001).  

When interviewed for this project, Lynch elected to discuss two examples of his 

work: The Wedding Community Play (1999) and We’ll Walk Hand in Hand (2018). 

Separated by almost twenty years, the authorship model on these two plays is 

surprisingly similar, though the latter play shows the development of Lynch’s 

processes in the use of interviews, historical research, and engagement with a wider 

constituency of communities, as befits the social changes he documents. 

Nonetheless, it is clear that We’ll Walk Hand in Hand qualifies as another category A 

play, with the final performance text created by the professional playwright. 

Describing the process of development Lynch acknowledges that, were it not 

for the collaboration with Queen’s University he might have done things differently: 

“…to start with I would have probably written a straightforward professional play that 

would be a Martin Lynch take on civil rights in 1968” (Lynch, interview with researcher, 

26 February 2019, see Appendix 4). The funding was provided principally by the 
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AHRC, through the involvement of Dr Michael Pierse at Queen’s, as part of the 

research project Creative Interruptions. This meant working with multiple groups, 

including asylum seekers, members of the LGBT+ community, citizen action groups 

in The Markets area of Belfast who were campaigning for housing rights, and women 

fighting for reproductive rights with Alliance For Choice. Lynch acknowledges the 

difficulties this created. His main difficulty was trying to integrate material from four 

separate contemporary groups, each with its own rights agenda, and the two time 

frames: 1968, when the civil rights movement began in northern Ireland; and 2018, the 

contemporary framing of the play. At points he was convinced he could not make it 

work. However, it was the stories of migration that captured his imagination, and the 

play ultimately focused for the most part on the rights of asylum seekers. 

…by God, those stories blew me away.  The suffering and the journey, 

mainly young lads had to make at 15, 16 years of age, where their ma 

walked them to the door and says away you go son, London, London.  

Out the door.  Your da’s been killed… you have to go or you’ll be killed.  

This young lad goes and travels through eight countries to get to 

Ireland and he thought he was in London  and all the things they went 

through—swimming over rivers that they never thought they’d get to 

the other side, being beat up, being arrested in Greece, put in jail, 

being arrested in Bulgaria...  Incredible stories, you know.  

Clearly Lynch’s sense of enthusiasm for a powerful story informed his dramaturgical 

choices, and led to the shaping of a script written entirely by Lynch that successfully 

drew comparisons between the rights fought for in the civil rights movement in northern 

Ireland in the late 1960s, and the rights of those fleeing war and oppression across 

the world, in 2018. Undoubtedly there is also an ideological element to this alignment 
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of one rights struggle with another, fifty years on. This analogy was made in post-show 

discussions after the performances by the writer and production team. Clearly though, 

in terms of participant control, the play was once again in the middle rungs of Arnstein’s 

Ladder. 

The implications of this level of authorial control, and the extent to which 

personal views and values are given primacy in a process of applied theatre with 

participant groups must, however, be subjected to close examination.   

Terry Eagleton’s categorisations are a useful tool for addressing the role of the 

author in applied theatre with regard to ideology, a key consideration in the research. 

This is the third important conceptual framework in use in this thesis, along with 

Arnstein’s Ladder of Citizen Participation and the participant-generated typology of 

authorship, above. In Criticism and Ideology (1978) Eagleton sets out a frame for 

looking not just at the work to be critically examined, but the social and literary 

structures that enclose it, and his coinages are of use here. He lists these as follows: 

“(i) General Mode of Production (GMP) 

(ii) Literary Mode of Production (LMP) 

(iii) General Ideology (GI) 

(iv) Authorial Ideology (AuI) 

(v) Aesthetic Ideology (AI) 

(vi) Text” (1978, p.44). 

Broadly speaking, the GMP is a constituent of the structures by which social 

formations operate, and often this specifies a specific mode which is dominant. The 

terms Is largely used to differentiate it from literary production. The LMP is any one of 
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a number of modes of production, distribution, and consumption of literary productions, 

which may often coexist and are related, if not homologous. The LMP is a 

‘substructure’ of the GMP. As the GMP develops (in late-stage capitalist societies) the 

LMP is increasingly diverse. The GI is essentially the dominant ideology of the society, 

and the production of the GMP. This is distinguished from the AI and the AuI, though 

it is obviously closely related to both. Of greatest relevance here is the Authorial 

Ideology (AuI), which is:  

the effect of the author’s specific mode of biographical insertion into 

GI, a mode of insertion over-determined by a series of distinct factors: 

social class, sex, nationality, religion, geographical region and so on. 

This formation is never to be treated in isolation from GI, but must be 

studied in its articulation with it (pp.58-59). 

The specific nature of the articulation described allows for an AuI to be homologous 

with GI, or in opposition to it, what Eagleton calls ‘contradiction’ (p.59). 

What is important in relation to the workings of Eagleton’s categories in the 

production of applied theatre works in northern Ireland is that all the operations that 

govern the creation of that work, and the structures which allow it to be created, are 

operating with criteria and values determined by the structures of the society, its 

General Ideology. The primary funders disburse funds allocated by government, and 

they are answerable to the government departments that provide those monies. The 

Arts Council of Northern Ireland, Community Relations Council, and local councils, 

who between them fund of the vast majority of applied theatre projects, do so with 

values that are determined by their constitution as branches of government. This 

operation of the GI is most clearly seen through processes involving proxy authorship, 

as with category D works such as the SPACE Project (see 4.2.4). 
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The effect this has on determining the ideologies inherent in the practices will 

be explored in greater detail below. At this stage it is enough to venture that, as a 

reflection of the GI of the society, and the underpinning principles of the Stormont 

administration, the ideologies in play are likely to be politically integrationist, promoting 

a shared concept of “Northern Ireland” that is characterised by the PUL community 

and CNR community co-existing peacefully. It supports the view that in the post-

conflict settlement, militant and / or militarised resistance to this ideology is criminal 

and reactionary.  

Further, these values that are explicitly about the integration of formerly 

dissenting social groups into the structures of liberal-capitalist representative 

democracy. This is the General Ideology of the society. The companies and freelance 

theatre workers that engender the works according to these ideologies, and with funds 

from the local, regional, national, and transnational governments, do so from within 

formations that align with these values. In many cases, they may share these values 

as a function of their own Authorial Ideology.  

Finally the works are authored using a variety of structures and modes, and 

while some of these are genuinely enabling and permit communities to co-create their 

own meanings, many, if not most, are authored by a single individual or individuals 

who are the ‘experts’ in the formal aspects of theatre making. These works are 

therefore subject to the AuI of these individuals. This is clear when one considers the 

case of the example works in categories A and C  (Figure 8, above). Here, explicitly, 

the values of the professionals—Damian Gorman, say, or Teya Sepinuck—are 

invariably embedded in the productions. Even where an individual theatre worker is of 

an anti-integrationist ideology, as with Lynch, the GMP within which the LMP of the 

individual works is likely to determine the values of the work; that is, even when the 
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content and the form of a professionally-authored work is radical or original, dissenting 

or agitational, the formation by which it comes to exist ensures its adherence to the 

values of the dominant culture. The implication us that those works authored 

collectively by communities, in category B above (Figure 8) are likely to be expressive 

of multiple, community-specific viewpoints (as with Crimea Square and Flutes, Flags 

and Flames) and thus less susceptible to the operation of GI through AuI.  

This application of Eagleton to the productions of the applied theatre sector of 

northern Ireland in the period under examination does not imply in any measure that 

the theatre maker is unwitting, or that working within these structures in any way 

compromises their integrity as people or as artists. It is merely to apply a conceptual 

framework to the situation that exists. At issue is how these systems operate, what 

untested assumptions underpin the structures, and how the structures in place enable 

or impede the process of advocacy among project participants. Indeed, many 

commentators assert the avowedly ethical and politically progressive ideologies of 

those in the sector. The work is described as having evolved from the alternative and 

counter-cultural movements of the 1960s and 1970s, whose practitioners were 

motivated as much by political commitment as by artistic impulses (Kelly, 1984; 

Kershaw, 1999; Paget, 2010).  As the Thatcherite reaction of the 1980s replaced the 

optimistic radicalism of the 1960s and 1970s, so too alternative theatre made 

accommodations with neoliberal values, and the commodification of art, including 

community arts, as product. 

Experienced artistic directors were now constrained to shoehorn their 

aspirations and ideals into moulds not necessarily of their own 

choosing. Personnel learned quickly to become fund-raisers and to 

master the language of ‘target’ and ‘outcome’. As a result the 
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alternative theatre of the 1980s and 1990s gradually morphed, as did 

some oppositional politics, into targeted engagements with specific 

‘issues’. This activity was rarely as polemical as the antecedents of the 

previous two decades. (Paget, 2010, p.175). 

This created the paradoxical situation where applied and community theatre makers, 

committed to using theatre as means of challenging the dominant culture and 

combatting social inequality were increasingly having to conform to agendas 

determined by the dominant culture they sought to challenge.  

As outlined previously (section 4.2.1), the value of the work increasingly came 

to be perceived by government as deriving from the capacity of arts to drive social 

change. In northern Ireland, this can be dated to the late 1990s, when the Blair 

government was elected, and the referenda and political agreements brought an end 

to the Irish conflict. As the regional and national governments committed to using arts 

for socially transformative purposes, applied and community theatre was co-opted as 

means of promoting values set by those governments.  

There is clearly a conflict of interest therefore, where the applied theatre maker 

collaborates with communities to create performances, claiming to empower them to 

advocate on their own behalf, and is simultaneously driven by the General Ideology, 

the social agendas of government, and by her or his own Authorial Ideology, while 

claiming that the process is open and democratic. McDonnell insists that applied 

theatre aims, nominally, at overthrowing oppression, using language of democratic 

engagement, human rights, and liberation, but that this language is not always 

accurate: 
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These practices are not linked by methods, or structures of production, 

but by political values: these values, which include a commitment to 

democracy, justice, human rights, freedom of speech, and freedom 

from sexual and gender oppressions, are expressed through methods 

based upon inclusivity, dialogue, community and a critical sensitivity 

to the distribution of power within all relations. It is clear… that these 

values are not always enacted. (McDonnell, 2005a, p.137) 

McDonnell’s critique of the avowed aims of the sector poses a number of pertinent 

questions about how the politics of participation are enacted in applied theatre 

projects. These will be addressed in outline below. A fuller disquisition on the operation 

of political structures in applied theatre projects follows in chapter 7. 

 

5.4.1. The operation of ideology 

The manner in which General and Authorial Ideologies permeate applied theatre 

works are both self-evident and subtle: it can operate in the content of the work, and 

in its structure; can be both explicit and implicit, visible and invisible. Ric Knowles 

argues that we are the victims of a dominant cultural idea which is embedded in the 

structures by which we create theatre, and indeed in the dramaturgies of western 

theatre, that inherit their forms from ‘Aristotle, Oedipus, and the Bible’. This works “to 

inscribe a psychosocial norm, serving what Gramsci calls the hegemony, Althusser 

ideology and feminists patriarchy” (1999, p.29). In this address to the insidious effect 

of embedded ideology he draws on Raymond Williams’ concept of “structure of feeling” 

(Williams, 1980, p.23). Knowles delineates the shape of this embedded ideology as 

concealed in “dramaturgies that start from a linear and fundamentally conservative 
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temporal shaping of dramatic action, disciplining (hi)story into chains of cause and 

effect over time, in which lives and histories culminate in present actions that are 

ultimately understandable and explained (away)” (Knowles, 1999, p.77, italics added). 

As well as to Raymond Williams, this reasoning owes a debt to Althusser. He argues 

that the alienating works of Brecht (and before him, Bertolazzi) challenge the ‘false 

dialectic’ of theatrical tragedy, and within it the bourgeois values of society, offering a 

“critique of the illusions of consciousness” (1969, pp.142-143). The point, he says, is 

not that these ideas are explicit, but that the structural and formal elements in the piece 

of theatre contain this disjunctive consciousness.  

At the heart of Louis Althusser’s critique is the concept of a singular character, 

a singularity of values and consciousness, to be found in all Aristotelian theatre and 

centred on the person of the hero. It is to be found also in many of the professionally 

authored plays considered here, such as Sleep, Eat, Party and We’ll Walk Hand in 

Hand (but is noticeably absent from category B group-authored plays such as Crimea 

Square and Flutes, Flags and Flames, where multiple protagonist narratives 

predominate, and those with innovative dramaturgies as in category D above, (Figure 

8). This dialectic of the heroic character in tragedy is all-pervasive, and it could be 

argued that devised and collectively authored work contains this same impulse, and 

often resorts to this same dialectic, to integrationist effect (Althusser, 1969, p.144). By 

contrast, Brecht’s theatre alienates and unresolves for the audience—it calls upon the 

spectator to act, to “complete the unfinished play, but in real life” (p.146). He describes 

this as highlighting the wider elements in ‘the conjuncture.’ This term is instructive, 

offering a concept of the performance as more than the sum of its parts, narrative, 

technical and ideological. It also provokes the notion of the conjecture of theatre: the 
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idea that all theatre is essentially conjectural and therefore is absolved from the need 

to be definitive (p.146).  

The core functions of Aristotelian theatre are predicated on the notion of 

‘identification’, a process that Althusser correctly locates as psychoanalytical, and not 

purely psychological. This acceptance of social values leaves the spectator subject to 

a range of embedded ideological forces. Drawn into identifying with the cultural and 

ideological formations of the play, we are seduced into identification with the hero, and 

thereby with the values that underpin this version of consciousness.  

Ultimately, these dramatic structures and dramaturgies render the spectator 

susceptible to the values of the dominant culture. Knowles’ term, “explained (away)”, 

isolates the central issue of this latent ideology: that it undermines any serious attempt 

to address social problems, or generate change, using theatre. The creation of ‘well-

made plays’ on an Aristotelian pattern where resolution is achieved by the end of the 

third act promotes a kind of passivity in the face of intractable social problems. Where 

a Boalian critique might argue for activation of the spectator by using dialogic forms, 

applied theatre that aims to act as advocacy is caught within a different set of 

expectations. Jonathan Neelands expands and elaborates these ideas, and 

associates them with the expectations of funders. He notes that  

Part of the problem may also be in the normative aesthetics of Western 

drama in which there is often a closed dramatic structure, or 

dénouement, which presupposes some ‘result’ or ‘end point’ in the 

work—that the problem that is given theatrical treatment will be 

aesthetically and therapeutically resolved at the end of the show… 

Many of the subjects that AT practitioners work with live a life of 

struggle and struggles - there is no monolithic end in sight. It is also 
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the case that in any altercation or challenge to the normal(ised) ways 

of doing things, there will be dissenters and those who have an 

entitlement to ‘reasonable disagreement’ with resolutions. In this 

sense, struggles don’t have products beyond what is learnt from the 

process of struggle itself. (2007, p.314) 

Clearly there is an ideological aspect to the structure of the work as much as the 

content. Szanto (1978) goes much further, in proposing that all dramatic writing is 

propagandistic, and divides the work between integrationist propaganda, which serves 

to support the hegemony, and agitational propaganda which aims to undermine it. In 

his conception integrationist propaganda sits within the texture of everyday life and is 

thus invisible, whereas the agitational stands against what seems like ‘a background 

of apparent permanence and coherence’ (1978, p.27). This echoes Fisher’s ‘capitalist 

realism’, in precluding the possibility of anything other than itself. (Fisher, 2009). 

Szanto references the range of distortions that are possible under two headings, 

formal and material. Formal distortions can be medium distortions (arising from the 

choice of medium), format convention distortion, and selection distortion. Material 

distortions are comprised of word, fact, and content distortions. In this his view aligns 

with the points already made here. Further, he maintains that integrationist 

propaganda seeks to conceal itself, and that to draw it out is the only strategy ‘to cope 

with its devious, often antihistorical and antisocial, functions’ (p.32) This is precisely 

the water that the fish is unaware of, in McLuhan’s dictum, because it has no other 

environment with which to compare it (McLuhan, 1968, p.179). The goal of these 

distortions is the creation of a distorted world image which in its details seems rational 

and consistent and credible. Presented in an idiom that is a perfect double of the 

expectation of the spectator, it seems that it hasn’t been the subject of the 



249 
 

propagandist. Again, this point suggests the manner in which integrationist ideology 

permeates applied theatre projects. 

Where agitation propaganda attempts to rouse its audience and 

society to active ends—patriotism, war, cheering for the home team—

integration propaganda attempts to render its audience and society 

passive; its goal is for its audience to accept unquestioningly and 

uncomplainingly the social conundrums of the present and not 

challenge the authority of those who perpetuate the dominant and 

ongoing social institutions. The acceptance by an audience or society 

of a problematic situation with a “That’s the way it is, man” reaction 

would be the highest aim of integration propaganda. (Szanto, 1978, 

p.9) 

Most importantly, the unwary unwittingly spread integrationist propaganda, without 

knowing that the work is acting in support of an ideology—lack of awareness is the 

point of integrationist propaganda. In this respect the integration creates a static 

Overton Window and so precludes any discussion of the situation as that would be 

beyond the realms of common sense. It is also worth noting that, in Szanto’s view, 

there is nothing explicitly better or worse about either system of propaganda: arguably 

it is the use they are put to that makes them a matter of concern. Integrationist 

propaganda is most often put to use for the benefit of the ruling elites and the dominant 

culture (p.10).  

In generating integration propaganda, the fictional form has a special value as 

it has the “virtue of seeming real—lifelike, recognizable, immediate or mythic, 

contemporary or eternal, relevant” (p.35, italics in original). The fictional form uses a 

recognisable dramaturgical or narrative structure that imposes an integrationist 
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ideology, much as Knowles describes it. These fictional forms (prime among them, 

theatre) have the value of establishing social norms and generating respect for the 

institutions. They posit problems that are only soluble within the structures of the 

dominant social formations.   

When these social problems become manifest, the hegemony responds to the 

resultant challenges: the dominant culture creates need (or needs are generated by 

the inequities of the dominant culture) and this then is served by the integrationist 

propaganda, which promotes the notion of ‘the unified political state’ (p.38). The 

individual citizen is alienated only to the extent that they need to be more integrated 

and this can only be achieved (as the message goes) when they are convinced that 

they must support the state fully. This leaves unsatisfied need, which is then served 

by further propaganda. This has a temporal dimension: Szanto notes that the cycles 

of need avoid circularity by having a development over time. Importantly, this process 

“…can and most often successfully does explain value in terms of product… At his 

best the propagandist can transform a production industry into a service industry: 

‘Made better to serve you better.’ ‘Progress is our most important product.’ ” (p.42).  

This sheds a fascinating light on theatre production: explicitly a production 

industry, but one whose outputs are often regarded as service. This recasting of the 

performance as service and not as product draws our attention away from questions 

of ownership, and thus the applied theatre piece, the form most often and most 

justifiably noted to have a ‘service’ aspect, can be used to function as integrationist 

propaganda and be generated by the company members without their getting 

ownership, which often attaches to the professional, who thereby claims its value.  

A signal example of this is the Tinderbox project, Sleep, Eat, Party. The project 

was developed by Tinderbox Artistic Director Michael Duke, and writer Damian 
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Gorman. The Outreach worker from Tinderbox was Ciaran McQuillan, and he 

describes the process of shaping the play along with the other creatives:  

…the idea for the subject matter of the play, the title of the play and a 

large amount of the sort of, shaping how it was going be made came 

from me and discussions with Mick and Damian Gorman who was a 

writer and Hanna Slättne as the dramaturg and a decision was made 

early on and I think, I think probably largely from Damian and to a 

degree from Mick as well.  But they were not going to engage with any 

of the individuals that were being interviewed prior to the working being 

staged…And that essentially they would dramaturg, you know they 

would edit it and look at it in dramaturgical terms as simply as a textual 

record of the conversations. And I found that very problematic because 

it’s kind of like a reverse engineering process of, I’ll sit down and have 

what I had to say, you know still to this day they are some of the most 

remarkable conversations and experiences I’ve had as a director. 

(McQuillan, interview with researcher, 18 May 2020, see Appendix 4) 

Evident from this account of a major production by the leading theatre company of the 

period is a substantial disconnection between the participants in the outreach project, 

on whose stories the text of the play was being based, and the theatre makers. In this 

instance, one can regard the outreach worker as a filter, screening the writer (on his 

own insistence) from the people whose lives were his material. While one cannot 

criticise this as a process, nor argue about the decisions of Gorman and Duke to 

maintain an objectivity toward the material, nonetheless it must be accounted an 

example of a situation where the material was not in the control of those who 

generated it. As an authorship process, it falls, like Lynch’s works, within the first 
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category, A, above (Figure 8). As a participatory process, it clearly operated low on 

Arnstein’s Ladder of Participation (Arnstein, 1969) on the rungs denoting tokenism, at 

best, if not those signifying non-participation. 

 

5.5. POLITICS OF AUTHORSHIP 

Underpinning all of the problems that stem from the privilege of authorship is an 

inequality: were it not for the unequal status between the professional theatre maker 

and the participant in a project, Authorial Ideology would not present a problem to the 

participant in an advocacy project. This authority, vested in the author operates on 

multiple levels: as a differential in status (the ‘expert’ visiting the ‘layperson’); as an 

inequality of agency, in who gets to make creative decisions; and ultimately, as an 

economic hierarchy where those who are paid are above those who do not. In 

attempting to arrive at a means of mediating this relationship between theatre 

professional and participant, the nature of this inequality must be understood. 

 

5.5.1. Managing  and mitigating Authorial Ideology 

In challenging the structures that impose ideologies on communities in applied theatre 

projects, there are a number of specific issues to address. As a starting point, one can 

argue for transparency in the politics of the applied theatre maker—what or who is the 

practitioner for or against? What Balfour calls this ‘politics of intention’ is critically 

important if the work is to engage with participants’ aspirations and operate openly on 

their behalf (2009, p.354). Herbert Blau makes a similar point and argues that it is not 

always dogmatic and worthy of our distrust, but can also be self-aware and avowed: 
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“…there is ideology that knows itself as such, and which is, as we say, ideologically 

committed” (1992, p.5).  

This emphasis on truth in the practice can form an element of Authorial 

Ideology, as elaborated by Stuart Fisher (2005). She uses the definition of an 

‘encounter’ with truth (as described by Badiou) as the means to consider how the 

theatre professional might privilege truth. This is her key to identifying an ethical 

framework for applied theatre. The challenge to this ethics is the inevitable leakage of 

the practitioner’s own values into the process: “… how do we guarantee fidelity to the 

truth of the situation, whilst not shaping our actions by our own normatively inscribed 

morality and preformed sense of what is ‘good’?” (p.249). She proposes that, though 

the theatre maker cannot work on projects as a neutral, she can be conscious and 

cognisant of how their Authorial Ideology, and what she calls their ‘interests’ can 

influence the work. Moreover, the notion of truth as an emerging moment that is 

encountered through a process enables us to learn a new ethics while practicing: “we 

can encounter new experiences and new truths rather than debating or discussing 

pre-existing perspectives” (p.250). Undoubtedly there are problematic aspects to 

formulations of ‘truth’; however, the emphasis here on processual, temporary, and 

contingent encounters indicates an approach that has the flexion essential for an 

ethical practice. 

McDonnell co-opts techniques of ethnographic and historiographic process into 

assessment of theatre practice and its political values, asking “Is there a politics of 

context, as there is in practice: a duty of solidarity which requires that we bear 

responsibility for the reproduction of these narratives, for their use and reuse?” (2005a, 

p.127) The vexed question of the relationship between the participants and the 

professional is at the heart of this politics. As McDonnell puts it, “Indeed, what politics 
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inhere in the very notion of a single author, when understandings derive from collective 

work?” Clearly, these questions are amplified when the performance text is jointly 

created by participants, and then collated by the professional, and reach a critical point 

when this mutual effort is claimed by the single author, in what can only be regarded 

as an act of appropriation. 

 

5.5.2. The politics of mutuality 

Extending these arguments of McDonnell, one can describe the authorship by a single 

author of a performance text from processes of collective creation (categories A and 

C) as analogous to representative democracy, as opposed to direct or participatory 

democracy. Where Arendt’s polis offers each individual direct and equal input into the 

process of decision-making (Arendt, 1998, p.32) representative forms vest the 

responsibility of speaking on behalf of the collective in one person. This inherently 

creates disconnection.  

Bottoms makes this point in his critique of the limitations of representative 

democracy. He describes the fall-off in voter participation as being the result of a 

perceived manipulation, using the insightful term ‘stage-managed’ to describe the 

sense that representative democracy is a sham. He proceeds to make the connection 

with the politics of applied theatre: “In much the same way, participatory theatre can 

often feel ‘rigged’ in favour of the interests of the artist or facilitator” (2017, p.168) by 

the use of dramaturgical convention, and spatial relationships.  

Ultimately, this representative aspect underpins all theatre, which is by its 

nature composed of mimetic and semiotic representations. Joe Kelleher (2009)  finds 

in this an interesting function of the form, where theatre both stands in for, and stands 
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up for, the audience and its concerns. Thus he sees it as acting “like a delegate or a 

substitute or—indeed—a political representative” (2009, p.10). In lighting on this term 

he makes the analogy that underpins this critique of many applied forms: that they are 

representatively democratic as opposed to directly democratic. This leads to the core 

question of the book, and indeed of this research: “what happens to the politics when 

it takes on scenic, dramaturgical form and circulates through the sort of spectacular 

economies and across the sort of distances that theatre deals in?” (p.11) He describes 

theatre as ‘political-ready’ given that the form is social and involves assembling a 

community of people (the audience) for consideration of a situation of conflict (the 

performance) about which there will be disagreement.  

The extent to which representative forms might seek to suppress dissent, or to 

corral audiences into a sense of ultimate resolution is not considered. Further, in 

assessing the representative function of theatre, Kelleher is describing a phenomenon 

with reference to a broad and general view of theatre. The specifics of the act of 

representation in an applied theatre project advocating for a community require a more 

critical assessment of the forms of democratic participation. The central consideration 

here is that of the community. As has been noted, this can act as a limiting factor to 

participation, when it ascribes certain values, as with the young participants in the 

Sleep, Eat, Party development process, whose views were expected to conform to a 

predetermined idea; it can also form the basis for empowering participants, as in the 

collectively or group-authored works in category B above (Figure 8). 

Kelly places community in opposition to the sovereign and the state, drawing a 

line of descent from Winstanley and the Levellers and the non-conformist activists of 

the revolutionary period (1984, p.48). He maintains that this tradition stood for a 

communitarian politics that held that sovereignty was always with the people, and that 
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any devolution of that power was in the gift of the people. With the growth of political 

centralisation and with it the evolution of representative democracy there has been a 

concentration of power and resource in the state. Kelly argues that the object is not to 

take control of this centralised apparatus, as reformist left politics seeks to do, but to 

do away with it entirely, in areas where its influence is needless and baneful, such as 

community arts.   

The structures of representative democracy, in politics and in applied arts, 

promise advocacy of the rights of the individual, but almost invariably these are 

submerged by the imperatives of the individual author(ity). As Pierre-Joseph Proudhon 

puts it, 

The political contract only attains full dignity and morality on condition 

that it is firstly synallagmatic and commutative, and secondly that its 

aims are kept within certain limits – two conditions which are supposed 

to be part of the democratic system, but which are more often than not 

a fiction. (1969, p.105) 

It is easy to see how a fictional form, such as theatre, can be pressed into service to 

promulgate this fiction on behalf of the dominant culture. Conversely, it points to the 

means by which applied theatre can combat this dominant culture: by the promotion 

of mutuality through communitarian processes and commutative structures. 

 

5.5.3. Authority and authorship 

In Authority, Authorisation and Authorship: Participation in Community Plays in Belfast, 

Jeffers critiques the extent to which participation can function as a form of cost-saving 

social policy, as an integrationist practice, or as a placatory practice. She does this 
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through an examination of community plays in northern Ireland, specifically the 2013 

play Crimea Square, as discussed in section 4.2.6.  

At the heart of Jeffers’ argument is that the process of participation is loaded 

with ideas about authority, and about the willing (or reluctant) transfer of authority 

which she calls authorisation. In creating the texts that purport to speak for 

communities, artists often abrogate this authority as authors, both of the text and of 

the identities and values contained within these. She shows how this process of 

participation is not an end in itself and that the fact of a participatory project does not 

guarantee the beneficial outcomes often ascribed to it—but, using the example of 

Crimea Square, that it can, under the right circumstances, lead to a socially 

transformative outcome. This is dependent on the way the project is structured and 

how authorship, and thereby authority, is apportioned: “…without questioning ideas 

about authority and authorship, it is a pale imitation of any activity that is likely to induce 

change at a more fundamental level” (2016, p.210). Her examination of the Crimea 

Square project raises questions about authority and authorship and questions about 

rights and authority in relation to community stories. ‘Authority’ has a twin usage, 

meaning both the position of superiority in relation to governance of an activity, and 

as a descriptor of expertise. The authority vested in each individual can be assigned, 

as an authorisation, where we permit another to act with our authority, on our behalf 

(p.216).  Often this is because they are seen as having superior expertise in a given 

area; this is a form of advocacy found in law and elsewhere, what might be called 

‘representational advocacy’, and in the context of this study I designate ‘altero-

advocacy’. 

However she also points out that authorship is not just the process of creating 

a work (usually written) but something wider, and cites Sally Morgan (1995) who 
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highlights the significance of naming and thereby reifying and defining elements of our 

existence and our environment, including cultural artefacts.  

The potentially negative impacts participation can have are critically important: 

it has the potential to be a superficial activity or a cost saving strategy for government, 

imposing on communities the responsibility for things that should by rights be the 

responsibility of the state or other agencies. As Arnstein also notes, it can act as a 

salve for problems rather than solving them. Jeffers points out that this can lead to the 

participation having no impact at all: “…it leaves existing power structures 

fundamentally unaltered” (Jeffers, 2016, p.218). In participatory arts, the foundational 

practices in the 1970s and 1980s operated with a firm belief in the democratisation of 

the process and equalisation of the participant and the artist. This has been modified 

over time to the prevailing situation where the artist retains authority (pp.217-218). In 

this point, Jeffers reflects the key concern in the issue of authorial control: the retention 

of authority. As an example, she cites The Wedding Community Play, written by two 

professional playwrights. The case of Crimea Square is different: here, the process 

was shared between members of the community (the four writers) and the facilitator 

(Jo Egan). The decision that the play would advocate for the experience of a single 

community was significant in that it enabled the community members to assert their 

expertise and authority over the material.  

Likewise, the west Belfast participants with JustUs who created Binlids were 

able to challenge the given beliefs of their own community, creating a play that Danny 

Morrison, one of the authors, describes as “an unapologetic story about resistance, 

consciously articulated by those who had been dispossessed by the media and 

government” (Morrison, interview with researcher, 25 January 2019, see Appendix 4). 

Yet given that this was the intention, the text of the play offered challenges for that 
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community. Morrison describes in interview the scenes of the play where a young 

British soldier faces his death at the hands of Republican activists:  

I saw it being performed in the Whiterock Leisure Centre, I think it  was, 

or Ballymurphy somewhere, because the women are pleading for the 

soldier, and then the soldier’s killed, and the audience isn’t applauding 

the death of a soldier. They’re actually quite shocked by this scene.  

Evidently the presentation of women from west Belfast pleading for the life of a British 

soldier, in a play by people from that community and presented to that community, 

called for the audience to consider the unvarnished reality of the military campaign 

that was being waged in its name. This could only have come from within the 

Republican community, in the same way that Jeffers describes the makers of Crimea 

Square posing questions about their own community identity.  

This substantial finding is confirmed by another account where a community 

stakes a claim to authority, though the process of authorship was somewhat different. 

Aune’s account of the documentary play Vår Frues Folk (Aune, 2017) describes what 

is in many ways a more typical applied theatre project: the participants, volunteer 

workers and service users of a social project run from a Trondheim church, created a 

documentary theatre piece in conjunction with Aune and master’s degree students, 

where the performance text was based on interviews, using Arendt’s concept of a 

‘polis’ as a shared space convened for the purpose of negotiating the transfer of 

authority. This is effectively an exchange, where the ‘everyday experts’, the 

participants, who are knowledgeable in the themes and contents of the work, engage 

with theatre makers who are exerts in production processes, and the result is a 

negotiation. (p.241). Aune explores Arendt’s use of the term ‘authority’ and her 

understanding of the etymology as having evolved from the verb ‘augere’ and thus 
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containing within it the notion of addition or increase: the process of practising 

authorship or authority develops meaning as an additional quality in the exchange. 

Authority is attached to the noun auctor, which means the author, the 

person with first-hand knowledge, the one who formulates, conveys 

and by inference, influences. This inspired an understanding of 

authority in documentaries as a practice by which authority is given by 

several auctors: interviewees, actors, the director and other artistic 

staff such as the scenographer. 

In her formulation, and in Jeffers’, we see a recombinant amalgamation of the different 

senses of auctoritas in its English translation: authorship; authority, in the sense of 

governance; and authority in the sense of expertise. Using this concept of auctoritas, 

relative of Turner’s communitas, authorship can be a mediated process of exchange, 

where aspects of authority are shared, swapped, traded, and bartered between the 

theatre maker and the participant.  

In each of the projects described here, where Arnstein’s ‘Citizen Control’ has 

been achieved, the key factor is control of the material. In Vår Frues Folk as in Crimea 

Square and Binlids the participants were central to the collation of the material of the 

performance text, in processes of historical research, in drafting performance text, and 

in the process of interviewing. The extent to which a community has control of the 

material in a project that is intended to speak for that community is inevitably going to 

influence how that community is understood. How auctoritas, in its different senses, 

might be understood to operate in applied theatre is represented graphically in Figure 

9, below. 
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Figure 9: The operation of authorship 

 

 

5.6. Summary 

A number of points can be drawn from the exploration of authorship in the pages 

above. The first of these concerns the modes of authorship in operation.  The research 

survey, coupled with analysis of the conspectus of applied theatre works, shows a 

number of modes of authorship have been used in applied theatre in the period, but it 

also exposes a distinct disjunction between the numbers of projects where participants 

contributed to the performance text, the majority of projects, and the number of 

projects where professional writers ended up as (credited) author of the final text: the 

largest category at 36%. In only 7% of cases was the performance text judged to have 

been authored by the group. Clearly there is a legal, ethical, and practical issue with 
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participants giving of themselves and their experiences, contributing narrative, 

devising, and creating, and the disproportionately high rate of works authored by 

professional writers. At the very least, this practice falls foul of the 1988 Copyright, 

Designs and Patents Act, where all those who participate in the creation of a work 

have the right to be considered co-authors. 

 At issue also, in the operation of authorship is the inevitability of controls on the 

ideologies of the performance texts, through the imposition of limits on participant 

authority. Using Eagleton’s and Arnstein’s typologies, a powerful case can be made 

that this circumscription of participant authority through implicit bias in the professional 

writer—the operation of AuI—and explicit external controls from funders, government, 

and their agendas, can be mitigated by group authorship, which in the sample plays 

appeared more likely to have multiple protagonists and multiple viewpoints.  

Thus, a number of findings from the research of authorship can be posited. 

Firstly, one can adduce that representative modes of authorship, where a professional 

writer acts as a filter for the ideas of the participating group, are not expressive of 

participant control. They offer at best altero-advocacy, the mimetic embodiment of the 

group identity and ventriloquial impersonation of the voice of the participant group by 

the author. The extent to which these forms are less democratic will be examined in 

the following chapters. 

Secondly, even in strictly governed representative modes of authorship, 

characterised by altero-advocacy, the participant group or community can, and often 

will find a way for auto-advocacy. This will often not be in the ways the professional 

theatre maker had envisaged, or for which they had hoped. The example of the 

SPACE Project shows that to be the case. Further evidence comes from accounts of 
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the participant challenge to Tom Magill over The White In Between, in Shankill 

Community Theatre, and that of the PUL participants to Jones’ depiction of that 

community in The Wedding Community Play. In each of these three cases, and in very 

different ways, participants exerted authority by challenging the controls imposed on 

them through authorship by others.   

Finally, in consideration of the concept of auctoritas there are important 

conclusions to draw. The reversion to the Latin root-word here assembles as a 

category those means by which control is exerted over material in the process of 

creating a performance text. In order to challenge the dominant narrative of the GI one 

must be in authority, and in author-ity. The  two points here which are extrapolations 

of the findings of Jeffers (2017) in relation to authority: firstly, that major challenges to 

the dominant narrative of a given community can only be successfully undertaken from 

within that community; challenges that come from without are more likely to generate 

opposition and hostility. Secondly, these challenges can only succeed through the 

exercise of auctoritas, authority expressed as authorship, by the participant 

community. If authorship, authority-as-control, or authority-as-expertise are perceived 

to reside with the professional (who is usually an outsider, or in Thompson’s definition 

a ‘guest’ in the community) then the challenge will likely fail.  
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6. ANALYSING AGENCY AND ADVOCACY  

6.1. INTRODUCTION  

In this chapter authorship will be explored as a mediation of agency, empowering or 

inhibiting acts of advocacy. At heart is the question of legitimacy – the advocating voice 

in a work of applied theatre can be regarded as contingent upon how agency is 

apportioned or controlled. In the absence of full control of authorship to what extent 

can the works be considered as advocacy? The operation of political levers of control, 

most notably funding, but also the Overton window (Russell, 2006) of what is the 

‘common sense’ of the work, and what constitutes an acceptable structure and form, 

underpin the extent of participant agency. This section will examine how compromises 

of participant authority can act as a limiting factor on agency and therefore impede 

advocacy. It will explore the relative merits of degrees of participant control, and 

examine how forms of authorship can provide the platform for communities to 

advocate for themselves, even within limited (and limiting) agendas set by others. 

 

6.2. AGENCY 

6.2.1. Agency and community 

Central to any applied theatre project that claims to advocate on behalf of a community 

is the notion of participation. However, this concept carries with it untested 

assumptions about the value of participating, and the extent to which this enables the 

individual, the community or the group seeking to advocate for their rights. Leila 

Jancovitch calls this ‘The Myth of Participation’ (2017). She questions the extent to 

which the simple act of taking part allows agency to be enacted. 
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Participatory decision-making has already been shown to take as its 

starting point the belief that changing the people involved in decisions 

would change outcomes. This assumes that people’s voices are not 

just heard, but that they are able to assert their interests over those of 

others, which is at odds with the notion of the overarching power of 

elites. (2017, p.111) 

Her point here echoes that which underpins Arnstein’s analysis: that simple 

participation is no guarantee of agency. Questions of participation and agency 

underpin some of the most problematic aspects of northern Irish applied theatre. 

Maguire notes at an early stage in his survey of community theatre projects in northern 

Ireland that community is ascribed as well as declared, and that this is problematic 

(2006, pp.121-122). Simultaneously, the structures of government and the funders 

award monies “to reward ‘cross-community’ efforts rather than community 

development for existing communities” (p.118).  

Knowles (1999, p.109) contends that communities of interest are aware of 

shared values at the outset of a project, where territorial communities may not be—

but that this also brings in a question of power which is often expressed territorially. 

Arguably the matter in northern Ireland is not so clear, where these categories are 

often overlapping, and where territorial communities may be aware of their prior 

shared interests where the territoriality is expressive of community politics. However, 

in a more subtle way, the territorial aspects of power relations might well be reinforced 

in the northern Irish situation, where power is expressed not just through control of 

territory by the mechanisms of capital, but also the territorial control of the paramilitary. 

Balancing this is the fact that territorial communities often have heterogeneous 

memberships; the logic runs that living in a place does not constitute a strong similarity 
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between community members, whereas a shared interest implies it does. This is not 

necessarily true in northern Irish communities again: the social values, class, political 

values, and voting patterns are likely, for historical reasons, to be more homogenous 

within discrete communities. The counter-argument can be made that this 

homogeneity may well be ascribed, and that actually the hegemony of the territorial 

community may be suppressing diversity of ideology (Maguire, 2006. p.121).  

For Stuart Fisher, the formulation of community is an issue that is external to 

the project group, and is imposed by the project, the funders, and the practitioner. This 

is a challenge for the theatre worker. However, the ability to define what is communal 

offers a means of self-realisation for the community engaged in an applied theatre 

process (2005, p.250). This points to a potentially more useful, as more flexible, notion 

of community, that of the contingent community, a community that is formulated by the 

presence of the participants. This is inherent in theatre, according to Rancière: 

community is a function of presence (2009, pp.5-6).  

Theatre emerges as a form of aesthetic constitution—sensible 

constitution—of the community. By that I mean the community as a 

way of occupying a place and a time, as the body in action as opposed 

to the mere apparatus of laws; a set of perceptions, gestures and 

attitudes that precede and pre-form laws and political institutions.  

This must be all the more true for applied theatre, particularly those projects where 

participants are the authors of their own work, and occupying that active role that 

Rancière proposes. It points to the concept that Jeffers indicates in a telling phrase 

relating the difference between “the making of art rather than consuming it” (2016, 

p.213).  
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This also draws to our attention the extent to which ‘engagement with the arts’ 

is measured for the most part in attendance at events, and access likewise measured 

in distance to venues where they can attend, and less often in active creation (see, for 

example, the ACNI General Population surveys: ACNI, 2012; ACNI, 2014). This 

measurement of community engagement by their consumption of arts as commodity 

places communities as outside the cultural mainstream and denies them agency. This 

agency depends on their being makers of art as opposed to merely consumers, and 

the works being not the products of the arts industry, but the products of communities 

(2016, p.211). This conception of active community is defined by Jan Cohen Cruz as 

“artists guiding the creation of original work or material adapted to, and with, people 

with a primary relationship to the content, not necessarily to the craft” (2005, pp.2-3). 

The importance of the authorship as a defining characteristic of this kind of community 

is not always given the importance it is due. The example of Crimea Square shows 

that in practice the participants are capable of expertise in their own work, and do not 

require guides, provided they are supported with time and resources.  

 

6.2.2. The Ladder of Citizen Participation 

As previously discussed, in attempting to classify how communities participate, 

Arnstein devised her influential Ladder of Citizen Participation with the aim of 

describing how communities can influence policy decisions that affect them (1969, 

p.216-224). She notes that the term ‘citizen participation’ is sufficiently vague that it 

can be reinterpreted to suit the elites in weak euphemism or hyperbolic overstatement. 

She is clear however that it involves redistributing power as “citizen participation is a 

categorical term for citizen power” (p.216). Equalising power through participation 

enables those who are marginalised and excluded politically and economically to 
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share in the benefits of society. By contrast, that which is called citizen participation 

but is only superficial in that it does not redistribute power is a type of exploitation. 

The system at work in the Ladder deconstructs society on grounds of economic 

and social marginalisation, which is essentially a materialist approach. This is valid in 

many contexts but perhaps less so where the binaries are about identity and not about 

economics or inclusion. Thus in northern Ireland it is possible to use this conceptual 

framework to assess the extent to which processes allow for citizen control of applied 

theatre projects that claim to speak on behalf of a given community. As outlined, the 

authenticity of this participation is at the heart of the quality of the work. In the context 

of advocacy as a means for expressing identity, the economic issues that are central 

are concerned with the use of funding for projects as patronage, and the question of 

how the acts of advocacy are authored by funders, and the beneficiaries of the funding 

in the professional theatre sector.  

Using the ladder, one can classify those projects that have been discussed 

above, in Chapter 4, with a focus on those projects that form the exempla, as shown 

in the table at Figure 2. These projects have been selected precisely for their range, 

and described in section 3.4.1., and it will be seen that they go from rung 8, Citizen 

Control, where communities control the entire project (such as, perhaps Flutes, Flags 

and Flames by Heel and Ankle Community Theatre Company, see above section 

4.2.6.), to rung 1. As an example of the latter I suggest the Living Legacy SPACE 

project, where the themes and ideological positions were decided on in advance, and 

the project used instrumentally to convey these using proxy authorship (see section 

4.2.4 above). 

It is not necessarily useful, however, to attempt to place all projects on the 

ladder, or try to define which rung best describes the nature of the participation on 
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them. The ladder is most useful as a tool for interrogating the ethics of structures of 

participation in applied theatre projects, and supporting community authority.  

The framework has been applied to community participation in theatre 

previously, as mentioned above (section 2.3.1.). Taiwo Afolabi (2016) puts it to use in 

examining the theatre project at the Kamiriithu Educational and Cultural Center that 

resulted in the 1977 play, Ngaahika ndeenda (I Will Marry When I Want) (Afolabi, 

2016) in a process that was authored by the facilitators (Ngũgĩ wa Thiong'o and Ngũgĩ 

wa Mirii). Afolabi regards the Ladder as a useful tool to describe the ways in which the 

play empowers the community with whom it was created. Ben Fletcher-Watson 

likewise uses the Ladder of Citizen Participation to assess agency in theatre, but with 

a slightly different purpose: that of assessing the degree of genuine participation in 

theatre for young audiences (2015). 

When children’s experiences are curated and determined by adults, 

participation may resemble manipulation rather than control. 

Arnstein’s Ladder of Citizen Participation (1969) spans precisely this 

spectrum, providing a typology of practices relating to civic 

participation. (p.25) 

Claire Bishop (2012) has challenged the usefulness of the Ladder as a way of 

representing the full range of complex relationships that take place in a participatory 

project. Bishop suggests that: 

It is tempting to make an equation (and many have done so) between 

the value of a work of art and the degree of participation it involves, 

turning the Ladder of Participation into a gauge for measuring the 

efficacy of artistic practice. But while the Ladder provides us with 
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helpful and nuanced differences between forms of civic participation, 

it falls short of corresponding to the complexity of artistic gestures. 

(p.41) 

However she also notes that it ”…provides a useful set of distinctions for thinking about 

the claims to participation made by those in power”. Ultimately, she observes that the 

point of the highest levels of Arnstein’s Ladder suggest something other than art: “The 

fact that the Ladder of Participation culminates in "citizen control" is worth recalling 

here. At a certain point, art has to hand over to other institutions if social change is to 

be achieved” (p.44). Her argument is that while the Ladder of Citizen Participation is 

a useful tool for gauging the extent of participation in general, it cannot be expected to 

give a detailed picture of the relationships that exist on a project. Fletcher-Watson 

acknowledges Bishop’s point that the Ladder cannot represent the full spectrum of 

complexities in an art piece but argues that it can be applied as a tool, in conjunction 

with other frames of reference, to examine participatory agency in theatre (2015, p.36). 

It is worth taking on board these points: that the Ladder of Citizen Participation is a 

useful tool for broad designation of degrees of participation, but that, as Bishop notes, 

it cannot capture the complexities of the relationships on a given project. 

The primary benefit of this, and the other conceptual frameworks used here, is 

as a means to examine the central theme of this thesis: how the processes of applied 

theatre, conducted with the intention of maximising participatory authorship, can lead 

to what Arnstein calls ‘Citizen Control’, and can otherwise be described as agency and 

authority. It is the exercise of this agency, though the processes of authorship, with 

which the chapter is principally concerned.  
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6.2.3. The means of production 

It is incumbent on the practitioner to consider how one might fashion a theatre that is 

a truly ethical and effective theatre for advocacy. Central to any renovated practice is 

a recasting of the concepts that are used to conceive the work. Rather than resist the 

commodification of applied theatre as work that has social benefit and tangible value, 

I propose to utilise this materialist language that reifies the labour of the applied theatre 

worker, and the participant, as a commodity with value.  

In so doing, I propose that this schema will inevitably express an equivalence 

of value in the work of the professional and the community participant, determined 

through exchange, or barter; that the value inherent in the work of projects should be 

subject to an audit that takes account of the labour and materials used, the 

transformative processes of manufacture, and the surplus value created. This reading 

of the work places three objects at the heart of any renovated applied theatre practice 

in northern Ireland: the material; the means of production; and the products created. 

Valuing these objects separately and in combination it becomes impossible to 

separate any one of them from the community in whose space, and in whose name 

the work is created. Possession of any one guarantees authority and ownership over 

the others. This ownership is necessarily collective, and thereby protects the 

community from appropriation. By retaining ownership of the material and materials of 

production, communities can prevent the theatre professional “colonizing the material 

and reproducing the interviewees’ voices from their own perspectives and artistic 

interests” (Aune, 2017, p.239).  

Acquisition of the means of determining meaning is a prerequisite for agency 

within a community. This is the auctoritas expressed in Jeffers (2016) and can be 

considered to be the operation of the reflexive self-consciousness described by Kelly. 
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This process of self-determination is opposed by the process of being given centrally 

determined structures of meaning, which Kelly calls “prepackaged information” (1984, 

p.78). He argues that this culturally prevalent (and centrally determined) prepackaged 

information is a function of capitalism, and that it is a deliberate strategy of the 

dominant culture. It engenders passive consumption of meaning that is shaped for the 

people rather than allowing them to creatively and collectively make their own 

meanings. This creates a “bewildered helplessness” (p.80). “If we are concerned, as 

a movement, about widening and deepening democracy, we must insist on access to 

social input as well as social output” (p.98, italics in original). This control of social 

inputs, the means of cultural production, and our roles as consumers of the outputs, 

engender what Kelly calls “cultural democracy” as opposed to ‘democratisation of 

culture’ (pp.147-149). Ownership of the means of the production of meaning is the key 

to unlocking the surplus value of the work, and the benefit that accrues from it: credit. 

How this ownership can be negotiated must now be considered, 

 

6.2.4. Ownership, copyright and the collective 

As a starting point, one might note that work that is developed from sources in the 

public domain (histories, newspaper reports, first-hand accounts of events found in 

interviews, broadcasts, social media posts and so on) has the advantage for a 

community seeking to promote its world view or share its stories, of not having an 

underlying copyright. This enables the community to take ownership of the work they 

create. The point has been astutely noted by community participants in research 

interviews. Jim McDowell: 
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It’s very important, because it’s part of you. It means to say if you write 

a piece and we’re going to perform that piece, you may well have a 

say in it. Or else we have control of this play, it’s ours, we wrote it, we 

developed it and if we want to do it again we can… So it does belong 

to us. It’s not something we’ve borrowed from somebody else and 

have to give it back to them.  (McDowell, interview with researcher, 10 

May 2019, see Appendix 4) 

This in some ways states what should be a cast-iron principle of this kind of work: that 

the community owns what they create. Indeed, it could be that, even in work created 

by a single professional author, in the privacy of their study, the community owns a 

share in what has been created. Ultimately, the script generated in that writer’s room 

is not the performance, and is not the project; it has no claims to validity beyond the 

moment the community engages with that text. Annette Arlander (2011) makes this 

point, but with a breadth of application that includes all performance for an audience: 

she connects the issue of ownership, and attendant rights,  with the presence of the 

artist and the issue of liveness, which is, in the present context, the community 

members and the live presentation of their view of themselves to the world: 

Is the artwork something with an independent existence, or is it bound 

to the repeated action, presence and performance of the artist? Or is 

the work something created in a shared exchange with the audience, 

the spectators or participants, something produced as a relationship 

between those present? (p.327) 

This is not just a theoretical consideration. It is evidently also a legal one. According 

to the 1988 Act (cited above, p.106) any contributor to an artwork is pro tanto a co-

owner of its intellectual property. Ownership is, as has been seen, a critically important 
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consideration in community projects. McDonnell has mounted a vigorous challenge to 

Dan Baron Cohen’s right to be called ‘author’ of the Derry Frontline plays. “[Cohen] 

would publish the scripts under his own name, an action which effectively appropriated 

the authorship of what were evidently collectively determined texts” (2008, p.124). He 

claims this demonstrates a praxis suffering from a ‘democratic deficit’ (2008, p139). 

For his part, Baron Cohen makes clear that he regards the plays as collective works. 

His book on Derry Frontline, Theatre of self-determination: the plays of Derry Frontline 

Culture and Education describes the extensive role that the participants played, and a 

process which is clearly one of collective creation (2001, pp.11-15).  

In an earlier essay assessing the nature of the relationship between the 

professional and the participant McDonnell draws attention to structural imbalance that 

undermines the ethics of the applied theatre sector: 

Most communities who are the focus of ‘radical’ theatre practice… do 

not control the decisions and the economics which underpin our 

presence. These asymmetries are rarely if ever addressed within our 

writing, and yet they go to the heart of the political meaning and value 

of what is done: they are constitutive of that power-in-practice which 

the theatre will take as its subject. (2005a, p.132) 

This is a serious and significant criticism. It cuts to the crux of the ideas at the core of 

this research: that applied theatre workers use a language of liberation and 

empowerment but often practice techniques that are at best limited in their distribution 

of power, and at worst an example of the oppression they are challenging.   

O’Gorman and McIvor also describe conflicts that this type of work can cast up: 

an example cited is the play The Liberty Suit at the Project Arts Centre in 1977. While 
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Peter Sheridan was credited as author, Gerard Mannix Flynn, whose life events 

formed the basis for the play was obliged to take Sheridan to the High Court to claim 

his right to be identified as co-author. Flynn starred in the original production (2015, 

p.19-20). The play is now described as “…by Peter Sheridan in collaboration with 

Gerard Mannix Flynn” (Playography Ireland, ca. 2021). A similar conflict arose 

between Marie Jones and Pam Brighton, over who had a right to be regarded as author 

of Stones in His Pockets (1996). This play, scripted by Jones, was originally directed 

by Brighton, who claimed to hold rights in some of the passages, resulting in a legal 

judgement that caused Jones to rewrite some of the sections (Ingle, 2004). These 

instances of lack of clarity over devised and co-created work should serve as a kind 

of legal precedent to the aware practitioner, given that community participants are 

often uncredited co-authors of performance texts.    

At heart is the unavoidable logic of communal creation that is native to all the 

projects under examination here, a logic which the practitioner readily acknowledges 

gives applied theatre its power: “Two hundred grenadiers set up the Luxor obelisk in 

the space of a few hours. Does anyone suppose that one man could have managed it 

in two hundred days?” (Proudhon, 1969, pp.42-3).  

The shaping of authorship as a specific, specialised and necessarily singular 

act serves to commoditise it into a product of marketable value: the unique and 

uniquely talented individual. Kelly notes how this operates economically, as a means 

of creating scarce resource where limitation of resource adds market value. This draw 

in the notions of ‘inherent value’ and also ‘inherent vice.’ (1984, p.65). Knowles makes 

a similar, similarly powerful, and ultimately sweeping argument: 

To turn from naturalistic dramaturgical structures based in cause-and-

effect development through time, on the “author-ity” of fictional 
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narrative and of the symbolic structure shaped by the imagination of a 

single author, to the “authenticity” of collective and collaborative 

creation… is to turn from the heroically sweating artist, the “one”… to 

the multiplication of the “one” into many, the surrender of individual 

creative control, and the welcoming of collective sweat and other 

bodily and structural excesses, fissures, fluids, and imperfections. 

Finally it is to turn from Aristotelian and archetypally tragic or comic 

“action”, oedipally structured with a beginning, middle, and end, 

explicitly derivative of a stable (preformed) subject, to “doing,” which 

takes place as unstructured event (as phenomenon), is constitutive of 

individual or collective subjectivity in progress, and is the mode less of 

the tragic or comic than of the epic or annal. (1999, p.79). 

This profound analysis points the way to an advocacy theatre that is collective, that 

has at its heart a concern with history, that is dialectical, and that operates using the 

methods of social creation. In order to exist, however, this theatre needs to negotiate 

the most pervasive mechanism by which theatre for advocacy is brought into 

alignment with externally-formulated ideology: funding. 

 

6.2.5. Agency and funding 

The chief context in which the dominant ideologies of a society permeate applied 

theatre is Authorial Ideology functioning as a ‘biographical insertion’ of the author to 

the General Ideology of the society, the hegemony (Eagleton, 1978, p.44). Even if 

there was no integrationist agenda, no top-down controls on the structures of the 

projects from managers, producers, community workers, government departments, 
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local, regional, and national, there would still be the author: the theatre professional 

working to create the work. Whether as a single author working in isolation, or working 

representationally as an altero-advocatory author, whether as a facilitator collating 

material generated by the participants, or indeed as a participant working to co-create 

with others in an equipollent relationship, the ideology of the author will still be a factor.  

However, the dominant ideology has more direct means of influence in the 

works of the applied theatre sector and one which is used in every case, namely 

funding. This is particularly the case in northern Ireland: as with other regions in Britain 

and Ireland, the majority of funding is from government sources. In this region, the 

primary funders are the Arts Council of Northern Ireland (ACNI), the Northern Ireland 

Community Relations Council (CRC), and local government. An analysis of these 

funding sources follows.  

Unlike other regions, however, in northern Ireland the politics of how funding is 

allocated feeds directly into presentations of the communities in the post-conflict era. 

The choice of what projects get made, and thereby what voices are heard, governed 

by these funding processes, cannot be other than explicitly politicised, as will be 

discussed in this section.  Ultimately this assigns significant power to the funders, both 

in determining what is aesthetically acceptable, (Eagleton’s Aesthetic Ideology) and in 

determining what values and ideologies are expressed on stages and spaces where 

applied theatre works are performed.  

The key funders of applied and community theatre projects in northern Ireland 

can be deduced from a number of sources. The Comedia report Vital Signs, 

(Matarasso and Chell, 1998) dates conveniently to the start of the research period 

under examination here, while the joint Queen’s University / Liverpool University 

research project on Arts for Reconciliation comes at the end of the research period, 
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interim reporting having taken place in 2019 (Shirlow, Grant et al., 2019). In their study 

Matarasso and Chell list funders of community arts projects in 1997-8 as follows: 

 

Figure 10: Funders of community arts in Belfast 1997-98 (Matarasso and Chell, 1998) 

Funder Number of 

projects 

percentage 

Arts Council of Northern Ireland 35 66% 

Belfast City Council 24 45% 

Business / commercial sponsorship 13 25% 

Community Arts Development Fund 24 45% 

Community Relations Council 16 30% 

Employment & training schemes 9 17% 

European Funds 15 28% 

International Funds 3 6% 

Making Belfast Work 15 28% 

Northern Ireland Voluntary Trust 18 34% 

Other 25 47% 

 

 

The Queen’s University / Liverpool University project covers a broader period and 

includes the chains of funding within and between funders as well as showing how 

funding reaches projects. However it does not show sums, or indeed percentages, the 

research findings at this stage having been focused on identifying funding sources. 
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However the accompanying interim findings do show ACNI as the largest funder of 

arts projects, and CRC as the largest ‘peace’ funder. 

 

Figure 11: Arts for Reconciliation funding graphic (Shirlow et.al., 2019) 

 

 

The research survey undertaken for this research, Applied Drama in NI, shows the 

same array of major funders, though fewer smaller funders, given that the sample is 

smaller than either the Comedia report, or the QUB / Liverpool study. It does also show 

the spread of funding. 

 

 



280 
 

Figure 12: Research survey ‘Applied Drama in NI’ - funders 

 

 

 

While the Comedia report refers to all community arts projects, drama is listed as the 

most common activity, with 40% of projects. The report confines its remit to 

consideration of those projects that took place in greater Belfast. However the QUB / 

Liverpool data confirms that Belfast, as the most populous district and the one that 

commands the greatest share of  funding, can be used as a representation of the types 
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of projects and types of funding that are common across the region. All three sources 

(Matarasso and Chell, Shirlow et al., and the research survey) confirm the validity of 

the methodology used in this research project, in sourcing data from the ACNI and 

CRC as representative funders of applied theatre.  

 

6.2.6. Aesthetic Ideology and funding 

An interesting finding of the survey concerns the extent to which form is governed by 

funding. This relationship between aesthetics, the form of the applied theatre project, 

and its ability to obtain funding from the ACNI is further influenced by the presence, or 

lack of, a single professional author.  

The tables below (Figures 13 and 14) show the correlation between ACNI funding, the 

presence or absence of a single author, and the use of traditional forms. For the 

purpose of this assessment of the projects, ‘traditional form’ designates a play with a 

dramaturgy that involves fictional characters, presented in a conventional performance 

space, with a separation between players and audience. (Any disparity in figure totals 

is explained by survey respondents not answering all questions definitively.) 
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Figure 13: Research survey - form,  funding, and authorship results 

Number of productions 28 

single author productions 11 

non-single author productions 16 

traditional form productions 11 

non-traditional form productions 17 

ACNI funded productions 17 

non-ACNI funded productions 11 

ACNI funded productions / traditional form / single author  5 

ACNI funded productions / single author  7 

ACNI funded productions / traditional form 8 

non-ACNI funded productions / non-traditional form / non-single 
author 

6 

non-ACNI funded productions / non-single author 7 

non-ACNI funded productions / non-traditional form 8 
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Figure 14: Research survey - correlations between form, funding and authorship 

 

 

Again, one must exercise caution in relation to the statistics here, given that the sample 

is not large enough to make claims to comprehensive representativeness. One can, 

however, identify a relationship: works that have a non-traditional form, and that were 

not created by a single author, are less likely to have been funded by ACNI. Given that 

the majority of projects were ACNI funded, the comparison in Figure 14 clearly shows 

that the ACNI projects were more likely to have a single author and a traditional form. 

This could be explained by a bias in the allocation of funding, but could as easily be 

because those organisations who make more open-form works are not regularly 

funded by ACNI, or do not apply for project funding from them.  

The power of funders to set aesthetic agendas is only one aspect of their control 

of the output of the applied theatre sector. Kelly notes that the problem of definitions 

around the activities means that the funders choose who is eligible and therefore 

whose work fits the structural, formal, and aesthetic terms they set. It is not just a case 
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of who gets funding. It is a question of whose art qualifies, of who gets to be a 

community artist (1984, p.3). He draws attention to the fact that definitions are not set, 

but mutable, so that what was once common sense is seen as radical or worse, 

unfundable. This contingency is political and social, and subject to a what is 

acceptable at a given time in the politics and history of a society.  

This raises an important point, that in order to succeed one has to create work 

on matters that have resonance for the funders: what is current, what is responsive to 

the necessity of the social moment, what is to be done now. This factors a temporal 

integer into the equation of what applied theatre work is funded concerning the extent 

to which the work is responsive and of the moment. This cannot be vouchsafed without 

a sustainable economic model for the arts projects: arts organisations need to have 

structural stability in order to operate this kind of responsive programming policy. By 

facilitating this instability, the funder’s power is increased.  

It is important to note that these arguments, while persuasive, do not 

differentiate between the types of funders. While the focus in this research has been 

on funding that is channelled through two main sources of arts funding for applied 

theatre (the ACNI and CRC) as a necessity resulting from the available data, much 

vital work is funded by trusts, foundations, charities and other organisations with 

philanthropic purpose. These sources of funding are often explicit in their agendas: 

Joseph Rowntree Foundation is focused on tackling poverty and social exclusion 

(JRF, 2021); Paul Hamlyn Foundation (PHF, 2021) is concerned with using arts and 

education to mitigate disadvantage, particularly among young people. That said, they 

often exercise a light touch in respect of the artists they support, as evidenced by the 

discussion of the Connect programme at Tinderbox, discussed below at section 6.3. 
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At heart then is a tension between what Balfour calls the ‘social intentionality’ 

of the makers and the ‘commissioning of transformation’ by the funders (2009, p.347). 

He argues that “there is a need to recalibrate the emphasis from the primacy of donor-

based objective-setting practice, to a discourse that encompasses the values of 

aesthetics and social agendas” (p.347-348). The reality though is harsh for the theatre 

companies and workers: a failure to match funder agendas results in exclusion from 

the system: “The economic reality of the 1980s and 1990s was that community theatre 

organisations either folded or adapted to the shifting ideological and economic 

territory” (p.349).  

In northern Ireland, funding mechanisms serve an explicit ‘socially intentional’ 

function, angled at promoting peaceful coexistence between formerly opposed 

communities. An example is given by Mc Donnell writing about the Shankill 

Community Theatre. He notes that the Arts Council of Northern Ireland had made 

money available as part of the ‘normalisation’ process advanced by the British 

government. ‘Normalisation’ sought to use social projects, including housing, sports, 

leisure and cultural activity as a means of normalising northern Irish society, 

marginalising paramilitaries and criminalising armed activists. “The authorities’ 

response [to sectarian attacks] was to seek to divert energies and emotions into 

creative outlets” (McDonnell, 2008, p.155). It was this application of funding to 

communities affected by sectarian violence that enabled many of the projects 

considered in the pages that follow.  

Maguire draws attention to these problematic aspects of arts funding. He makes 

the point that state funding is a level of control, allowing ACNI to manage the output 

of community theatre through dependent clients (Maguire, 2006, p.169). This is 

designed to create a ‘manufactured political consensus’, operating through the funding 
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processes of ACNI. He argues that this has blunted the potential of northern Irish 

community theatre in favour of homogenised output (ibid.). Set against this is Lionel 

Pilkington’s assertion of the agitational potential of theatre, despite the funders. He 

contends that, among marginalised communities in Ireland, “theater is seen as an 

attractive cultural instrument for these communities while also remaining a constant 

reminder of their exclusion from cultural hegemony” (Pilkington, 1998, p.23). This is 

interesting in that Maguire identifies the integrationist intention of funders, and thereby 

of much of the funded work, and Pilkington describes a conscious approach that aims 

to use the funding and counter the integrationist aims of the funders. The extent to 

which either is possible depends in large measure on the methods used by funders to 

exert control.  

 

6.2.7. The levers of funding: grants and cuts 

Funding offers an obvious means by which the state can control the ideologies of the 

artists. At its least intrusive this will be by the operation of Williams’ ‘structure of 

feeling’, the creation of a sense of what is right, and possible. At its most explicit this 

operates as what I have termed ‘proxy authorship’, (above, section 4.2.4) where the 

agenda, themes, the narrative and / or outcomes of an applied theatre piece are 

decided in advance by funding bodies and others and the participants are stripped of 

authority in the creation of the performance text. As examples of this one could 

propose Sleep, Eat, Party as described by Ciaran McQuillan in section 5.4.1 above, 

or the Living Legacy SPACE Project as I have done above (section 4.2.4). In both, the 

participants were led to believe that they would be creating a work of theatre, but in 

both cases the content, structure, tone, and intent of the piece was decided in 

advance. The projects were proxy-authored before any participant was recruited, the 
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instrumental approach to the use of theatre with groups of young people was explicit, 

and that the social intentionality of both pieces was avowedly integrationist. With the 

SPACE Project, it is arguable that the collapse of discipline that saw the young 

performers going ‘off-script’ and seizing control of the performance narrative was an 

act of rebellion against the structures of control. What is unarguable is that it was 

successful: from the point at which the young people decided to create their own 

narrative, they were in authority.  

It is worth noting a phenomenon which relates to both of the projects I have 

cited from my own experiences as a professional working in the northern Irish theatre 

sector: both the SPACE project and One World were both commissioned by outside 

organisations. As a director at Tinderbox, it was common for me to receive requests 

to collaborate from other organisations on a regular basis. These ranged from local 

councils conducting anti-litter campaigns, or charities working with problem 

behaviours among young people, to health trusts wanting to target obesity. While the 

company rejected many of the requests, there was an economic imperative to obtain 

commissions from outside organisations, and the revenues this would bring. The 

company’s core funding from ACNI did not include monies to pay for the programme 

of community, applied, and educational theatre undertaken. The business model was 

that core funds that paid for staff wages, office overheads and so on would enable the 

organisation to match-fund by attracting commissions from public and private sector 

bodies. The rate of core funding to match funding was generally around one-to-one. It 

was precisely in pursuit of match-funding that the company decided to undertake the 

project described above, where the work was essentially created by the funder prior 

to its initiation. 
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 Jancovitch notes that this type of project is commonly dubbed ‘co-creation’ but 

that the participant only becomes involved after the funding and planning have been 

put in place (2017, p.110). The structure of this kind of process can be seen in the 

diagram below, in Figure 15: 

Figure 15: Proxy-authored project graphic 

 

 

Asked if funding was an influence on questions of authorship, those interviewed for 

this research are forthright: Martin Lynch answered “Yes it was. It was unquestionably. 

The funding determined that” (Lynch, interview with researcher, 26 February 2019, 

see Appendix 4). Kim Jackson of Heel and Ankle Community Theatre Company was 

likewise categorical: “Absolutely” (Jackson, interview with researcher, 1 March 2019, 

see Appendix 4). It is important to note though that the interviewees spoke of how they 

‘worked around’ the demands of funders. Jackson pointed out that while the funders 

were exerting influence, the group ultimately exercised ownership of the scripts they 
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wrote collectively. This is an important point, and echoes the insistence of Pilkington 

(1998, p.23, cited above). 

Ciaran McQuillan is well-placed to comment: he has been Outreach Director 

and Outreach Manager for two of the biggest theatre companies in the region, 

Tinderbox Theatre Company, and Prime Cut Productions, as well as Learning and 

Participation Manager at The Metropolitan Arts Centre (The MAC) in Belfast. He sees 

a disjunction between the agendas of funders and the theatre makers: 

What I found and what I have found over ten, fifteen years is a real 

disconnect between what the funders want and what, particularly more 

amongst young people, create work about. And constantly I am in 

workshops where I know the funding form says we will talk about 

sectarianism. And I know none of the people therein give a monkey’s 

about that …they want the bottom line literally to be ‘I as a Catholic, 

have a better impression of the Protestant Community.  I have a better 

understanding or appreciation of Protestant traditions’ and things like 

that and they’re forcing us to just, ‘oh let’s just make a mosaic with a 

Tricolour and a Union Jack in it, let’s just keep doing that’. (McQuillan, 

interview with researcher, 18 May 2020, see Appendix 4) 

Where this process of determining the content of a project through proxy authorship, 

or controlling forms through the filtering processes of grant allocation, a further lever 

of control is available: the removal of funding, or cuts.  

Discussing the scandal that followed the removal of ACNI funding for the JustUs 

/ DubbelJoint play, Force of Change, Maguire argues that the critical potential of 

performance in northern Ireland was diluted by a funding system that supported 
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‘manufactured political consensus’, avoiding politically-sensitive projects and 

operating within a frame of ‘cultural commodification’ (Maguire, 2006, p. 169). As noted 

in the previous chapter, this caused a media storm at the time, but it is not an isolated 

example.  

Mary Luckhurst (2010) describes how the sector’s first full-time dramaturg, 

Hanna Slättne, appointed in 2004, was defunded by ACNI in 2007, having first 

introduced what were seen as radical ideas in relation to the development of projects 

in northern Ireland. Subsequently, her position was refunded, but on a year-to-year 

basis (Luckhurst, 2010, p.183) and only after a substantial protest by theatre makers 

in the region. This situation was exactly replicated in 2015 when wide-ranging cuts 

from ACNI to the budgets of arts organisations led to the near-collapse of many of the 

major theatre companies. Green Shoot Productions, Martin Lynch’s company and a 

major provider of applied theatre projects, lost all funding from ACNI, and theatre 

companies Tinderbox and Kabosh, two of the oldest and most active in creating 

theatre with communities, each lost 44% of funding, followed by further cuts of 5%.  

Among the items cut by ACNI was the post of Slättne. This produced a second outburst 

of protest like that which took place in 2007, and an excoriating open letter by 

Tinderbox Artistic Director Michael Duke. 

After ten years of unique and inspired service to the theatre sector in 

Northern Ireland our dramaturg, Hanna Slättne, was effectively given 

two weeks’ notice by the Arts Council. Nobody should find out they no 

longer have a job in such a way, or find out that the Arts Council they 

serve regards them as nothing more than a mechanism. Obviously we 

couldn’t believe that they would cast aside a widely admired innovator 
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and fearless champion of the theatre sector with such offensive lack 

of dignity without there being a major reason. (Duke, 2015) 

Eventually, having failed to get the decision overturned, Duke opted to resign in 

protest. These cuts came amid harsh reductions in subsidy as a result of the UK 

government policy of ‘austerity’, and a subsequent passing on of these economies to 

regional government arms-length-bodies such as ACNI (Northern Ireland Assembly, 

2014a); and in choosing to cut funding to these particular organisations, the ACNI 

offered a rationale that was based on issues specific to the governance, management, 

or creative output of each of them. It could be argued that this was somewhat 

undermined by comments by the then minister of the Department of Culture Arts and 

Leisure, Caral Ní Chuilin, about ‘elitism’ in the arts. Ní Chuilin, a Sinn Féin MLA, made 

unscripted remarks at a public gathering that showed the decisions around funding, 

and the means of applying cuts, were to some extent political.  

The complex specifics of the 2015 funding cuts prove that politics has a role to 

play in the decision-making process around cuts to arts organisations, and that the 

apportioning of cuts is as significant in maintaining alignment with dominant ideologies 

as the provision of funding. (Further cuts in 2018 resulted in the defunding of another 

two of the region’s full-time professional theatre companies, Terra Nova Productions 

and Bruiser Theatre Company.)  

The notion of ‘grant addiction’ (Kelly, 1984, p.26) gives an insight into the 

operation of funding as a mechanism of control. As arts organisations become 

‘addicted’ they become pliant. The fear of losing funding is not just a threat to the work 

they do; when funding is lost, as evidenced by the cuts imposed by the ACNI in 2015, 

people lose their livelihoods. Kelly describes how arts organisations came to depend 

on state funding and this in turn altered what they do. 
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In order to show our good intent, and as a way of dealing with the 

subtly changing assessment criteria, community arts became the 

welfare arts. We no longer spoke, as a movement, of working with the 

working class, or even with ‘the people’, but instead we began to talk 

of working with ‘the most deprived sections of the community’. (p.29-

30) 

Limited by the demands of the moment, which are almost always existential, the 

community arts sector is only too keen to meet the demands of the funders. Where 

the work is opposed to ‘dominant assumptions’, it is likely to be conducted in a ‘hostile 

climate’ (ibid., p.4). This short-termism, where companies are forced to operate from 

year to year on unstable amounts of subsidy and incapable of long-term planning, 

means they are unable to develop a sense of their own history. This hampers the 

applied theatre sector’s ability to position itself in the way that, for example, the 

dominant professional theatre culture does: as an essential and valuable element in 

the ecology of public arts. Alison Jeffers makes  a similar point in relation to developing 

histories in the applied theatre sector (2010). All of this leaves the applied theatre 

sector dependent on funding, beholden to funders, susceptible to their demands, and 

unable to fearlessly challenge the social inequalities that are the target of much applied 

theatre practice. As Balfour frames it, “in the process of accommodating, adapting to, 

and being funded by external agencies the risk is that applied theatre can become too 

close to the powers it may want to question” (2009, p.352).  

The question of whether this is just an inevitable and largely harmless 

consequence of the funding structures tends to get different answers depending on 

who is asked the question. Where English academics discuss the problem, they often 

regard it as leading to a diminution of the radical aspect of applied practices which 
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have evolved from left-wing activist traditions (Kelly, 1984; Balfour, 2009; Paget, 2010; 

Snyder-Young, 2013). When discussed in the context of Theatre for Development, or 

practices involving non-European theatres, this agenda-setting has a more troubling 

aspect. Syed Jamil Ahmed, discussing the obligation to serve funder agendas 

describes it as ‘manipulation’: “The adaption to social contexts involves theatre 

practitioners immersing themselves in the related culture and discourse, absorbing 

relevant theoretical perspectives and translating aesthetic objectives to service what 

is often a ‘donor agenda’” (Ahmed 2007, p.209). In language loaded with notions of 

social control, Afolabi describes the  work as ‘domesticated’: “…it adapts to different 

projects and assumes different responsibilities in order to impress and be utilized by 

the donor or other agencies” (Afolabi, 2016, p.217).  

I would argue that in the politically-charged context of northern Irish applied 

theatre, these questions are more appropriately regarded through the frame of the 

post-colonial criticisms of Ahmed and Afolabi. Arguably northern Ireland sits at the 

interstice between a home territory and a colony: the theatre sector is unquestionably 

tightly interwoven with that of mainland Britain, where the vast bulk of funding comes 

from. But in terms of its political problems, the region is can be regarded as having 

challenges that bear similarity with Bangladesh (Ahmed) and Kenya (Afolabi) in 

dealing with the legacy of colonialism.  

In the sensitive environment of a society emerging from conflict, there is clearly 

an agenda from government, implemented through the funding bodies, to create arts 

that support integrationist ideologies. However this cannot be said to serve those in 

communities whose personal experiences, values, and politics are thus marginalised. 

The effect is to manage the post-conflict situation rather than transform it; to 

encourage what Maguire calls “a wilful historical amnesia and selective representation 



294 
 

of the present” (2000, p.109); the effacement of traumas rather than processing of 

them; to drive a social narrative of unity rather than to acknowledge difference. This 

then begs the question: in what way, and with what strategies and resources, can the 

applied theatre worker create work that advocates for the experiences, values, and 

politics of communities? This is a matter that will be examined in the section that 

follows. 

 

6.3. ADVOCACY 

In creating meanings, communities control the flow of information about them, to those 

in their own community, to other communities and to the public at large. As has been 

noted, when the community is in command of its own narrative, it can challenge ideas 

that are promoted by the dominant culture. Most importantly, in the context of northern 

Ireland, the community can, from this position of strength and self-confidence, 

challenge views and values within the community and engage in reflexive self-

awareness. The operation of advocacy in this context is subtly different than in works 

that are designed solely to give voice to a community. Advocacy theatre is ‘expansive’ 

as well as ‘protective’ (Kelly, 1984, p.51). It seeks to generate change, not just in the 

narratives of power, but in the structures of it. It aims at the topmost rung of Arnstein’s 

Ladder: Citizen Control (1969, p.217).  

In the development of advocacy theatre projects on its Connect Programme, 

funded by Paul Hamlyn Foundation (PHF), Tinderbox Theatre Company had the 

luxury of guaranteed funding for three years, and an opportunity to develop a strand 

of work that answered to the needs of the communities with whom the company had 

existing relationships, and hoped to continue to work. In this sense it was fortunate to 

avoid many of the compromises inherent in funding relationships. The programme 
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worked to three core principles that would allow the necessary flexibility while cleaving 

to the principles agreed with the PHF: 

• Advocacy Theatre work is responsive to the needs of the 

participants—formally it can take any shape, and structurally it can 

have many layers—so long as this serves the needs of the advocating 

group or participants 

• Advocacy Theatre is only created with groups or individuals whose 

stories, views or values have need of advocacy. 

• Advocacy Theatre always results in some sharing with the public, or 

with a target audience. Without a sharing of the views and values of 

the participants, there is no act of advocacy. (Mc Camphill, 2017, 

p.42).  

Importantly the work did not discount or debar the work of a professional writer, so 

long as control of the process remained with the advocating community. Likewise, the 

way in which form was employed was expected to respond to the needs and wishes 

of the community. Where a group decided a musical was the right medium for their 

message, this was settled on as the form of the theatre. Thus decisions were not made 

remotely, but through process. 

In looking at how advocacy functions in community campaigns and political 

activism, Keck and Sikkink’s (1998) typology of advocacy (outlined above, section 

2.1.6.) has obvious usefulness as a tool for describing the means available to 

communities, and the types of advocacy theatre that might be effective in different 

contexts. The authors characterise the networks as being concerned with “information 

exchange” (p2). They define advocacy works saying that “advocates plead the causes 
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of others or defend a cause or proposition” (p.8). The advocacy networks they describe 

are working in the field of international campaigns on public policy. The audience for 

this advocacy is distinctly different from that of applied theatre, but the performative 

functions are similar. Further, as Balfour stresses, “social intentionality underwrites 

most applied practice, specifically in relation to participation and transformation” (2009, 

p.349). This suggests forms that for the most part do not operate with porosity, and do 

not seek to be dialogic. Advocacy theatre, adapting the typology of Keck and Sikkink, 

conveys information, deconstructs situations and images purveyed by the dominant 

culture, engages with structures of control on behalf of the weak, and holds power to 

account. In advocacy theatre, therefore, a dialogue is not necessary. The action called 

for does not take place in the theatre, as with Boal; the audience is there as a co-

community, in the terms of Shulamith Lev-Aladgem, “a particular local part of a larger 

co-culture” (2010, p.2).  

Boal maintains that spectatorship is passive. In its place he proposes a fused 

entity in which the spectator is made active(ist) in Theatre of the Oppressed forms. 

Boal maintains that even when a spectator opts to remain inactive in a Forum Theatre 

performance, they are nonetheless making a choice in relation to the material, and are 

thus active (1992, p.244). Therefore, whatever the role of the spectator, whether they 

remain inactive, or become activated as a ‘spect-actor’ they are engaged in a response 

to the dialogues of the performance. Boal’s forms are the most obviously dialogic types 

of theatre.  

By contrast, Rancière argues that spectatorship is a dynamising state of being. 

He critiques modern responses to spectatorship which insist that spectatorship is 

negative on a number of levels, claiming that it renders the spectator passive; that it 

creates an artificial entity as the object of spectatorship; and that it makes a division 



297 
 

between the event and the spectator (2009, p.2). Contemporary responses to this 

perceived division of spectator and actor insist on the breaking down of the barriers 

that separate the two. 

We therefore need a different theatre, a theatre without spectators: not 

a theatre played out in front of empty seats, but a theatre where the 

passive optical relationship implied by the very term is subjected to a 

different relationship—that implied by another word, one which refers 

to what is produced on stage: drama. Drama means action. (p.3, italics 

in original). 

This is the great discovery of the new disruptive forms of theatre that emerged in the 

twentieth century, of Artaud, Brecht, and Boal. Rancière posits two types of response. 

The first is essentially Brechtian, where the spectator is shown a strange and 

distancing “mystery whose meaning he must seek out” (p.4). This leads to a 

heightening of the spectator’s critical and rational skills.  The second is predicated on 

the work of Artaud (but implies Boal too). In this, the distance is eradicated, and the 

illusionary nature of theatre is dissolved leaving the spectator wholly engaged 

emotionally. Rancière critiques these Boalian forms, and analogies that posit theatre 

as a version of the Debordian spectacle, a situation of exteriority, of ‘self-

dispossession’. He sees a number of assumptions in these values that are problematic 

(pp.6-7). 

...it is these principles that should be re-examined today. Or rather, it 

is the network of presuppositions, the set of equivalences and 

oppositions, that underpin their possibility: equivalences between 

theatrical audience and community, gaze and passivity, exteriority and 

separation, mediation and simulacrum; oppositions between the 
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collective and the individual, the image and living reality, activity and 

passivity, self-ownership and alienation. (p.7) 

Rancière argues that while theatre makers have lost the didactic impulse, they have 

not necessarily lost their instinct to create a hierarchy of knowledge and an instinct to 

generate change. In dialogic forms the theatre maker puts pressure on the spectator, 

by focusing on activating them, expecting them to find the solutions (p.11). However, 

we cannot say with certainty that the spectator is passive; further, the attempt to close 

the distance only draws attention to it, if not reinforcing it. These positions conflate and 

create equivalences between words and inaction, gaze and passivity. This is not the 

case in any rigorous system of analysis. This process of assigning values to the states 

of sensibility are oppressive: “they are embodied allegories of inequality” (p.12). 

Rancière compares this to the duality between the landed, monied and agency-

possessing classes (the active citizens) and their complement, the landless, poor, 

working classes (passive citizens). This points directly to a need for emancipation of 

the spectator. He assumes not a community of people when they are assembled in a 

theatre space, but a collection of individuals. This allows for all spectators to have their 

own relationship to the material and their own affect, a sense of their active 

participation in the theatre event. This also suggests that the emancipation is the 

following thing, the response and the ultimate defence to the passive status of the 

spectator outlined in Debord (pp.16-17). “Faced with the hyper-theatre that wants to 

transform representation into presence and passivity into activity, it proposes instead 

to revoke the privilege of vitality and communitarian power accorded the theatrical 

stage” (p.22).  

Thus he makes a powerful and persuasive argument for the value of non-

dialogic theatres, that lead to emancipation not through the interposition of the 
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spectator into the work, but within the spectator, as a function of their relationship to 

the work, and their own ownership of the affect generated. This is the core activity in 

advocacy theatre, the generation of affect within the spectator that reforms their 

relationship to the community of makers, whose use of applied theatre is thereby 

rendered transformative. 

 

6.3.1. Efficacy 

“Any attempt to prove that this kind of performance efficacy is possible, let alone 

probable, is plagued by analytical difficulties and dangers” (Kershaw, 1996, p.1, italics 

in original). Despite Kershaw’s admonition, the efficacy of different modes and 

techniques of authorship in functioning as advocacy must be considered here. The 

transformational impulse in applied theatre demands that the work reach its audience 

and that it generates, or supports, change. That said, Kershaw’s points must be taken 

on board. He goes on to make the point that such efficacy is the purpose of all types 

of performance as it all seeks to elicit some sort of emotional response which is in its 

nature a type of change in the audience, and notes that attempts to assess the efficacy 

of performance are most likely to give “inconclusive or superficial results” (p.3). His 

response is to consider the potential as significant, and a means of obviating the need 

for empirically-measured results.  

Thus, any examination of the efficacy of such work must look at the potential 

that it has to effect change: this is a measure of how much the techniques and 

approaches under discussion might work, rather than the extent to which they can be 

said to work with certainty. Thus, what is at issue is the viability of a given approach, 

and not copper-fastened dependability (a measure of quality).  
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Blau sees the identification of quality in theatre performance as a confirmation 

of pre-existing ideological prejudices, much in the manner that Peter Brook critiques 

the middle-class theatre-goer watching a ‘deadly’ performance of Shakespeare and 

having their discrimination validated (Brook, 1968, p.8). Blau relates this penetration 

of the ideological into how we read meaning in the theatre, not just how we create the 

meaning. 

…what we recognize as credible in performance is more often than not 

what we have come to accept as credible in that closed circle of the 

ideological which, even in much experimental theatre, produces not 

perception and knowledge, or even a change of heart, but the 

confirmation of what we already know and believe. (1992, p.78). 

Thus, in order to make an ideological challenge to the views of a spectator or audience, 

as applied theatre for advocacy seeks to do, one must make an aesthetic challenge 

also. Theatre that confirms in the spectator their conception of what constitutes quality 

will act as a validation of dominant ideology, and will inevitably confirm their ideological 

assumptions too: if the spectator previously agreed with the position being advocated 

for, then the community is preaching to the converted. Therefore effective advocacy 

theatre employs forms that do not attempt to meet any threshold of expectation of the 

spectator, but rather issue aesthetic challenges as well as ideological challenges in 

order to maximise its potential to be effective.  

Jon McKenzie (2001) sees performance as a critical tool in social relationships 

in its operation of processes of mimesis. Analysing the work of Spiderwoman, a First 

Nation American performance group, whose work challenges presentation of Native 

Americans, he describes the layers of mimesis as being in the first instance a mimicry 

of the version of themselves they see from the dominant culture, and then a counter 
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mimicry that challenges dominant presentations. This leads to a larger theory, 

contingent upon ideas found in Roach and Schneider—that cultural identity is a 

process of repetition and therefore of mimesis. He identifies four types of mimesis 

inherent in this process: “Thus there are actually at least four repetitions: the mimetic 

repetition “of” presence, the counter-mimetic repetition of difference, the mimetic 

repetition of counter-mimesis, and the counter-mimetic repetition of traditional 

mimesis” (p.214).   

Ultimately, by subverting the expectations of the spectator, and by subverting 

expectations of the performer, Spiderwoman undermine the possibility of prejudice 

confirmation. This multiform mimesis also resolves the ‘crunch issue’ that Paul Dwyer 

raises in questioning how the structures of the performance piece impose limitations 

on the development of actions, by limiting the range of responses possible (2010, 

p.209). In this framing, a strategy that possesses maximum viability will have the 

potential to present conflicting viewpoints and to eschew certainties.  

This is particularly important in the context of northern Irish applied theatre 

where certainty is in short supply; where the legitimacy of identities is contested; where 

history is a matter of ideological positioning and where everything from terminologies 

for the conflict to place names are subjects of disagreement.  

Indeed, the single certain issue of fixity in the post-conflict polity of Northern 

Ireland / the Six Counties / Ulster / The North is a general agreement that each side 

has their version of the truth. In this way, as with definitions of applied theatre 

discussed in Chapter 1, the sole point of agreement is that the matters and the 

language are in dispute. This makes the contingent, partial, disputed nature of open 

applied theatre forms an ideal fit for the challenges of dealing with a post-conflict 

situation.  
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This potential inherent in the processes of applied theatre is likely to be 

maximised by the creation of work that issues aesthetic as well as ideological 

challenges, that confounds then expectations of the spectator, and where conflicting 

viewpoints are possible.  

While much depends on the structural composition of applied theatre projects, 

formal means exist that can also allow for multiple subjectivities and contingent, or 

conflicting, versions of actuality. As has been seen above (4.2.4) in discussion of the 

One World project, forms that utilise a variegated set of materials (Category D) allow 

participants (of all abilities) to be active in processes of creation. The potential of 

materials to penetrate the material is worthy of closer examination. 

 

6.3.2. Materials and the material 

Kershaw (1992, p.5) contends that community theatre often deals with or uses as 

material things with direct connection with the community. This functions to create 

meanings that are shared between the theatre makers and audience, a literal ‘common 

sense’—that is, a shared sense of what is the meaning or purpose of the work (see 

below, section 7.1.3.). In this, materials retain the capacity to allow for community, and 

communal, authorship across all the production disciplines involved in creating live 

performance. Materiality, and the accessibility of material to the community participate, 

enables the democratization of production, and of authorship. 

The extent to which design contributions are an essential part of the process of 

authorship is borne out by Eugenio Barba, making the self-evident point that the multi-

sensory, multi-dimensional qualities of live performance are integral to its essence, to 

the extent that it has on occasion become a part of the performance text: 
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The rise of direction, of the mise en scène, was accompanied by the 

desire to fix on paper, with words and drawings, even the ways of 

directing a text. Chekhov wanted to publish his plays as if they were 

inseparable from Stanislavski’s director’s notes… Even Brecht, after 

the Second World War, attempted in his Theaterarbeit to marry 

dramatic text with production directives, maintaining that it was 

unjustified that only the words and dialogues of a play were passed on 

and not also the gestures, the scenic environment, the costumes, the 

designs of movements for the individual characters and for the actors 

in relation to each other. (1995, p.103, italics added). 

The same is true of Erwin Piscator, whose work blurred boundaries between the 

audience and the performers (Arjomand, 2016). John McGrath, writing about Piscator 

describes a dramaturgy that co-opts ‘creative work in the area of staging or lighting’ 

and points towards the material aspects of collaboration. This, he notes, enables 

design decisions to be made in the creation of work and not added as a ‘decorative 

after-thought’ (1996, p.38). I would argue that the creation of these aesthetic elements 

of a performance are subject also to the exercise of auctoritas, and that the creation, 

or collation, of the material contributions of a production is a form of authorship.  

The importance of participation in these explicitly collaborative aspects of the 

authorship of a play is borne out by the Applied Drama in NI research survey. While a 

minority of productions provided the opportunity for participants to be in full control of 

the performance text, there is certainly evidence that other aspects of production did 

provide this control. It can be seen from Figure 16, below, that almost all projects 

enabled participants to be involved in some aspect of the production other than as a 

performer. Only two productions from the 28 did not offer opportunities for any other 
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activity to participants. (It should be noted that the data in the table refers to individuals’ 

participation in aspects of production, not plays or shows, and thus represents all 

areas of participation detailed in all 36 responses received.)  

 

Figure 16: Research survey - modes of participation chart 

 

 

Certain projects involved participants across the board. These were exceptional, but 

tend to indicate projects that were, to use McDonnell’s term ‘organic’; that is, entirely 

created from the ground up by the community. Examples described by survey 

respondents include the Heel and Ankle play Letters From the Front, and the JustUs 

play, Binlids, where participants were directly involved in most aspects of the 

production.   
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By exercising active control over the material aspects of production, participants 

assert their primacy in the project, and can determine how decisions by theatre 

professionals are made, and what decisions are made on their behalf. It is important 

to note the extent of this participation. Exactly half of the respondents were able to 

take some part in the creation of script pages or in devising material: this constituted 

the most significant area of authorship highlighted by the survey. Many were also 

involved in designing physical and technical aspects of the production. A further 

category where participants had a significant control over the performance text 

ultimately produced, irrespective of who produced it, was in respect of another type of 

material: the background research for the text, as sourced from historical sources and 

other sources. 

 

6.3.3. Documents and documentary  

Documentary theatre forms have numerous benefits as a form in theatre with 

communities and in theatre for advocacy, and have been examined in detail by many 

of the authors examined here (Filewod, 1987; Paget, 2010; Martin, 2010; Maguire, 

2015). They enable the exploration of the past, including the recent past (Bernard, 

2014); they provide contexts where members of a community can exercise their 

expertise (Jeffers, 2016); they allow for the collective creation of texts (Cantrell, 2011); 

importantly they create works where contested or conflicting positions on the past or 

present are not only permissible, but dramatic (Upton, 2009). Importantly, they provide 

a forum for challenging the dominant narrative: “Governments ‘spin’ the facts in order 

to tell stories. Theatre spins them right back” (Martin, 2006, p.14). 
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Most importantly, documents are routinely accessible to all participants, and the 

exponential proliferation of documentary sources in the age of digital information 

provides an unprecedented opportunity for the democratisation of authorship. Any 

participant on a project, from the youngest, or the least literate, to those with highly 

developed literary and performance skills, can provide sources, themes and ideas, 

narratives and histories, for the work of the community using theatre for advocacy. In 

this capacity, the documentary forms offer a range of opportunities analogous with 

those provided by the material, discussed in the previous section.  

The use of documentary forms cannot, however, be considered as a guarantee 

of participant authority, or as a process that vouchsafes participant agency; 

documentary forms are not inherently more or less empowering. However, like 

manipulation of physical materials, documentary forms create a means by which 

participation in authorship processes can be widened and made more inclusive. It is 

important to note also that the form is not new, and that these forms in the UK stretch 

back into the early part of the twentieth century, where politically-committed theatre 

was made by artist-activists used documentary forms to promote socialist ideology. 

The Living Newspaper was a mobile and responsive form that suited the intentions of 

early British agit-prop theatre makers (Goorney and MacColl, 1986; Fournier, 2017).  

Piscator, in the same tradition, used what might now be called cross-form 

documentary theatre to create porous theatrical events. 

In his early documentary theatre, Piscator blurred the distinction 

between theatre and political rally, as well as that between audiences 

and actors. His first production… was Trotz Alledem! (In Spite of It All!), 

premiered at the Groβes Schauspielhaus in July 1925 as part of a 

Communist Party convention in Berlin. The production was created 
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through a montage of speeches, essays, newspaper clippings, 

pamphlets, photographs, and films, portraying World War I, the 

October Revolution, and historical figures. (Arjomand, 2016, p.51) 

Piscator’s aim was to challenge audiences to direct action, using a variety of forms 

and thereby create a text that was contingent on the needs of the moment and 

changeable in response to these. Much of the recent UK documentary theatre is, by 

contrast, comprised of works composed and edited by a single author, or of a small 

team of theatre professionals working together. This is true of the notable collection of 

works premiered at the Tricycle Theatre in Kilburn, London, in the early part of this 

century, and discussed in Chapter 4, above. Each of these plays used different 

techniques of composition, but in every case was the work of professional authors.  

The Laramie Project (2000) is a different case. Tectonic Theatre, from Denver, 

Colorado, had been experimenting with documentary forms in their community theatre 

work for several years when 21-year-old student Matthew Shepard was beaten to 

death, in 1998, in a homophobic murder outside Laramie, Colorado. Collaboratively 

created and scripted by Moises Kaufman and the company, the play used various 

sources, but most importantly this included interviews with hundreds of local people, 

the writings of those involved in the production, and news reports on the subsequent 

murder trial of Aaron McKinney and Russell Henderson. In this sense it is an example 

of the kind of documentary forms that offer partial and variformal commentary from a 

range of perspectives.  

The relative absence of the form in northern Irish theatre described by Upton 

(2011, p.209) is all the more surprising given that those instances where work has 

taken documentary forms are among the most successful acts of advocacy by 

communities using applied theatre. The plays that have been noted above as 
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examples of developed participant authority are all documentary in some degree. 

Binlids was the result of research by those involved into the history of their own 

community through the period of the early part of the conflict. In this respect, it bears 

close resemblance to Crimea Square, written by members of the Shankill community 

on the basis of extensive research, though describing a longer period of history. The 

one, Maguire has called a community “asserting the authenticity of its account” of itself 

(2000, p.107); Jeffers has described the other as “potentially creating a new cultural, 

social and political reality” (2016, p.226).  

The sparse history of plays in northern Ireland with documentary sources 

includes two important early works that make affecting theatre from a recasting of 

documentary material: Letters From Algeria (2001) by Fintan Brady, directed by Colin 

McKeown at the Old Museum Arts Centre, was in many ways an outlier: a unique use 

of the form, on a subject that was atypical for the time (Boodts, 2006). The 2002 play 

Scenes From an Enquiry, by Dave Duggan, likewise uses verbatim sources, in this 

case from the proceedings of the Savile Enquiry into Bloody Sunday (Hanssen, 2007) 

but transforms them by setting them alongside the emotive and expressionistic 

language of the bereaved, in a way that family members bereaved by Bloody Sunday 

felt “…got closer to a sense of the truth of what occurred in the Saville Inquiry” than 

any literal account could do (Duggan, interview with researcher, April 10, 2019, see 

Appendix 4). 

The works of Heel and Ankle Community Theatre Company, described 

previously, make the case for documentary forms in advocacy theatre across the work 

of a company. The play Flutes, Flags and Flames was created in part from historical 

material, as part of a broadly inclusive process, described by Jim McDowell in 

interview: “…we developed characters for a Flutes, Flags and Flames storyline and 
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we all had our own say in what was going to be written. We all wrote down stuff, got it 

together… went through them all, right that’s in, that’s in, until we all built up a story” 

(McDowell, interview with researcher, 10 May 2019, see Appendix 4). Their follow-up 

production, Letters From the Front, has a professional author attached.  According to 

company member, Trevor Kennedy, “Historian Philip Orr wrote it originally. It was then 

adapted by Matthew McElhinney, Kim Jackson and myself” (Trevor Kennedy, research 

survey). Jackson, one of the founders of Heel and Ankle describes the process of 

development in some detail in interview: 

I was given a letter that was actually written by a nurse during the First 

World War. When we started to research, she’d wrote home to a family 

of a soldier who’d passed away in her care while she was out, during 

the First World War she was actually in field looking after the soldiers 

that came in, and it turns out these nurses used to write to soldier’s 

families… So once we read those letters we decided we would write a 

whole story about the letters from the nurses. (Jackson, interview with 

researcher, 1 March 2019, see Appendix 4) 

On the matter of Orr’s role, it is clear from Jackson’s description that he was under the 

authority of the company members: 

We also approached somebody to write the play originally for us 

because it was a very short timeframe, it was nine weeks from the time 

that we offered the money until the time we were actually on stage. 

Given that that play ran for an hour and 15, hour and 20 minutes and 

there were 18 actors in the play, we thought that would be our best 

approach but when we received the play that the playwright had written 

for us, he actually hadn't taken any of our instruction on board at all. 
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And we went back to him and said, that’s not what we asked for. So 

we sort of rewrote a couple of bits and… once we started rehearsals, 

we continued to rewrite it until we didn't get our final draft until the week 

before the play went live. (Jackson, interview with researcher, 1 March 

2019, see Appendix 4) 

Jackson’s comments are telling: by selection and collection of the documentary 

elements that forms the material  of the play, the participants felt ownership, and 

authority, in both senses. They were in charge of the process and they were experts 

in the material. This empowered them to challenge the work of an established historian 

and playwright, and to take control of the performance text when they felt their views 

were not being heard. Importantly, the documentary nature of the material meant that 

the writer, while retaining copyright in his text under the 1988 Copyright, Designs and 

Patents Act, did not have any rights over the underlying material, and thus the 

community participants could exert their authority. This is clearly important to the 

community participants. For Jackson, it is a matter of  

…owning our story and maintaining our vision when we’re telling our 

story. One of the difficulties that we experience on a regular basis is 

when you bring someone on a professional level in to direct your story, 

they want to take it their way and sometimes they’ve got great ideas 

and all but it gets away from what we’re trying to say and it’s about 

managing the relationships between the group and the director, that 

they're essentially working for us to tell our story and we’re not working 

for them and it doesn’t get hijacked. (Jackson, interview with 

researcher, 1 March 2019, see Appendix 4) 
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Aune shows that this need not be the case when professionals work with communities: 

she describes a process where the verbatim interviews with project participants were 

structured into theatrical texts by professionals (2017, p.244).  This is clearly a process 

of delegated authorship, but Aune implies that having created a shared authority, this 

is not so much of an issue. Additionally the processing of verbatim material was 

managed with a view to the individual skills and competences of the performers, and 

so was in some sense a response to the actuality of the production process and the 

available skillsets. She outlines a three-stage process for creating the work. First, trust 

was developed with the participants while securing commitment to the work. The 

second phase involved working with material generated by interview, and giving the 

material form in sequences. Finally, the work was developed as an elaborated 

theatrical performance with respect to the space, the participants, and the 

professionals. In concluding she draws attention to the development of authority, 

openness, and creative freedom: 

The active and creative authority was characterized by great 

willingness to put one’s own experiences and attitudes into play and 

the creative polis was transformative for the actors… By not 

developing an artistic concept, but instead applying a design-based 

strategy, we enabled a multi-vocal, transparent and multimodal 

process to develop. (p.251) 

This focus on verbatim sources, design contributions, space, and movement, enables 

the professional to ensure the participant retains control of the material, and materials, 

of the production and thus retains authority and authorship. The process of selection 

and design is integral to the creation of such works and is itself a form of authorship. 

Ellul insists that this is true for any process of mediation of information: “It is gathered, 
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created molded, edited, packaged, released, sent out from a specific source to a 

specific audience in order to achieve a specific end. There is no such phenomenon as 

“objective” information” (Ellul, cited by Szanto, 1978, p.15). This casts all artistic 

decisions as in some way a form of authorship, and thus an expression of ideology. It 

also offers a typology of the processes by which unmediated information in the raw 

(say, a verbatim eyewitness account of a historical event) can be shaped by 

authorship.  This also points to other approaches where, despite the documentary or 

verbatim nature of the work, the controlling impulses of the professional author can be 

said to override the material ideologically.  

Anna Bernard posits the view that the use of a verbatim account in Alan 

Rickman and Katharine Viner’s play My Name is Rachel Corrie (2005) does not 

“present individual testimonies that stand in synecdochically for a larger group’s 

experience of oppression” as the structing of the play focuses on a single (British) 

protagonist, and that the material is edited to generate audience sympathy on the 

basis of the sense of jeopardy, rather than through the action of the play (2014, p.167). 

Something similar happens in Robin Soans’ Talking to Terrorists (2005). The work is 

infused with Authorial Ideology and Soans manipulates the material through the 

processes described by Ellul:  

Whereas other verbatim plays use recorded testimony exclusively, 

Talking to Terrorists was only loosely based on the words of the 

interviewee. Although some interviews were recorded, on the whole 

Robin Soans’ favoured approach was to send the actors out equipped 

with only paper and pens… Soans’ material was privileged over the 

actors’ memories… In Talking to Terrorists, the actors did not function 
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as independent researchers,  as the questions they asked were pre-

determined by Stafford-Clark and Soans. (Cantrell, 2011, p.169-170) 

Cantrell sees problems arising in such circumstances in relation to performances, 

where some of the (professional) actors had access to interviewees, others did not. 

This means that they were reliant to varying extents on imaginative processes. The 

possibility of inhabiting the character using one’s own lived experience is thus 

hampered, where the reality (or actuality) of the character renders a certain level of 

imaginative release into the part inappropriate.  

This is an inevitable issue when any theatre project uses material that relates 

to real persons, living or dead, and as such will be an important consideration in 

applied theatre works in the post-conflict period in northern Ireland. The sensitivities 

inherent in dealing with the conflict are not just ideological, but emotional. Arguably 

this makes the question of inhabiting stories and characters from the past, or 

representing those still living, less significant than another duality that has had an 

important role in northern Irish applied theatre: that between impersonation of other 

people (alive or dead) and playing the self.  

A primary means by which public performance can address and redress the 

legacy issues of a society emerging from conflict is by using this temporal compression 

to bring the contested past into the presence of the spectator. This can be used for 

explicitly political aims and can be very effective in staging challenges. Danny Morrison 

describes the repeated use of material from Binlids as a performative challenge to the 

censoring of Sinn Féin from 1988.  

Bridie McMahon… took the part of Máire Drumm. Máire Drumm makes 

a speech—I think the speech was made in Dunville Park in August 
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‘76—and which subsequently led to Máire Drumm being arrested 

where she told people not to be bystanders, to get involved, you know. 

What’s interesting is that… Bridie continued to make that speech. On 

Easter Sunday, whenever the Republicans were gathering at 

Beechmount Avenue before the Easter Commemorations to go to 

Milltown Cemetery, Bridie would be dressed up and would make this 

speech on the street. And people at first wouldn’t know what was 

happening, then would realise she was enacting a Máire Drumm 

speech. (Morrison, interview with researcher, 25 January 2019, see 

Appendix 4). 

More commonly, as with Duggan’s play Scenes From an Inquiry the material is 

documentary in some degree. This play mixes text from the Savile enquiry into the 

1972 Bloody Sunday killings in Derry, with more expressionistic and poetic language 

from those whose family members have been killed. The approach brought praise from 

a man who was one of the bereaved: 

...he found them more truthful than the films and two films are terrific, 

he wasn’t decrying the films, in fact he was praising the films but he 

found he got closer to a sense of the truth of what occurred in the 

Saville Inquiry through the play and thus through the events of Bloody 

Sunday and the family experiences of it.  He wasn’t setting one up 

against another you know, the piece of documentary theatre that was 

made and films they rely on forms of realism that the play of mine that 

you’re talking about Scenes of an Inquiry is consciously poetic and 

non-realistic. (Duggan, interview with researcher, 10 April 2019, see 

Appendix 4) 
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This function of theatre is essentially a type of witnessing, redrawing the durational 

present, and asking the audience to play the role of ‘the society’. The process of 

playing actual people (as opposed to fictional characters) brings challenges, as 

discussed above. A different strategy involves asking the audience to serve as witness 

to a past as enacted by those who have lived through it.  

The single largest and most comprehensive theatre project using documentary 

or verbatim sources in the period under examination is the Theatre of Witness 

programme at Derry Playhouse and elsewhere, between 2009 and the present. Here, 

the question of how one creates a performative version of one’s own narrative, what 

role the professional theatre maker plays, and the extent to which the ‘truth’ of this 

performance is objectively greater or less than in fictional performances, is contested. 

This is by no means a simple or straightforward consideration. As examined in the 

previous chapter, much effort and much ink has been spent on attempts to recreate 

moments of witnessing from the conflict in northern Ireland. The extent to which this 

is effective, desirable, or indeed truthful, has been hotly contested.  

Schechner defines performance in everyday life as twice-behaved behaviour 

and points out that it is ritualised behaviour. It works off a set of agreed forms: “In fact, 

one definition of performance is: ritualized behavior conditioned and/or permeated by 

play” (2006, p.52). Thus, any attempt to actualise a situation from the past for an 

audience in the present is performative and this cannot be avoided. The claims that 

Theatre of Witness performances present truth by using ‘real people’ must be 

discounted. That is not to say however that it is intrinsically a flawed process, merely 

that it is a performative process, and the importance of this performativity is vital to an 

understanding of how it works: it displays at least two (and maybe three) of McKenzie’s 
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types of mimesis, and it is unquestionably affective (McKenzie, 2001, p.214). The 

extent to which it is effective is open to debate.   

An angled insight might be provided by considering work that is similar, but with 

different types of community where victimhood is problematic. In her 2008 article, 

Jeffers examines the presentation of asylum seekers in applied theatre projects. She 

explores the difficulty of attaining refugee status in the UK and the emphasis on the 

applicant making a good ‘show’ of their status as victim. Much applied theatre in this 

area re-examines the issues facing the refugee, and as such recreates these: “In re-

staging stories of refuge within a fictional frame that is peopled by refugees who are 

directly affected, applied theatre practitioners tread a precarious line between 

producing validation, on the one hand, and victimhood, on the other” (2008, p.217).  

It could be argued that the same principle applies in northern Irish theatre, 

where communities must seem to be in need of the intervention of applied theatre 

workers to justify the grant application, and the remedial or transformative efforts of 

the high-status outsider. This is further complicated by the structure of projects such 

as Theatre of Witness, where victimhood is not just a prerequisite, but a major theme. 

In the Jeffers article, and by analogy in northern Irish applied theatre, the participant 

is required to perform need, to seem to be lacking in authority and expertise, thereby 

valorising the authorial voice of the theatre worker who has come to cure their ills.   

Jeffers questions dramaturgical processes that foreground victimhood on the 

grounds that agency is both a core practice and a goal of the work of the applied 

theatre practitioner. She challenges the production of victimhood, in favour of using 

performance structures that allow the agency of the refugee to be seen, and a ‘self-

reflexive’ approach. This proposes placing factual information around the 

performance. In the case of the play under examination in the article (A Letter from 
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Home, a production of the In Place of War project at the University of Manchester) this 

involves an intervention that offers factual and historic information in an unmediated 

way during the play. This caused some questioning among those involved in making 

the play:  

The intervention contravened certain accepted practices in applied 

theatre, specifically assumptions about authorship. This concerns the 

unspoken rule that the boundaries between direct interventions by 

facilitators and participant-generated material should be carefully 

observed. (Jeffers, 2008, p.220). 

The facilitators of this project admitted to feeling ‘torn’ at this externally-authored 

insertion of factual material, but that the participants felt comfortable with it and felt it 

was worth having. On reflection Jeffers believes that the external intervention using 

factual and historical material disrupted the dominant discourse where the victim 

(migrant) is fleeing the villain (Africa) and is saved by the hero (Britain). Thus, the play 

serves as an example where a controlled, external authorship is justified, as it meets 

the standard set by the participants. In this way, there are echoes of how the role of 

Philip Orr in the Heel and Ankle production, Letters From the Front, was subject to the 

authority of the participants. There are similarities also in the use of the structural 

device of letters, but perhaps more importantly in the efficacy of the work in disrupting 

dominant structures in applied theatre production.   

Knowles (1999, p.80) discusses the manner in which these structural devices 

function in documentary theatre, arguing that such work needs authenticating devices. 

Knowles details four types of authentication that can be brought to bear (p.80). I 

summarise these as: 
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• facts / documents; 

• shared experience / community; 

• political commitment / shared politics; 

• biological commonality / body of the actor. 

However, compelling as this conceptual framework is, arguably there is no way of 

saying that these modes of authentication are comprehensive or definitive, and that 

other forms of authentication may serve in other contexts, as perhaps (in the northern 

Irish situation) contestation of facts might be said to be a shared idea.  

The requirement for documentary theatre to be more truthful, clearer about its 

sources, clearer about its ideologies, than mainstream fictional theatre production is 

hard-wired into the practice. The claim to truth or authenticity is the sine qua non of 

the form. Where the authored fictional work may depend for its value on its refinements 

as a piece of theatre, if not as a thing of social value, documentary forms exist primarily 

as means of using the actuality of events to drive change. This can be ideological 

change, as with Flutes, Flags and Flames, and Binlids, or change manifest as events 

in the real world that are tangible benefits of the play.  

This is the case with a number of the major documentary plays noted above: 

The Colour of Justice can be considered to have pressed the Lawrence case into the 

national consciousness and contributed to public anger at the failures of the 

Metropolitan Police; changes in the law allowed for the quashing of a previous 

acquittal, and thereafter retrials for two of the killers, Gary Dobson and David Norris. 

Dobson and Norris were finally found guilty in 2012. There can be little doubt that The 

Laramie Project contributed to the public focus on homophobic hate crime that saw 

congress draft the Matthew Shepard Act (also known as the Shepard / Byrd Act) 
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signed into law in 2009 by President Obama. These instances must be regarded as 

outliers though—making a play (however compelling) is no guarantee of change. 

Nonetheless, the intention of change must be regarded as a primary motivation behind 

the creation of this work. Paget makes this point, and sees in it the strength of 

documentary forms as opposed to the ‘well-made play’ by a professional author, 

created for the entertainment of the theatre going public: 

… the point is that documentary theatre’s art must always to be 

secondary to purpose. The art work, by contrast, will always run the 

risk of falling behind the exigencies of urgent times precisely because 

utility is not its first requirement…. But The Illegals, [the verbatim play 

under discussion] it seemed to me, added up to more than the sum of 

its parts. There was a density particular to this simple form associated 

with the wealth of substantive detail on offer. This had a potential for 

deepening engagement as much as it energized performance. (2010, 

p.181). 

This placing of art behind social purpose is exemplified by the documentary works of 

the Theatre and Peacebuilding Academy at Derry Playhouse, and by their earlier 

Theatre of Witness projects. A consideration of Jo Egan’s work on The Crack in 

Everything (discussed in some detail in the case study at 4.2.7.) shows how 

documentary creation can serve social purpose and empower participants by verbatim 

process. Egan’s script, composed entirely from interviews with participants, falls 

clearly within Category C, as a professionally authored work made with contributions 

from participants. It is singular, however, in that it does not interpose a layer of altero-

advocacy. (This concept is expressed graphically in Figures 17 and 18, below.) This 
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is a unique and important quality of verbatim techniques used in applied theatre: they 

emanate participant authority.  

 

6.3.4. Representative structures of advocacy 

As the investigation of advocacy above has shown, the extent to which a participating 

community are enabled to advocate on behalf of themselves is contingent upon their 

authority, expressed through authorship. Of key importance is their agency on the 

process, and this is continually under attack from the structures of the applied theatre 

sector, which tend to interpose the expertise of the professional as a filter on the 

participant advocacy, and inevitably this professional expertise carries within it the 

Authorial Ideology of that theatre worker.  

 The manner in which it impedes direct advocacy by the participant is be 

expressed simply in the following graphic. Given that theatre is inherently 

representative, that the central activity of performance is mimetic representation, the 

act of advocating by a participant community is doubly representative (Figure 18). 

Those works created by the professional author add a further layer of representation 

that ultimately act as a barrier to advocacy, whatever the good intentions that motivate 

them (Figure 17). 
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Figure 17: Representative structures of advocacy - Model 1 
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Figure 18: Representative structures of advocacy - Model 2 

 

In identifying the means by which theatre for advocacy can most effectively function, 

the non-mediated process shown in Model 2, above, proffers a more direct, and thus 

more authentic approach. In this, it enables the authentications described by Knowles, 

and detailed above (6.3.3) Onions (1966) gives the definition of ‘authentic’ as deriving 

from the Greek authentikós. This term it glosses as ‘principal, genuine’, from the word 

authentia—the original authority. 

Thus, the term ‘authentic’ in the sense that we use it meaning genuine, original, 

and reliable, derives from the notion of an originating authority. This authority, in the 
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Greek term authentia derives from the person active in doing: the authéntes, the doer, 

or perpetrator. This would suggest that for a work to be authentic, it must possess 

authority, that this authority derives from origination. Within the etymology of the term 

resides an argument that for a work to be authentic, it must be derived from the original 

actors, in the case of most applied theatre projects, the participants. 

 

6.4. Summary 

The research survey and the conspectus of historic works shows that there is a wide 

variety of modes of authorship in operation, and that these range from those that offer 

only tokenistic participation to those where participants and communities have real 

and pervasive control. However it is clear that a large proportion of the works, while 

claiming to act on behalf of a given community, do so only in a representative way. 

This one can characterise as altero-advocacy—those where the theatre professional 

creates a work that is intended to advocate for the community by representing their 

views. 

This process interposes a third level of representation into the layered mimetic 

artefact that is advocacy theatre: the individual participants in the process represent 

the community that they are drawn from, or constitute within the process; their views, 

opinions stories and ideas are then representatively constructed into a performance 

text by the professional; finally this is reproduced for an audience in a mimetic 

representation, as a performance. Alternatively, by exercising agency in the process, 

the participating community can directly advocate for themselves. Thus it is clear that 

in any process of making applied theatre, the agency of the participants is crucial. This 

will act as a means to ensure authenticity. Agency enables the participating community 



324 
 

to create auto-advocatory works. A lack of agency leads to acts of representation that 

can range from the inauthentic but well-intentioned, to works which are on level 8 of 

Arnstein’s Ladder, and are classified as ‘manipulation’ (Arnstein, 1969). Clearly some 

modes of authorship, those which rely on representative modes, are more inclined to 

feature at the bottom of the ladder. Those projects with greater participant agency will 

register higher up the ladder. At the top is participant control, or works which have 

been made with autonomy. 

In this context, it can be argued that representation by a third party (altero-

advocatory works), rather than by the participant (auto-advocatory) is imposing a 

distancing from the authentic experience, the original. That is not to say this work will 

be inferior, but that judged according to certain criteria, such as directness and 

authenticity, (originality in its etymological meaning) they will be inferior. If one 

assumes that the professional writer might be more proficient in shaping an 

aesthetically-satisfying theatrical experience for the spectator, it is highly possible that 

the altero-advocating work might be better at conveying a given set of feelings, and 

even a particular set of ideas and meanings. However, these ideas and meanings are 

likely to be more accurately and authentically formulated in the (aesthetically less 

satisfying) auto-advocatory work. 

One can therefore describe the important findings of this section of the research 

as twofold. In the first instance, the research survey and the survey of historic projects 

suggest an auto-advocatory form which is here called group-authorship, and the 

means by which this group authored work can be created are described by participants 

in the research survey. These techniques collectively form what I have called here 

aoristic authorship techniques, and can be broadly designated as: stories; documents; 

and devising. By sharing stories, by using found or researched or shared materials, 
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and by devising in the workshop space, participants can create performance texts that 

enable them to advocate directly without the interposition of a professional author. All 

three of these aoristic techniques have the advantage of being available to all 

participants: they do not rely on literary ability, the skill with dramatic structure or a 

desire to sit at a desk for weeks on end. They are in short, open, accessible, and direct. 

They are democratic. 

This making by mixed processes of authorship, by bricolage, is the exercise of 

authority through authorship. It is the practice of the compound concept auctoritas. 

The likely outcome of this mode of authorship is mess—it is a form that rejects the 

reassuringly resolved structures of Aristotelian form, in favour of something more 

closely resembling experience. It is also, thereby, resistant to external control. 

A further finding shows that a key enabler of participant authority is variegation 

of material. Modes of creation which are variegated offer a  more penetrable form for 

participant control. Where there are aoristic techniques of authorship at work, it is 

easier for the participant group to exert auto-advocatory power. Documentary 

processes, supported by participant activity in research and selection of material, 

enable authorship processes which are porous to professional and participant. They 

are enactive of partnership. Using narrative process (the sharing of stories), active 

processes (devising) and control of the materials (documentary processes) 

participants can retain control of the means of production, the product, and the credit 

and value(s) that attach to it. In this way they exercise auctoritas and remain in control 

of the acts of advocacy that are the primary intention of the work. 
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7. THE POLITICS OF PARTICIPATION 

The final chapter of the thesis will examine the politics inherent in making applied 

theatre with communities in the politically charged context of northern Ireland. The 

nature of participation in applied theatre, and the political implications of that 

participation, are a function of the ways in which projects and productions of the 

applied theatre sector are structured to serve communities. Theatre has unique 

qualities for enabling social discourse and thus for exploring conflict situations, and 

post-conflict complexities—applied theatre, arguably, all the more so.  

We can see from accounts of some of the theatre works documented in the 

foregoing research that these theatres have been of great value in addressing the 

aspects of the conflict for the purpose of reconciliation, and for enabling the affected 

communities to deal with their recent history. In the absence of formal mechanisms for 

resolving and transforming the legacy issues of the conflict, it is an artform that holds 

out the possibility of the ‘redress’ described by Turner. It can play a significant role in 

a society emerging from conflict, with its capacity to “portray its characteristic conflicts 

and suggest remedies for them” (Turner, 1982, p.11). Ultimately, the efficacy of the 

form—and of the specific manifestations of it in practice—can only be gauged in 

context, in its application to the specifics of the community, and within the context of 

northern Ireland in the post-conflict period.  

Turner argues for the particular aptness of the ritual of theatre as a means to 

address breaches in the social fabric, the default mode of societies in conflict, the 

‘social drama’. When considering the genesis of theatre as ritual he argues that 

restorative practices involve “…finding the apt occasion for the performance of a major 

ritual celebrating the values, common interests, and moral order of the widest 

recognized cultural and moral community, transcending the divisions of the local 
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group” (1982, p.10). He argues that we have in the modern period become better at 

using cultural forms to explore agonisms.  

This is a point highlighted by Kelleher, who maintains that theatre is particularly 

suited to the processing of conflict. He describes it as ‘political-ready’ given that the 

form is social and involves assembling a community of people (the audience) for 

consideration of a situation of conflict (the performance) about which there will be 

disagreement. “This political-ready quality of theatre includes its liveness and sociality, 

the simple fact that it happens now and that it gathers people, who may well be 

strangers to each other, around issues of disagreement but also of common concern” 

((2009, p.10, italics in original). The potentialities of theatre that enable this are 

expanded by the ability of the form to test ideas and situations in a context where the 

danger is not real—the mimetic effect enabling an exploration of possibility.  

The same ability to imaginatively explore different social and political realities 

using the forms of theatre is at the core of Lederach’s ideology. He proposes four 

different, but linked disciplines that create the conditions to facilitate profound social 

change using creative forms: 

Stated simply, the moral imagination requires the capacity to imagine 

ourselves in a web of relationships that includes our enemies; the 

ability to sustain a paradoxical curiosity that embraces complexity 

without reliance on dualistic polarity; the fundamental belief in and 

pursuit of the creative act; and the acceptance of the inherent risk of 

stepping into the mystery of the unknown that lies beyond the far too 

familiar landscape of violence (2005, p.5). 
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Lederach believes this potential is contingent upon using a combination of the 

heightened imaginative state that he calls ‘the moral imagination’, coupled with a 

readiness to respond to the emergent situation, and the welcoming of the 

serendipitous moment (p.22). Turner puts further conditions on the effective 

functioning of this socially-restorative function of theatre. ‘Redress’ carries within it an 

element of reflexive assessment, and the public address of socially problematic 

behaviour. This is very much within the range of activities that are inherent in applied 

theatre; this public redress probes the failings and conflicts in the society, presents 

solutions, and enables the community to assess its present position, to ‘take stock’ 

(Turner, 1982, p.11). Turner makes the point though that theatre is not just a 

recapitulation of reality, that it has other values that he describes as “a hypertrophy, 

an exaggeration, of jural and ritual processes” and is therefore “investigative, 

judgemental, and even punitive” as well as purely social (p.12).  

There is clearly an application of these concepts to the social drama in northern 

Ireland where the notion of redress has eluded the lawmakers; where legislation to 

deal with legacy issues, resolve historic crimes, and to redress breaches in the social 

fabric have failed to secure broad support from the communities; and where politicians 

have singularly failed to establish fora of redress. In the consideration of Turner, 

Lederach, Kelleher and others, cultural activity is available as a process for drawing 

out the meanings and structural systemics of experience, particularly experiences of 

conflict or social upheaval. Using the etymology of the word ‘performance’ Turner 

argues for it as the completion of an experience, a drawing out of its final form. This 

concept supports the notion of advocacy theatre as a form of rounding out, bringing to 

an endpoint. This is clearly something that is an intention, or at least a useful by-
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product, of forms that have featured in the study of northern Irish applied theatre, such 

as Theatre of Witness.  

Cochrane and Robinson, assessing the historiographic aspect of the form, note 

that theatre ‘represents death and suffering’ (2016, p.12). This can be taken further: in 

its representation of the evanescent moment, live theatre is formally ideal for the 

representation of the past and can therefore be regarded as especially apt for 

mediating conflict. Cochrane and Robinson note that “we cannot wipe away the tears 

but we can at least remember that they were shed and why”. On the ethics of this type 

of presentation they argue, citing Allan Megill, that good history (and by implication 

theatre on historical themes) is found in “the moment of resistance to historical wish 

fulfilment” (p.8).  

This underpins their case for an ethics of theatrical representation as much as 

an ethics of theatre history and historiography. In writing of responsibility to the past, 

they regard it as a complex ethical responsibility: “At its most profound it represents 

an ethical duty to the suffering of the dead” (p.14). This signals the particular ability of 

theatre to compress temporal distance, bringing the past into the present for our 

consideration. As such it has the potential to be a core practice in the mediation of the 

past, in a society emerging from conflict.  

 

7.1.1. Political readiness and congruence 

Clearly, while the armed actions of the conflict are for the most part a matter of history, 

the necessity for theatre-as-activism has not gone away. Jim Donaghey (2020) makes 

the point explicitly. “The current dynamics of the conflict in Northern Ireland have been 

characterized as a ‘culture war’… it is less murderous, for now, but sectarianism is 
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increasingly entrenched and reconciliation seems a distant prospect” (p.16). He notes 

that at stake is not just the sectarian conflict but the remaking of the now- (largely) 

pacified society to a neoliberal agenda, one that has, as he notes, increased economic 

and social marginalisation. 

Increasingly, the blame for this marginalisation is laid at the door of the 

marginalised. Neelands (2007) notes a bifurcation of applied theatre into twin (though 

obviously related) forms—the one concerned with redistribution and economic 

equality, and the other with identity and individual equality (p.312).  He attributes this 

to a state policy of apportioning blame for social problems differently—on the people 

who are victims rather than on the society that has deprived them. He notes in this 

connection New Labour Minister Tessa Jowell’s saw about ‘poverty of aspiration’, 

which places the blame for marginalisation on the marginalised person because of 

their lack of ‘aspiration’. This positioning of the state as a funder of ameliorative arts 

projects Munia Mirza has termed ‘the therapeutic state’ (2005). 

If, as Kelleher maintains, theatre is “political-ready”, then it will seek to 

challenge this positioning as a therapeutic instrument for government to assuage 

social ills and maintain the political status quo. In Kelleher’s term is the proposition 

that theatre is naturally disposed to make that challenge. Goldman (1914, p.1) makes 

the same point about socially engaged theatre generally: “… any mode of creative 

work, which with true perception portrays social wrongs earnestly and boldly, may be 

a greater menace to our social fabric and a more powerful inspiration than the wildest 

harangue of the soapbox orator.”  

Yet it is clear from the study of the recent history of applied theatre works that 

many of the processes of authorship in use are largely the same as they have been 
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since the emergence of the form decades ago. Indeed, in their dependence on the 

persona of a gifted individual called ‘the author’ they are built on a political structure of 

elitism, individualism, and exclusion. Barthes, in The Death of the Author (1977) traces 

this to a positivist ideology that emerges from rationalism and the Protestant 

Reformation, and argues that it is “…this positivism, the epitome and culmination of 

capitalist ideology, which has attached the greatest importance to the 'person' of the 

author” and gives us the concept of the ‘Author-God’ (pp.142-143). He shows that in 

fact a text is a collection of many ideas and voices, a poly-vocal multiform contingent 

composite that locates in the ‘reader’ or receiver of the text and not the creator: “it is 

necessary to overthrow the myth: the birth of the reader must be at the cost of the 

death of the Author” (p.148).  

A further (and, for the present study, highly significant) consequence of this 

social formation is described by McLuhan:  

The invention of printing did away with anonymity, fostering ideas of 

literary fame and the habit of considering intellectual effort as private 

property. Mechanical multiples of the same text created a public—a 

reading public. The rising consumer-oriented culture became 

concerned with labels of authenticity and protection against theft and 

piracy. The idea of copyright… was born. (1967, p.122) 

Thus, the growth of concepts of authorial exceptionalism also gave rise to the concept 

of literary ownership, the possession of the material by the author, and the right to 

claim a value (and a credit) for it. 

Applied theatre can make a claim to be different in respect of authorship. It is 

almost always co-created, and as is argued above, (1.1.2) it is not primarily created 
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as theatre. In its applicative nature and its focus on change, it must needs be 

responsive to the situations and formations to which it is applied. This implies a 

flexibility and adaptability that is a reflection of the participant community. The forms it 

has used in the past must be continually broken down and remade to suit the specifics 

of the acts of advocacy for which it is used. This act of breaking and remaking ensures 

the form is capable of applicability: “Action, whatever it may be, modifies that which is 

in the name of that which is not yet. Since it cannot be carried out without breaking up 

the old order, it is a permanent revolution. It demolishes in order to build and 

disassembles in order to reassemble” (Sartre, 1963, p.24). In facing the challenges of 

the networked society, neoliberal capitalist economics and the emergent digital 

culture, applied theatre needs to be fit for the purpose of enabling advocacy in a time 

of fractionalised communities and proliferating information.  

There is an important caveat regarding the political value of applied theatre, 

and the use of it as an instrument of advocacy in politics. Kelly, talking of the 

revolutionary tendency in community arts, and its subsequent distortion into what can 

be regarded as welfare arts, offers a sharp gird: “although it ‘did good’, it was no more 

revolutionary than the district nurse” (1984, p.97). His point is that art is not the same 

as political activity, but it is politicised, and as such it should be ‘congruent’ with the 

communitarian politics it avows. Art is not a replacement for politics; ‘congruence’ in 

this context means an ability to govern the forms and structures of community projects, 

and their authorship, so that they align with transformative politics. While Kelleher and 

others may insist that theatre is ideally placed as the artform most suited to political 

interventions, and to promoting political action, there is no general consensus that it is 

effective in generating change. Beirne, Jennings and Knight (2017, p.206) make the 

point that “this potential to challenge and change is theorised rather than 
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demonstrated.” It is a point that is made by others, including Balfour (2009), McDonnell 

(2005c) and Dani Snyder-Young (2013).  

It is safe to say that the contention that theatre can lead to social change stems 

from an idealised conception of how that theatre operates, and any potential for driving 

change in the society is surely constrained by the context in which it works. The point 

has been made by numerous writers, including Jennings, at length (2008; 2009; 2010). 

The hard facts of the matter are that, in northern Ireland at least, applied theatre 

workers generally operates within less-than-ideal conditions, ‘transformative power’ 

narratives taking place against a backdrop of shortage (and shrinkage) of subsidy. 

Reporting on their extensive study of theatre workers, Beirne, Jennings and Knight 

observe that “These artists and communities were surviving rather than prospering” 

(2017, p.217).  

On top of the difficulties of working in a post-conflict society, and with ever-

diminishing amounts of subsidy, artists also face the challenges of an increasing 

instrumentalisation of their role by the funders (Jennings et al., 2017, p.18). Moore 

makes the point that this use of arts instrumentally is explicitly embedded in ACNI aims 

and objectives (2017, p.42). This limitation has parlous implications for 

democratisation in applied theatre. Jennings (2009, p.107) considers this a 

compromising factor in the ability of the theatre worker to achieve works that create 

conditions for Freirean democratisations and conscientisations. Similarly, Snyder-

Young notes that where there is a debate between effect and affect, the former is often 

a consequence of pressures from funders and or politicians (2013, p.5).  

I would argue that in this, funders largely miss the point, where much of the 

capacity for change resides in the potential for affect, following James Thompson 

(2009). He argues that “rather than taming the political, [affect] can, in fact, become a 



334 
 

generator of its radical intent” (p.118). This power of affect is amplified in applied 

theatre where the audience is in very close proximity to the work and to the themes of 

the work, “practically touching” it. (p.133). 

 

7.1.2. Theatre of little changes 

The problem with affect is that it seldom produces the kinds of large-scale measurable 

change desired by funders (and by governments). This does not mean that it cannot 

produce change, merely that it is likely to be small change, likely to operate on the 

individual rather than in some sort of imagined collective, and not always predictable 

or measurable. Snyder-Young speaks of the ‘unintended byproducts’ and maintains 

that these have validity—that applied theatre performances are always somehow 

active and productive (2013, p.8). This echoes Kershaw’s assertion on efficacy: that 

the work of theatre is operating to some kind of effect even in barely perceptible ways. 

Kershaw writes of “the possibility that alternative and community theatre may have 

managed to mount an effective opposition to the dominant culture, and may have 

modified its values, however slightly” (1992, p. 6.) 

Given that the effects of theatre are likely to operate in this small, incremental, 

personal way, at least as much as in a measurable, socially significant, and general 

way, one can make an argument for work that does not seek to challenge large 

oppressions, that does not seek to intervene directly in large-scale social, communal, 

legislative, or governmental processes by producing large-scale effects, but aims to 

make small, significant, personal changes, predicated on affect and the individual 

response to the work of applied theatre.  
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I would argue that in northern Ireland, Boalian theatre processes, which are 

explicitly intended to be interventionist, legislative, large-scale, and dialogic, are not 

widely used (Jennings, 2009, p.106) chiefly because they are not always appropriate. 

There is no doubt that the politics of the region displays all manner of oppressions, 

and that there are myriad instances where the Theatre of the Oppressed techniques 

could be productively employed. However, it is the case that the oppressions that exist 

here are first and foremost mutual oppressions between communities that are now 

more or less equal in size, in political power, in economic status, and in rights. While 

this was not always the case, it is demonstrably true that at present the balance in 

these indices of power has never before been so equal. This being so, the use of non-

dialogic, affective, and advocatory theatre is implied: the pressing need is not for the 

oppressed to throw off the yoke of an oppressor, but for equal and opposite forces to 

come to an accommodation; this is about generating understanding rather than 

performing challenges.  

Ultimately this means enabling communities to speak for themselves. This is 

where affect comes into its own, where the capacity of theatre to tell the story of the 

other, and in a way that results in identification, in empathy, and in comprehension, 

make it an indispensable creative form. 

 

7.1.3. Politics of participation 

In assessing the lessons from a life in community arts, Kelly draws a simple set of 

conclusions: “We had worked with three ideas at the heart of our work: the dangers of 

radical monopoly, the liberating power of accepting collective authorship, and the need 
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to find ways of establishing cultural democracy” (2017, p.227). The current study, 

focused as it is on authorship, identifies a number of useful implications from this. 

Firstly, the radical monopoly that presents a danger in the context of advocacy 

theatre is that of the professional author. Secondly, collective authorship, in creating 

performance texts, but also more broadly as an exercise of authority, is critically 

important. Thirdly, cultural democracy (and not the democratisation of culture) can only 

be achieved when the community participant is in control, as per Bishop’s point on the 

ultimate conclusion to be drawn from Arnstein (see above, section 6.2.2.). 

The collective authority expressed in community is more than just a bonus: this 

connection is what validates the work. Thus, the work of theatre authored by those 

who are of the community has a function that is fundamentally different to a work made 

by a professional writer, or theatre worker acting on behalf of a community in an act of 

altero-advocacy, because of the significance of this context of authorship. Kershaw, 

(1992, p.5) argues that theatre with communities works with meanings shared 

between maker and audience This suggests a literal ‘common sense’ between the 

audience and the writer, a shared sense of what is the meaning and purpose of the 

work. This presents a powerful and compelling image of the ways in which theatre for 

advocacy might work to generate change. At the base of it lies the concept of 

Kershaw’s common sense, coupled with Kelly’s insistence on collective creation. 

To these conditions one must add a consideration of the politics of community 

inherent in modes of theatrical creation. Beirne et al. (2017, p.207) define community 

arts as speaking to the self, constituted in community: “The role of the arts practitioner 

is to help members of the public devise and present their own art in ways that speak 

effectively to local issues or address pressing neighbourhood concerns.” Paul Moore 
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(2017, p.43) notes a key distinction between intercommunal and intra-communal 

works: “Bonding within one’s identified community, and bridging between 

communities, constitute the two fundamental types of activity through which artists, 

community members, and arts councils can increase social capital”. This emphasis 

clearly distinguishes two distinct strands of activity, theatre made by communities that 

addresses the community, and theatre made by communities that addresses the 

society. I consider this the critical difference between community theatre and advocacy 

theatre. The former, as per the definitions above, is addressing its own constituency, 

and addressing the concerns of that community. The latter is predicated on speaking 

to an audience beyond the community. In this it aligns with Sandra Jeppesen’s 

typology of non-mainstream (or alternative) community productions.  

Jeppesen (2016, p.56) specifies four categories of alternative media production 

that are useful as analogues for the types of production common in the applied theatre 

field. These are: 

• DIY Media and Culture 

• Community and Citizen Media 

• Critical Media 

• Autonomous and Radical Media 

While the work of northern Irish applied theatre with communities that has been 

examined in the previous chapters might initially seem to occupy the second category 

of community production, there is enough to suggest that as theatre for advocacy is 

predicated on generating change, and applying theatre to advocate for the community 

beyond the community, it constitutes activism and as such has more in common with 

the fourth category. The key is in Jeppesen’s definitions of each category. Community 

media, in her classification is conducted within the community and operates to drive 
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change “...at a local level” (p.68). Autonomous forms are, however, “…rooted in social 

movements, supporting and reporting on a range of related anti-authoritarian 

movements from the local to the global”. Thus while there is a (perfectly valid) form 

that is applied theatre with communities that is community theatre made with the 

professional theatre sector with an applicative  intention, this is not the same as applied 

theatre for advocacy. This form, advocacy theatre with a social activist aspect, is more 

correctly autonomous media.  

 Thus, we can define this type of applied theatre as distinct from community 

theatre in its politics, and its purpose. It is applied theatre with an activist intent. It has 

a clearly instrumental ethic, and its politics are focused on equality of status and 

authority, and the practical nature of its mission. In its organisation it prioritises 

autonomy, and self-organisation.  

Kershaw specifies two intentions for alternative theatre: changing the 

community and the culture (1992, p.6) and again this suggests that a different politics 

operates when the intended audience is outside the community. One can clearly see 

that in applied theatre forms where the audience is not of the community, where the 

aim is to foster understanding of the other, the politics at work changes. This is the 

case with northern Irish theatre for community advocacy. 

 

7.1.4. Theatre and politics in northern Ireland 

Hughes describes theatre (using northern Ireland as her signal example) as site of 

contestation of state control (2011, p.68). She examines how the British army in NI 

used techniques of performance, mimetic processes, to control public awareness 

during the conflict and to maintain the fiction of a liberal democracy in the social 
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sphere. This was achieved through the enactment of several types of scene, and 

setting within, behind or under them an ‘ob-scene’ a partially hidden reality that was a 

double of the real scene, or doubling of the terrorist activity, or indeed doubling of the 

doubling. Within this, she contends, exists the possibility of a challenge to the 

dominant power. Nonetheless this disruptive impulse must operate within a very 

controlled space. The primary lever of control is funding, and Maguire describes this 

as tool for confecting consent, by ‘manufactured political consensus’ (2006, p.169).  

Jennings et al. see this control as extending to the ways in which funding is 

used. A turning point is identified in the UK City of Culture programme in Derry in 2013. 

This event marked a turn toward commodification of community engagement with arts 

“…away from centrally funded social development and peace-building programmes 

and towards corporate ‘re-branding’, tourism promotion and public relations 

approaches” (2017, p.15-17). Elsewhere he observes that “Much of the recent cultural 

development activity in Northern Ireland has been characterised by its harshest critics 

as a superficial state-funded PR exercise for the ‘peace industry’” (2012, p.162). 

 The predominance of top-down project design in northern Irish applied theatre 

compromises the democratization of participatory theatre in northern Ireland. It makes 

the instance of projects such as the SPACE project, described above at 4.2.4. more 

likely, and limits the capacity of the theatre works made with communities to drive real 

change. However, the processes defined by Jeppesen, and discussed in previous 

chapters, where the auto-advocatory authorship of community participants displaces 

the professional author and abrogates unto itself the authority in the project offers the 

possibility of direct democratic control and a reassignment of authority. This potential 

for a Freirean democratization offers within it the capacity for communities to exploit 

the ‘political-ready’ aspects of theatre as a form, which Kelleher has pointed out. 
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However, I would argue, following Jennings, Beirne, Knight and others, that the 

agency of the participant is vital in this. Alongside the imposition of narratives from 

funders, proxy-authoring processes enabled by the theatre professional (and often the 

professional theatre company) will tend to promote the confected community cohesion 

favoured by the funder (who in this case is also wage-payer) and will compromise the 

democratic processes that applied theatre projects seek to promote. The use of 

representative forms deprive the participant of agency and result in works which satisfy 

governmental agendas, and do nothing whatever to enable advocacy by northern Irish 

communities, facilitate political rapprochement, or address the legacy issues of 

conflict.  

Jennings makes the case for “a moral and practical imperative to challenge 

sectarian separatism and encourage transformational dialogue” while insisting that 

this cannot come about through imposed narratives of resolution (2009, p.104).  I 

would align with this view, and argue that only through facilitating the authority of 

individual communities to advocate on their own behalf and allowing them to make the 

challenge within their own community, can this sectarian separatism be effectively 

attenuated. 
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8. CONCLUSIONS 

In the latter years of the conflict, and more particularly as the process of healing and 

transforming northern Irish society follow on from the (comparative) peace engineered 

by politicians, the work of practitioners of applied theatre has developed in relation to 

the needs of the society of which it is part.   

While the conflict was ongoing, theatre offered people an opportunity to advocate 

for their communities and their rights, and to connect with others from other 

communities, with their own demands for rights. This work provided opportunities for 

participants from the two traditional communities to cross the boundaries dividing them 

and engage with one another. The work was essentially dialogic and interactive. As 

with applied theatre generally, the objective was the process itself, and the realisation 

of the process was the product. In Lederach’s terms, this theatre has allowed for the 

individual to imagine themselves in the place of their enemies.   

As the ceasefire and agreements of the late 1990s brought an end to the armed 

activities of most of the combatants in the civil conflict in northern Ireland, and a relative 

peace was established, a hardening of community positions could be discerned from 

the results of elections: the more moderate Unionist and Nationalist parties lost 

ground, and lost seats, to the more hard-line parties. Within communities there was a 

perceived need to advocate for one’s own community, and to ‘win the peace’. 

Simultaneously, the imperatives that had driven the cross-community projects were to 

some extent removed, the violence having almost completely ceased. The election of 

the New Labour government in Westminster in 1997, along with the establishment of 

the regional administration at Stormont in 1998, engendered a new set of principles 

and a new policy approach, founded on the belief that arts could be socially 

transformative, and could be used instrumentally to normalise and pacify northern Irish 
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society. These principles were enshrined in the new dispensation created through the 

Belfast / Good Friday Agreement, and legislation such as the Northern Ireland Act. 

This ensured that the funding priorities of the arms-length bodies, such as the ACNI, 

and of government-funded agencies such as the CRC, were directed toward 

supporting arts for reconciliation.  

 

8.1. Applied theatre for communities 

The resulting orientation of arts production towards work with communities saw many 

of the leading theatre companies develop applied theatre projects as a strand of their 

output. These were works that aimed for a broader view of the conflict, and that 

proposed a commonality of core values that can be shared, irrespective of community. 

As such they were often still focused on bringing the traditional communities together, 

but increasingly sought to develop work with other communities, such as people with 

health conditions, the LGBTQ+ community, women, migrants, and others. As these 

single-community projects started to become more common generally, there was a 

growth in single-identity projects with specific communities dealing with conflict issues, 

and new works that dealt with conflict legacy issues. These productions were applied 

theatre with the specific aim of community advocacy. 

The early 2000s saw a number  of significant works that came from within the 

Nationalist community, and from practitioners often aligned with the Republican 

movement. The works created by DubbelJoint and JustUs, and the subsidy with which 

they were supported, and which was in one case later removed, generated a good 

deal of controversy. They did also provide a renewed confidence within the 

community, and launched the careers of several successful writers, such as Lawrence 



343 
 

McKeown, Brenda Murphy, and Danny Morrison. These works often had distinctive 

authorship processes, where research into recent history was coupled with open, 

collaborative scripting processes that resulted in works whose authorship was shared 

between those involved, and acknowledged to be ‘of the community’.  

At the same time, a number of practitioners were working with the model developed 

by Ann Jellicoe and the Colway Trust, including Gerri Moriarty, Paddy McCoey, Jo 

Egan, Kate Muldoon, and Martin Lynch. These theatre makers worked with 

communities, in Belfast for the most part, to create important community plays that 

worked with both single identity groups, and across the sectarian divides with mixed 

groups. The plays produced were often seminally important to the communities that 

took part in them. Groups such as Ballybeen Community Theatre group, Dock Ward 

in central Belfast, Shankill Community Theatre, Stone Chair from the Short Strand in 

the inner east of Belfast, Tongue ‘n Cheek community theatre group in Ardoyne, and 

Lettuce Hill from the Lower Falls, created plays such as The Stone Chair (1989), 

Conor’s Story (1992), Moths (1992), and The Mourning Ring (1995) individually, and 

collaborated on The Wedding Community Play (1999). The plays were not just 

successful as forms of advocacy for those communities; they were critically lauded, 

and popular with audiences, and served to position community theatre as a respected 

form in the cultural landscape of northern Ireland in the 1990s and early 2000s. The 

work was often devised and depended in many cases on interviews with those within 

the community. As with the Jellicoe process, however, the scripting of the work was 

generally left to professional playwrights, such as Marie Jones, Ken Bourke, and 

Martin Lynch who collated the materials generated by the community members and 

shaped them into a play. 
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The peace processes and agreements, in bringing a relative normality to northern 

Irish society, also opened it up to the movement of peoples that by the late twentieth 

century had been normal in all European societies. The growth of a community of 

migrant workers from countries within the Schengen free travel zone, and then from 

countries beyond, changed the demographics of northern Irish society in a perceptible 

way. This diversification of the population, coupled with an ongoing public discourse 

about immigration, and incendiary rhetoric from public figures and the press, led to a 

rise in racist attacks and hate crimes. In response the theatre community engaged in 

an increased praxis with communities of migrants and asylum seekers.  

The particular features of these communities, and the fact that their experiences 

were not such as could be readily reproduced from within the experience of most 

northern Irish writers and theatre professionals. This called for a new approach to 

authorship, and practitioners such as John McCann developed more open and 

equitable methods, using games, drama exercises, group consultations, and shared 

scripting, to allow the works to take shape. By the mid-2010s, works such as One Love 

produced by ACSONI, and Stand Up by Um Mundo stood as examples of work made 

by now-settled communities expressing their authority in their own experiences, and 

confidence in their abilities as theatre makers.  

In the post-conflict period, there has been a perceived need for art, and 

particularly theatre, to operate as a means to address historic wrongs, to witness the 

past, and to act as a medium for negotiating memories of the conflict. The Derry 

Playhouse has been at the forefront of producing this work. From 2009 until 2014 the 

Playhouse team worked with American director Teya Sepinuck to produce several 

productions through the Theatre of Witness programme, These plays used the 

testimony of those affected by the conflict, including security personnel, victims of 
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violence, and former combatants, to create works that were based on the sharing of 

memories. The works were scripted by Sepinuck using the stories that had been 

shared in the Theatre of Witness workshops, and then performed by the participants. 

As ‘real stories told by real people’ the plays made a particular claim to authenticity. 

However, that claim has been contested by academics and commentators, who have 

noted the performativity of any theatre work, irrespective of who the performers are, 

and the disingenuity of claims to unmediated truth. Concerns have also been voiced 

about the extent to which these plays have acted as a vicarious entertainment. In 2014 

further productions using the form were staged, but where the participants were calling 

for justice, rather than seeking healing. These later productions were of a more directly 

agitational nature than the early Theatre of Witness plays. The Derry Playhouse 

continues to run Theatre of Witness projects, albeit that these often involve 

participants talking to groups about their experiences rather than the staging of 

productions. This work is in a state of evolution, where the connection between the 

professional writer or director, and the victims of the conflict offers the possibility of 

mediating the traumas resulting from the conflict. 

Also dealing with the legacy of the conflict, though with a specific focus on 

community advocacy in a time of peace, is the work of a number of companies and 

individuals from the PUL community, including Heel and Ankle Community Theatre 

Company, Etcetera Theatre Company, Blue Eagle Productions, and  practitioners 

such as Dan Gordon and Jonathan Burgess. This work is in many ways analogous to 

the work that was produced in single-identity projects from within the CNR community. 

The plays seek to advocate for the PUL community by educating, informing, 

combatting prejudice, and celebrating the PUL culture. The work has met with 

considerable success, and serves an important role, not just in promoting enlightened 
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images of Unionist / Loyalist culture, but in enabling self-reflection within the 

community. Some of these works have been written by a single author, some have 

been devised, and others, such as Crimea Square have been written by several 

authors working with community history and in an open and collaborative way. 

 

 

8.2. Authorship 

While there has been a general agreement about the validity and importance of the 

work of communities and the professional sector of northern Ireland in making applied 

theatre that serves as advocacy, there has been an array of authorship modes and 

techniques in use. These have ranged from those that are inclusive, democratic, and 

engaging entire groups, to those where a single author has written on behalf of the 

community. These processes can be said to include those from the very lowest rung 

of Sherry Arnstein’s Ladder of Citizen Participation (1969), ‘Manipulation’, to the very 

highest rung, ‘Citizen Control’.  

The research has shown that three features can be identified with certainty 

regarding these modes of authorship: firstly, that participants contribute to the creation 

of performance texts in the majority of cases, whether through sharing narrative, 

devising, creating written text, or contributing ideas; secondly, that the single most 

common form for a performance text is one written by a professional author; and 

finally, that texts wholly authored by the participants are very much in a minority. 

These findings, then, provoke an examination of the concepts of authorship and lead 

to a number of conclusions. An investigation of the terminologies leads to a definition 
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of applied theatre that is predicated on two interlinked ideas: that these theatres are 

defined by their applicatory processes; and that they seek to effect change. 

If one considers that it is the appliedness that defines the practice, then of 

critical importance is how the practitioner applies the theatre: in other words what do 

they believe this theatre is for? However, this masks a second consideration: when is 

that decision made and by whom? This determines the way the theatre is made, the 

choices about who writes.  If the decisions are made in advance, by producers, 

managers, funders, and theatre workers, then the modes of authorship will be 

predetermined, and will come weighted with the ideology and intentionality of those 

parties. Often the process of representation, or altero-advocacy, will have commenced 

before the participants have been recruited. This leads to the further finding in relation 

to third-party representation: that it acts as a barrier to authentic advocacy, that is, 

advocacy that emanates from the original source, the participant. When a professional 

writer acts as a filter for the ideas of the participating group, the process is not 

expressive of participant control. It offers at best a mimetic presentation on behalf of 

the participant group by the author. It is therefore less democratic. 

However, these structures have been shown through the research to be 

superable. This finding demonstrates that even with modes of authorship 

characterised by altero-advocacy, the participant group or community can make their 

voice heard, and can advocate on behalf of their own views. This is, however, a 

potentially damaging development. In Shankill Community Theatre, this insistence by 

participants on having their views heeded led to the collapse of the company. In The 

Wedding Community Play, the communities intervening to exert control on the 

authorship of the play was ultimately something positive. However, it is not an example 

of a process that was optimal. While the disputes, though unfortunate, were ultimately 
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productive, yet productive though the disputes were, they were nonetheless 

unfortunate. 

The research has revealed a number of strategies that can be employed by the 

applied theatre practitioner, and by communities seeking to create works, that open 

the authorship process up and allow for works to be created that advocate for the 

ideologies, values and experiences of those involved.  

Of central importance is the primacy of the community members as authorities, 

exercising auctoritas: that is, authority over the process expressed through authorship. 

This authority can be made available to all participants, including those who are not 

especially literate, or particularly interested in writing, per se, by the employment of 

materials in the service of this authority. The control of authoring those aspects of a 

theatre production that are not specifically located in the text, such as set, lighting, 

sound, costume and production design contributions, movement, spatial design, and 

the configuration of the audience-performer relationships, all allow for the sharing of 

authorship of the performance. Further, this conception of authorship as the creation 

of the thick experience of performance as opposed to just a performance text, allows 

for a further context for participant authorship: control of the material of authorship, 

including the use of documentary material, devised material, historical records, 

interviews, and all and any other elements that can be brought into service for the 

creations of the work. 

 

8.3. Agency and advocacy 

While this research project has been chiefly focused on the experience of the 

participant, and on the acts of advocacy of participant communities, it is self-evidently 
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written from the perspective of the theatre maker. My personal and professional 

background dictates that, while my objective concern is with the ethics and politics of 

a praxis that serves participants, my subjective orientation is concerned with how that 

praxis can be made available to the theatre worker, in the room with a group of 

participants, attempting to make ethical, effective and aesthetically satisfying work.  

This is what has motivated this project, and what I hope to achieve from it: a 

set of robust concepts around making work for advocacy with communities in a post-

conflict situation; a set of concepts that genuinely serves the participants and that are 

contingent and fluid enough to be responsive to the situation, whatever that is and 

whatever the participant community. If advocacy is the primary focus of the forms of 

applied theatre examined here, then this focus is the predicator of praxis, and 

determines what this applied theatre will be. In representing a community, the right to 

a free, open, genuinely participatory and non-hierarchical process is requisite.  

Advocacy is both an act that can be (and often is, legally) the act of one person 

speaking on behalf of another. But in its original sense, and in the present context it 

can also be an act of ‘calling for’ conducted on behalf of the self. This location of 

‘advocacy’ as something that is a calling for, conducted by self to others, foregrounds 

the ‘calling’ at the expense of the person who makes the call. The act becomes 

constitutive, the call becomes the central meaning of the form. It is a mimetic act which 

interposes, to a greater or lesser extent, a semiotic interval, a space created in 

performance between the call and the issue (and community) that is the subject of the 

piece. The key determining circumstance of this advocacy is therefore the mode of 

authorship in use, and whether this is realised by an individual acting on behalf of the 

participants, or by the participant community itself.  
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The question therefore devolves into a consideration of agency, and whether 

this is ideologically, politically, or aesthetically compromised by the decisions that are 

made to facilitate the externals. Funders and their agendas, the amounts of money 

available, producing bodies’ values, and the ethics and politics of the theatre worker 

mean that these compromises, inevitable and perhaps even necessary, create the risk 

that the project become pragmatic at best, exploitative and tokenistic at worst. Indeed 

this tension can be said to be of a piece with the form—everything is made to conform 

to certain limits.  

Conform too much though and while the work will still be applied theatre, it will 

cease to be advocacy theatre, in any meaningful sense. This performative calling is 

not an act of advocacy. Therefore for a project to be defined as ‘advocacy theatre’ it 

must foreground the act of calling, and this call must be delivered in an authentic, (that 

is, originating) voice. Authentically-compromised theatre—tokenistic applied theatre—

applied though it is, makes no honest claim to be advocacy. It falls short of the criteria 

by which it could be defined as ‘advocacy theatre’. 

As a means of abstracting these concepts into a usable formulation, I have used 

the term ‘aoristic authorship’, that is, a mode of authorship that has no fixed 

boundaries, and no centre except the community. It excludes nothing and supports 

the intervention of all members of the community in collective acts of creation. It is 

flexible, contingent, disordered, reflexive, recursive and open, and it embraces the 

notion of a messy creative process leading to an artistic ordering of material 

determined by that material. It seeks to find the internal form that the theatre piece 

calls for, what Anton Ehrenzweig calls  ‘hidden order’ (2000). It is a theatrical process 

that uses the network of the group or community as networks in systems theory 

(Diamond, 2007). It expresses this as autopoiesis (ibid.). 
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This is a form that is amorphous by its nature. As has no outer boundary, it can 

be made from any material. If a community decides that it wishes to create a 

performance text from the litter to be found on a particular stretch of street, or from the 

proceedings of a land tribunal in the last century, or both, then this is possible. The 

use of multiple forms and multiple materials, expressive of a multiplicity of voices, is 

central to the approach, enabling as they do a plurality of views, and inhibiting as they 

do any imposition of (single or proxy) authorial control. In this plurality, all participants 

can contribute, irrespective of expertise in theatre: they contribute expertise in the 

material.  

This open form acknowledges the conditions of a post-conflict society, that truth 

is subjective and that each community has its own reading of the past; that these are 

contentious and ultimately reactive and responsive; that as such, acts of advocacy on 

behalf of communities can only offer a partial view of the experience of conflict; and 

that this partial view aims only to identify that which expresses communitas rather than 

some greater truth. 

 

8.4. Politics of participation 

The politics that have been considered here as apt to the processes are not the 

moribund tokenistic forms of representative democracy. Badiou notes the falsity of this 

partial democracy and condemns it in direct terms as “the political sham of the vote” 

noting that Rousseau “considered English parliamentary government to be a sham”. 

He contends that the concept of the will of the people exercised through elective 

democracy is a device for maintaining the state and the power structures it supports 

(2016, p.24).  
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Instead, the politics proposed here are what Murray Bookchin calls “living 

politics” which he relates to the polis of Athenian democracy, and the practice of 

making decisions in assemblies (2006, p.22). The politics in operation in an applied 

theatre project that functions at rung 8 of Arnstein’s ladder (1969) is necessarily of this 

form. To create theatre in this ideal form, the community must have agency as authors. 

This process answers the challenges of the form in the three key areas: in ideology, 

as it is more democratic; in pragmatics as It will serve its intended purpose of 

advocacy; and in aesthetics, as authentic and truthful performance is desirable over 

performative or tokenistic theatre. 

Since a fundamental purpose of applied theatre for advocacy is to challenge 

(and change) the dominant culture, it is self-evident that the form must be made by the 

subaltern. This is not because the professional author is not committed to the same 

ends; they may well be. Their personal Authorial Ideology may be opposed to the 

dominant ideologies of society. However, their authority sits in opposition to the 

auctoritas of the participant. It interposes a layer of mimesis, of the author speaking 

for the participant, which is effectively a filter.  

One can therefore formulate how modes of authorship are formal enactments 

of specific political values. A liberal democratic version of representative authorship, 

enacting altero-advocacy, is equivalent to the Jellicoe model where an individual 

stands in for the collective. A social democratic version of representative authorship, 

enacting altero-advocacy, is in this sense an equivalent to the Lynch process, where 

the individual with socialist values stands in for the collective. The direct democratic 

version of authorship, where the participant enacts auto-advocacy thus constitutes the 

most democratic form, and aligns with participatory democracy as a political model, 

and with anarcho-syndicalism as a principle. 
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Where this model is not necessarily preferable, or more productive, is in the 

area of pragmatics. In practical terms these processes are likely to be less applicable 

in certain contexts, as they will be less subject to external ordering. This however is 

not the point: the projects are made for the purpose of change, not for the purpose of 

making projects. The process of opening up authorship has the capacity to result in 

projects that last longer, cost more, require greater effort, and greater commitment 

those involved. 

In a four- or six-week project such as are common in the sector, this will be 

difficult. If you open up authorship, or enable it, so that it is an open sourcing, flexible, 

participant-led communal and  aoristic process, it won’t be as easy to initiate, deliver 

and wind up as a representative project. However if one is most concerned with 

making theatre in the way that is easiest, then one is unlikely to have an interest in 

making advocacy theatre. True advocacy projects, those which are aoristic and where 

participants are the authors in every sense may be messy, time consuming, expensive 

if funded, but they will also be  more open, more inclusive, more democratic, and more 

likely to make theatre that meets the objectives set out when it was decided that 

theatre should be applied.  

 It might also make better theatre, aesthetically, ideologically, and affectively, 

though it is not the business of the researcher to quantify this. Whether or not this 

happens, it will at least result in work that is democratic, authentic, and honest. 

 

8.5. Summary findings 

The methodologies used here aim only to reveal the works that have taken place, the 

modes of their creation and the politics inherent in the relationships between 
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participant, theatre worker, funding bodies, and social structures. There are several 

areas where further work remains to be done.  

Much worthwhile study might yet be undertaken in analysing the ways in which 

the processes of advocacy in applied theatre operate affectively; how the nexus of 

related aesthetic relationships to the work, empathy, sympathy and identification 

operates; and how this positions the spectator in works that explicitly seek to advocate. 

As noted above, the role of the audience has been left to one side in this study, for 

want of the space to do it justice, and offers an avenue for further research. 

The current project has sought to uncover original knowledge in two separate 

areas: firstly, by documenting the currents of applied theatre in the period and creating 

a narrative study that describes how these are sited historiographically as the 

processes of peace unfolded across the twenty years following the Belfast / Good 

Friday Agreement; in the second instance, it uncovers new insights into the modes of 

authorship that have been used in northern Irish applied theatre, concerning how 

different modes of authorship can enable or inhibit advocacy. In this, the relationship 

of the participant, or participating community, to the material used in the process of 

advocacy is central.  

I would propose, finally, that in providing an anarchist critique of the modes of 

authorship, in the context of the economic, social, and cultural changes that have 

taken place during the period in the production, proliferation, and dissemination of 

information,  the research has covered new ground. In this area, too, I believe further 

work may be done, relating to the implementation in practice of the ideas outlined (only 

briefly) here. 



355 
 

Rolston and Hackett make the important point that “At the individual level 

trauma and fear may lead to silence rather than speech, while at the social level there 

may not be spaces in which stories can be told and listened to sympathetically.” (2009, 

p.356). The work of the applied theatre practitioner in the post-conflict period seeks to 

create the spaces where those stories can be told, not as an absolute and monolithic 

entity, but as a process, where spectating is as significant as advocating. In the 

absence of other modes of reconciliation, forums for addressing the experience of 

conflict, the work of theatre makers, and of other artists working in conflict 

transformation, has assumed a particular importance. Motivated by a commitment to 

the participant, respectful of their authority in their own life experiences, they are 

prepared to work in ways that use art instrumentally for the purpose of generating 

change. These theatre workers treat authorship as an open and flexible form of 

authority that everyone possesses, that can be shared, traded, and exchanged, and 

that enables the community to engage in a dialogue with itself. In Yeats’ words,  

“We make out of the quarrel with others, rhetoric, but of the quarrel with 

ourselves, poetry” (1990, p.40). 
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APPENDIX 1 

Table of methodologies 

 

The following table shows how the methodologies selected for the research meet the 

needs of ensuring rigour while addressing the needs of the research project. It is 

structured according to the research design components proposed by Flick, 2008, 

p.49-53. 

 

Figure 19: Research design 

Research 

design 

component 

Application to the 

research questions 

Research 

specifics 

 Methods 

chosen 

Sampling What? Theatre projects Those projects that are  

• in the time frame 

• have sufficient 

information 

• are relevant 

Archival 

research; 

history; 

surveys 

  participants For in-depth investigation of 

projects  

Surveys; 

interviews 

  theatre workers For in-depth investigation of 

projects 

Surveys; 

interviews 

  managers 

(funders/ 

producers / arts 

officers) 

Only as a triangulator to 

ensure all views are sought 

interviews 

 How many? projects   Initially as many as possible; 

then removing those with 

insufficient information to be 

useable; then removing 

those not directly relevant. 

Target of 100 

 

  participants Ensuring a mix of male / 

female; Protestant / Catholic; 

a mix of projects; a spread 

across time frame 
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Target of 25 surveys and 

3-4 interviews 

  Theatre workers Ensuring a mix of male / 

female; Protestant / Catholic; 

a mix of projects; a spread 

across time frame 

Target of 10 surveys and 

3-4 interviews 

 

  managers 

(funders/ 

producers / arts 

officers) 

As a triangulator only one or 

two is needed 

 

Intended 

comparison 

With each other  Projects compared 

with each other 

Projects with same or similar 

types of themes; projects 

with same or similar types of 

authorship 

 

 With others Types of northern 

Irish applied 

theatre projects 

compared with 

other types of 

northern Irish 

applied theatre 

Projects with the same / 

similar types of themes but 

different types of authorship; 

projects with the same 

similar types of authorship 

but different types of theme. 

 

  northern Irish 

applied theatre 

compared with 

other types of 

northern Irish 

theatre 

northern Irish applied theatre 

projects with same or similar 

types of theme compared to 

northern Irish theatre 

projects of same or similar 

themes. 

 

  northern Irish 

applied theatre 

compared with 

other types of 

community arts 

northern Irish applied theatre 

projects compared with 

community projects with 

similar themes, agendas, or 

communities.  

 

Intended 

generalization   

Internal  within types of 

northern Irish 

applied theatre 

Types of authorship  

   within northern 

Irish applied 

theatre 

Types of theme / agenda / 

advocacy 

 

  within AT generally Types of structure / 

relationship 

 

 external  Advocacy in northern Irish 

applied theatre as relevant 
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to advocacy in northern Irish 

community politics 

Quality issues Standardisation Surveys  Single survey 

with set 

questions 

only for all 

respondents 

  interviews  Semi-

structured 

interview with 

standardised 

questions 

which the 

interviewee 

can depart 

from 

  Archival research  Standardised 

search terms 

across all 

types of 

archive 

 Validity Ensuring the right 

projects are 

chosen 

Exclusion of data: Outside time 

frame; 

projects for 

personal or 

therapeutic 

ends; not on 

advocacy 

themes;  

   Inclusion of data for 

comparative purposes: (see 

above) 

Some data on 

projects that 

are: not 

applied 

theatre; not 

with 

communities  

 Reliability Ensuring personal 

reminiscences are 

accurate 

 Cross 

checking and 

triangulation 

 objectivity All respondents 

will have 

subjective views 

Check these against other 

sources 

Minimum of 

two sources 

for every 

project 
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examined in 

detail 

Audiences 

and writing 

PhD examiners   Ensure rigour, 

accuracy of 

data 

 The post-PhD 

audience 

  Ensure 

readability 

Triangulation  Surveys Triangulate with: Funders 

reports; 

interviews; 

academic 

readings 

  Interviews Triangulate with: Academic 

readings; 

archival 

research 

  Archival research Triangulate with: Interviews; 

academic 

readings 

  Academic readings Triangulate with: Opposing 

academic 

readings; 

participant 

accounts in 

interviews 

and surveys 

Limiting the 

focus 

Time frame 1998-2018  Research 

from 1 Jan 

1998 to 31 

Dec 2018 

 Authorship  Modes and 

techniques  

 Consider all 

contributions 

to creation 

including 

production 

design; script 

devising, 

collating and 

research; use 

of theatre 

technologies 

in 

performance 
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 Advocacy  Post-conflict 

northern Ireland: 

works advocating 

for PUL 

communities; CNR 

communities; new 

communities 

Exclude works on: Health; well-

being; gender 

and sexuality; 

young 

people’s 

theatre; 

children’s 

theatre 

 Applied theatre AT for advocacy  Exclude 

projects that 

do not feature 

a sharing 

(and are 

therefore not 

advocating) 
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APPENDIX 2 

Research survey: Applied Drama in NI 

 [PERSONAL CONTACT DETAILS REDACTED] 

 
#1 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TTuueessddaayy,, JJaannuuaarryy 0088,, 22001199 77::3388::2299 PPM 
LLaasstt Mooddiiffiieedd:: TTuueessddaayy,, JJaannuuaarryy 0088,, 22001199 77::4400::3377 PPM 
TTiimee SSppeenntt:: 0000::0022::0088 
IIPP Addddrreessss:: 114433..115599..2222..119911 

Q1 What was the name of the project you took part in? 
The Music Box 

Q2 What was the name of the community or participating group that was involved in the 
project? 
School choirs, ensemble and youth element 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
PC Productions Ltd 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
The Music Box - 4 shows at the Belfast Waterfront 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Theatrical xmas concert, variety show format 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other (please 
specify): 
None. All box office generated 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and what was their role? 
Professional producers only 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
No 

Q9 Were project participants given control of any of the 
following areas? 
Other (please 
specify): 
No 

Q10 In order to enable further research we hope to 
contact a number of survey respondents. If you are 
happy to receive further contact from us, please 
complete the following section with your name and 
preferred contact details. 
Respondent skipped this question 
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#2 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, JJaannuuaarryy 1100,, 22001199 1122::1177::3333 PPM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, JJaannuuaarryy 1100,, 22001199 1122::2211::5533 PPM 
TTiimee SSppeenntt:: 0000::0044::2200 
IIPP Addddrreessss:: 8822..66..221122..3355 

Q1 What was the name of the project you took part in? 
Streetwise Community Circus Summer Showcase 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Streetwise Community Circus 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Stephen Beggs - Director 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes - 'Starship Streetwise' - Belvoir Studio, Belfast 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
A live performance combining theatre and circus 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Other charity or charitable 
trust 
Other (please 
specify): 
Baring Foundation & Spirit of 2012 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Yes - I was the Director and also devised the overall story outline 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes, through workshops they were involved in devising characters, storylines and circus acts 

Q9 Were project participants given control of any of the 
following areas? 
Background research for the text or 
script 
Devising scenes, 
Creating characters, 
Creating movement sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Stephen Beggs - s.beggs2@ntlworld.com 
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#3 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: SSuunnddaayy,, JJaannuuaarryy 2200,, 22001199 22::1100::3399 PPM 
LLaasstt Mooddiiffiieedd:: SSuunnddaayy,, JJaannuuaarryy 2200,, 22001199 22::2222::1177 PPM 
TTiimee SSppeenntt:: 0000::1111::3388 
IIPP Addddrreessss:: 8866..113366..111177..55 

Q1 What was the name of the project you took part in? 
1932 - the People Of Gallagher Street 

Q2 What was the name of the community or participating group that was involved in the 
project? 
No name the project auditioned individuals from different communities accross Belfast. Some involved in groups, 
some not. 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Green Shoot 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
1932, The people Of Gallagher Street 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Professional/Community Co Production. Play with musical elements. 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Other charity or charitable 
trust 
Other (please 
specify): 
Heritage Lottery Fund; Ulster Garden Villages 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Yes: Martin Lynch, Gary Mitchell (scriptwriters of play) Maggie Cronin Director of community cast and scriptwriter 
of an earlier 
“feeder project. 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
As actors, they would have an input in shaping and rounding characterisation, Scripting was primarily in the 
control of the main 
playwrights Martin Lynch and Gray Mitchell 

Q9 Were project participants given control of any of the 
following areas? 
Creating characters 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Maggie Cronin mggcronin@gmail.com 
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#4 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, JJaannuuaarryy 2244,, 22001199 99::2211::3311 AAM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, JJaannuuaarryy 2244,, 22001199 99::2266::1155 AAM 
TTiimee SSppeenntt:: 0000::0044::4444 
IIPP Addddrreessss:: 8822..113322..223322..1199 

Q1 What was the name of the project you took part in? 
Theatre & peacebuilding academy 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Individuals impacted by the troubles 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Derry playhouse / Jo Egan 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
The Crack in Everything 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
The production was verbatim working with three community cast & three professional actors 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
EU Peace I / II / III 
programmes 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Jo Egan 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Northern Ireland & donegal 

Q9 Were project participants given control of any of the 
following areas? 
Background research for the text or 
script 
Other (please 
specify): 
Editing script 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Elaine Forde elaine@derryplayhouse.co.uk 
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#5 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TTuueessddaayy,, JJaannuuaarryy 2299,, 22001199 1111::5533::4488 AAM 
LLaasstt Mooddiiffiieedd:: TTuueessddaayy,, JJaannuuaarryy 2299,, 22001199 11::3399::2200 PPM 
TTiimee SSppeenntt:: 0011::4455::3322 
IIPP Addddrreessss:: 8811..110044..6699..224433 

Q1 What was the name of the project you took part in? 
Binlids - community play 

Q2 What was the name of the community or participating group that was involved in the 
project? 
JustUs Community Theatre 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
DubbelJoint Theatre Company 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
'Binlids' - performed in West Belfast, New York & other venues around Ireland 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Agitprop. About the Belfast nationalist community's response to the conflict, told in vignettes 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Other (please 
specify): 
Training for Women Network (Peace money) 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Pam Brighton, Director of DubbelJoint Theatre 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes. Co-written by members of local community. 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Lighting design, 
Sound design, 
Background research for the text or 
script 
Sourcing historical records for the text or 
script 
Sourcing other documents for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Danny Morrison - danny@dannymorrison.com 
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#6 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Moonnddaayy,, FFeebbrruuaarryy 0044,, 22001199 55::5511::2200 PPM 
LLaasstt Mooddiiffiieedd:: Moonnddaayy,, FFeebbrruuaarryy 0044,, 22001199 55::5566::2244 PPM 
TTiimee SSppeenntt:: 0000::0055::0044 
IIPP Addddrreessss:: 221133..112200..111177..222233 

Q1 What was the name of the project you took part in? 
Theatre of Witness 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Former combatants and youth 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Derry Playhouse 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
We carried your secrets NI wide 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Testimonial drama 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
EU Peace I / II / III 
programmes 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Teya Sepinuck Writer/creator 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes contributed life stories 

Q9 Were project participants given control of any of the 
following areas? 
Background research for the text or 
script 
Sourcing historical records for the text or 
script 
Sourcing other documents for the text or 
script 
Creating movement sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Robin Young 07955868694 
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#7 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Moonnddaayy,, FFeebbrruuaarryy 0044,, 22001199 55::5544::3399 PPM 
LLaasstt Mooddiiffiieedd:: Moonnddaayy,, FFeebbrruuaarryy 0044,, 22001199 66::0066::1133 PPM 
TTiimee SSppeenntt:: 0000::1111::3344 
IIPP Addddrreessss:: 8811..114499..7711..116688 

Q1 What was the name of the project you took part in? 
On The Move 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Shepherds View Young Parents Project 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
The Playhouse Theatre - Liam Campbell & Kirean Griffiths 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
On The Move - 8th December 2018 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Combining theatre & circus, this performance provided a group of young homeless parents an opportunity to 
explore where they are from, where they aspire to go and what stories/messages they want to share about their 
lives through a combination of theatre and circus. Theatre is one of our oldest storytelling traditions and the 
modern circus blends together the best of movement, artistry and spectacle into an art form that has inspired 
millions. The circus gives life to our stories and allows us to dream together under one roof as well as the 
potential to reflect society as a mirror…asking different types of questions about the state of mankind, of 
humanity, of people and what are we doing here? Each participant will produce a powerful and unique 
performance telling their stories, expressing emotion and taking the audience on a journey. They will tell their 
individual stories through words, movement and a wide range of circus performance skills. These skills will focus 
upon story-telling, collaboration, empathy and creative expression. They will include juggling, tight rope walking, 
clowning, unicycle riding, stilt walking, aerial and mime to name a few. Through In Your Space we will also 
provide Seedling circus workshops as part of the programme for any children aged 3+ and if they/their parents 
wanted, could become involved in the live show in December. Amid the difficulties that young homeless parents 
face we aim to empower them to reflect and speak openly about the challenges they face every day….and let 
their imaginations run away…to the circus of their dreams. The title “On the Move” refers to the instability and 
temporary nature of adequate long-term housing, the transient nature of the circus as well as the potential 
movement of perspectives, dreams and aspirations through this programme. This will lead onto creative writing 
and script development by Dr. Liam Campbell followed by circus performance skills by In Your Space, that best 
reflect or portray their narrative. Finally, the group will receive performance and stage direction by Kieran Griffiths 
in preparation for a live show on 8th December 2018 in the Playhouse Theatre.  

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other charity or charitable 
trust 
Other (please 
specify): 
Private Donor 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Acclaimed Playwright Dr Liam Campbell worked with the group over a number a weeks capturing their individual 
stories and from 
this created the script 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
The participants were key to the creation of the script - it was based upon their own true stories/experiences 

Q9 Were project participants given control of any of the 
following areas? 
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Devising scenes, 
Creating characters, 
Creating movement sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Claire Heaney, Community Relations Officer @ The Playhouse Theatre - claire@derryplayhouse.co.uk or call 
07513870237. 

 
 
 
 

#8 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Moonnddaayy,, FFeebbrruuaarryy 0044,, 22001199 66::3300::0055 PPM 
LLaasstt Mooddiiffiieedd:: Moonnddaayy,, FFeebbrruuaarryy 0044,, 22001199 66::4466::1111 PPM 
TTiimee SSppeenntt:: 0000::1166::0066 
IIPP Addddrreessss:: 9922..1144..224422..7744 

Q1 What was the name of the project you took part in? 
Inside Out 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Derry Frontline & The Bogside Sculptors 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Derry Frontline: Culture & Education 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
The play was called Inside Out. It was first performed in Pilot's Row Community Centre, and thereafter in The 
Cornbeaf Tin, Creggan and in a number of venues in west Belfast including Conway Mill. It was revised for an all 
Ireland tour and performed in Dublin, Cork, & Galway. 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Play 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other charity or charitable 
trust 
Other (please 
specify): 
I think perhaps the Gulbenkian Foundation 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Dan Baron Cohen was the lead facilitator and writer although the script was part generated in discussion and 
improvisation in which 
the original cast was involved. 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
As I said above the them and script were generated in discussion based workshops. Contradictions where 
spotted, stood up and explored dramatically. The writer then weaved the issues explored into a coherent whole. 

Q9 Were project participants given control of any of the 
following areas? 
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Set design, 
Costume design, 
Lighting design, 
Music production, 
Background research for the text or 
script 
Devising scenes, 
Creating movement sequences, 
Other (please 
specify): 
set construction 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Jim Keys, 07803268790 

 
 
 
 

#9 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TTuueessddaayy,, FFeebbrruuaarryy 0055,, 22001199 1100::0022::3322 AAM 
LLaasstt Mooddiiffiieedd:: TTuueessddaayy,, FFeebbrruuaarryy 0055,, 22001199 1100::0077::1133 AAM 
TTiimee SSppeenntt:: 0000::0044::4411 
IIPP Addddrreessss:: 55..6655..4477..7766 

Q1 What was the name of the project you took part in? 
Theatre of Witness 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Playhouse Derry 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Teya Sepanuk Playhouse Derry 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
We Carried Your Secrets 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Theatre Play 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
EU Peace I / II / III 
programmes 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Teya Sepanuk Writer Producer 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Narrating stories and experiences for edit to a script 

Q9 Were project participants given control of any of the 
following areas? 
Background research for the text or 
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script 
Devising scenes, 
Creating characters, 
Creating movement sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Jon McCourt email: BJPeace712@hotmail.com 

 
 
 
 
 
 

#10 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TTuueessddaayy,, FFeebbrruuaarryy 0055,, 22001199 66::3366::3344 PPM 
LLaasstt Mooddiiffiieedd:: TTuueessddaayy,, FFeebbrruuaarryy 0055,, 22001199 66::4400::4400 PPM 
TTiimee SSppeenntt:: 0000::0044::0066 
IIPP Addddrreessss:: 115511..222299..9999..220033 

Q1 What was the name of the project you took part in? 
Release 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Victims/Survivors of conflict 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Derry Playhouse 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Release 13 locations through N. Ireland plus Sligo 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Drama based on true stories 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
EU Peace I / II / III 
programmes 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Teya Seibnick 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
yes. Telling our true stories 

Q9 Were project participants given control of any of the 
following areas? 
Costume design, 
Background research for the text or 
script 
Sourcing other documents for the text or 
script 
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Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
william-mckee@outlook.com 

 
 
 
 
 

#11 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1111::5544::0044 AAM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::0011::1133 PPM 
TTiimee SSppeenntt:: 0000::0077::0099 
IIPP Addddrreessss:: 8899..224433..220077..6666 

Q1 What was the name of the project you took part in? 
CHAAT MASALA 

Q2 What was the name of the community or participating group that was involved in the 
project? 
INDIAN COMMUNITY CENTRE, BELFAST 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
TINDERBOX (JOHN MCCANN) 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
CHAAT MASALA, INDIAN COMMUNITY CENTRE 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
THETARE, DANCE 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Community Relations Council 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
JOHN MCCANN, TINDERBOX OUTREACH 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
DEVISING PROCESS 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Music production, 
Background research for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages, 
Creating movement sequences, 
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Creating dance sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
JOHN MCCANN - 07843671739 jmccann72@hotmail.com 

 
 
 
 
 

#12 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::0011::2255 PPM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::0044::2211 PPM 
TTiimee SSppeenntt:: 0000::0022::5566 
IIPP Addddrreessss:: 8899..224433..220077..6666 

Q1 What was the name of the project you took part in? 
CHAAT MASALA - BOMBAY TO BELFAST 

Q2 What was the name of the community or participating group that was involved in the 
project? 
ARTSEKTA 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
TINDERBOX, JOHN MCCANN 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
CHAAT MASALA, WATERFRONT HALL - STUDIO 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
PLAY, DANCE 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Community Relations Council 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
JOHN MCCANN, TINDERBOX OUTREACH, FACILITATOR/WRITER/DIRECTOR 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
DEVISING PROCESS 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Sound design, 
Music production, 
Background research for the text or 
script 
Devising scenes, 
Creating characters, 
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Writing script pages, 
Creating dance sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
JOHN MCCANN - 07843671739 jmccann72@hotmail.com 

 
 
 
 
 

#13 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::0044::2288 PPM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::1188::4444 PPM 
TTiimee SSppeenntt:: 0000::1144::1166 
IIPP Addddrreessss:: 8899..224433..220077..6666 

Q1 What was the name of the project you took part in? 
ON GOY LOK YIP 

Q2 What was the name of the community or participating group that was involved in the 
project? 
CHINESE WELFARE ASSOCIATION/SOUTH BELFAST HIGHWAY 2 HEALTH 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
TINDERBOX, JOHN MCCANN 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
ON GOY LOK YIP, LINEN HALL LIBRARY 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
SHARED HISTORY PROJECT 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Community Relations Council 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
JOHN MCCANN, TINDERBOX OUTREACH, FACILITATOR/DIRECTOR 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
SHARING STORIES INSPIRED BY PERSONAL PHOTOGRAPHS CHARTING THEIR JOURNEY TO NI 

Q9 Were project participants given control of any of the 
following areas? 
Background research for the text or 
script 
Sourcing historical records for the text or 
script 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
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receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
JOHN MCCANN - 07843671739 jmccann72@hotmail.com 

 
 
 

#14 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::1188::5588 PPM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::2222::2288 PPM 
TTiimee SSppeenntt:: 0000::0033::3300 
IIPP Addddrreessss:: 8899..224433..220077..6666 

Page 2 

27 / 72 
Applied Drama in NI SurveyMonkey 
Q1 What was the name of the project you took part in? 
MEMORY HOUSE 

Q2 What was the name of the community or participating group that was involved in the 
project? 
THE NORTHERN IRELAND COUNCIL FOR ETHNIC MINORITIES 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
TINDERBOX, JOHN MCCANN 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
MEMORY HOUSE / VARIOUS PERFORMANCES INCLUDING STORMONT (LONG GALLERY) 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
PLAY READING 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Community Relations Council 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
JOHN MCCANN, TINDERBOX OUTREACH, FACILITATOR/WRITER/DIRECTOR 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
YES. DEVISING/WRITING 

Q9 Were project participants given control of any of the 
following areas? 
Costume design, 
Background research for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
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receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
JOHN MCCANN - 07843671739 jmccann72@hotmail.com 

 
 
 
 
 
 

#15 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::2222::3344 PPM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::2255::2255 PPM 
TTiimee SSppeenntt:: 0000::0022::5511 
IIPP Addddrreessss:: 8899..224433..220077..6666 

Q1 What was the name of the project you took part in? 
IN THE LAND OF GREEN PASTURE 

Q2 What was the name of the community or participating group that was involved in the 
project? 
NICEM & NICRAS (NI COMMUNITY FOR REFUGEES AND ASYLUM SEEKERS) 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
TINFERBOX/JOHN MCCANN 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
IN THE LAND OF GREEN PASTURE 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
PLAY READING 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Community Relations Council 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
JOHN MCCANN, TINDERBOX OUTREACH, FACILITATOR/WRITER/DIRECTOR 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
YES. WRITING AND DEVISING. 

Q9 Were project participants given control of any of the 
following areas? 
Costume design, 
Background research for the text or 
script 
Creating characters, 
Writing script pages 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
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details. 
JOHN MCCANN - 07843671739 jmccann72@hotmail.com 

 
 
 
 

#16 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::2255::3366 PPM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1122::2277::3322 PPM 
TTiimee SSppeenntt:: 0000::0011::5566 
IIPP Addddrreessss:: 8899..224433..220077..6666 

Q1 What was the name of the project you took part in? 
HAPPENSTANCE 

Q2 What was the name of the community or participating group that was involved in the 
project? 
REVENGE COMMUNITY CHORUS 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
TINDERBOX/JOHN MCCANN 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
HAPPENSTANCE, ASSEMBLY ROOMS BELFAST 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
PROMENADE PERFORMANCE 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Community Relations Council 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
JOHN MCCANN, TINDERBOX OUTREACH, FACILITATOR/WRITER/DIRECTOR 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
YES. WRITING AND DEVISING. 

Q9 Were project participants given control of any of the 
following areas? 
Costume design, 
Background research for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages, 
Creating movement sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
JOHN MCCANN - 07843671739 jmccann72@hotmail.com 
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#17 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1111::1111::2233 PPM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 1111::2255::1133 PPM 
TTiimee SSppeenntt:: 0000::1133::5500 
IIPP Addddrreessss:: 22..112211..6644..115544 

Q1 What was the name of the project you took part in? 
An Turas The Journey 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Greater Shantallow Community Arts. Derry 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Oliver Green 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes. An Turas. The Millennium Fourm Derry 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
It was a Musical Theatre & Dance Narrated performance 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other (please 
specify): 
Northern Ireland Housing Executive 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Oliver Green writer, Irena Noonan choreographer Caolan McLaughlin Musical Director 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Sound design, 
Music production, 
Devising scenes, 
Creating characters, 
Creating movement sequences, 
Creating dance sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Oliver Green Artistic Director Greater Shantallow Community Arts Email: info@gscaderry.com 
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#18 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 0066,, 22001199 77::1199::1133 PPM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 0077,, 22001199 44::5533::4488 PPM 
TTiimee SSppeenntt:: 2211::3344::3355 
IIPP Addddrreessss:: 7788..114455..113388..4411 

Q1 What was the name of the project you took part in? 
Civil Rights, Then and Now 

Q2 What was the name of the community or participating group that was involved in the 
project? 
4 groups: LBGT Drama Group, Markets Community Association, African Centre, University St. Alliance For 
Choice. 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Green Shoot Productions, Martin Lynch & Tom Finlay 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes. We'll Walk Hand In Hand, The Lyric Theatre, Main Stage 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
It was a play by Martin Lynch with lots of songs, drama and comedy. It had a cast of 7 professional actors and 14 
community actors. 
Matthew McElhinney was assistant director to Martin. The show ran for 14 performances and played to 3,625 
audience. It was 
brilliant and audiences loved it ! 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Community Relations Council, 
Other (please 
specify): 
AHRC, (a UK universities cultural Fund) 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Professional writer, Martin Lynch was commissioned to write the script. But this involved Martin working for the 
best part of a year 
via workshops and interviews to identify and understand the issues thrown up by the community participants. 
These issues, i.e a 
voice for the community participants was integrated into the script, not always successfully but it worked for the 
most part. 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
As previous question. 

Q9 Were project participants given control of any of the 
following areas? 
Background research for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages, 
Creating movement sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
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receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Martin Lynch, martin@martinlynch.co.uk 07851 122 254 

 
 
 
 
 

#19 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 1133,, 22001199 1111::0088::0000 PPM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 1133,, 22001199 1111::1122::0000 PPM 
TTiimee SSppeenntt:: 0000::0044::0000 
IIPP Addddrreessss:: 9922..4400..2222..113355 

Q1 What was the name of the project you took part in? 
The legend of the pianist in Maghaberry 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Group of inmates at HMP Maghaberry 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Stefano Panzeri, professional actor from Milan 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Film "The legend of the pianist in Maghaberry", shown at the Crescent Arts Centre 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Film (documentary) 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other (please 
specify): 
HMP Maghaberry + Italian Institute of Culture in Edinburgh 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Stefano Panzeri, Italian actor 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
The text was personalised by the inmates 

Q9 Were project participants given control of any of the 
following areas? 
Music production, 
Devising scenes, 
Creating characters, 
Creating movement sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Federica Ferrieri federica.ferrieri@outlook.com 
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#20 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 1144,, 22001199 1122::1177::3377 AAM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 1144,, 22001199 1122::2233::2288 AAM 
TTiimee SSppeenntt:: 0000::0055::5511 
IIPP Addddrreessss:: 9922..2233..224433..224444 

Q1 What was the name of the project you took part in? 
The bus run 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Andersonstown community theatre 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Big telly 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes. The bus run. St Agnes parish hall 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Musical theayre 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
No 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes. Work shops 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Lighting design, 
Sound design, 
Music production, 
Creating characters, 
Writing script pages, 
Creating movement sequences, 
Creating dance sequences, 
Other (please 
specify): 
No other 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Patricia Gormley 07908433884 
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#21 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TTuueessddaayy,, FFeebbrruuaarryy 1199,, 22001199 99::3377::5588 AAM 
LLaasstt Mooddiiffiieedd:: TTuueessddaayy,, FFeebbrruuaarryy 1199,, 22001199 99::4411::4422 AAM 
TTiimee SSppeenntt:: 0000::0033::4444 
IIPP Addddrreessss:: 8822..2211..221188..223399 

Q1 What was the name of the project you took part in? 
Turkeys, Toys and Tinsel 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Heel & Ankle Community Theatre Company 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Don McCampbill 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Turkeys, Toys and Tinsel 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Xmas panto 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other (please 
specify): 
None 

Q7 Was a professional writer or theatre maker involved 
in creating this text or script, and if so, who was it and 
what was their role? 
Respondent skipped this question 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes all the group (approx 16) age ranging from 11-73 were involved in all of the process. 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Music production, 
Background research for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Kim Jackson - kimjackson@live.co.uk 
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#22 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 2200,, 22001199 77::1166::3355 PPM 
LLaasstt Mooddiiffiieedd:: Weeddnneessddaayy,, FFeebbrruuaarryy 2200,, 22001199 77::2200::5533 PPM 
TTiimee SSppeenntt:: 0000::0044::1188 
IIPP Addddrreessss:: 8811..110077..224400..115500 

Q1 What was the name of the project you took part in? 
Turkey, toys and tinsel 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Heel and ankle 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Don Campbell 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
It did and it was performed at the spectrum centre on the Shankill 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
It was mix of musical theatre, comedy and a play all in one 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Respondent skipped this question 

Q7 Was a professional writer or theatre maker involved 
in creating this text or script, and if so, who was it and 
what was their role? 
Respondent skipped this question 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
From what I remember I don't believe so in regards to the script 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Creating movement sequences 

Q10 In order to enable further research we hope to 
contact a number of survey respondents. If you are 
happy to receive further contact from us, please 
complete the following section with your name and 
preferred contact details. 
Respondent skipped this question 
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#23 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 1122::1133::0055 AAM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 1122::1166::4444 AAM 
TTiimee SSppeenntt:: 0000::0033::3399 
IIPP Addddrreessss:: 117766..2266..8833..3377 

Q1 What was the name of the project you took part in? 
Turkeys,Toys and Tinsel 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Heel abd Ankle 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Don 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Turkeys,Toys and Tinsel at the Spectrum Centre 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Play/Pantomime 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Respondent skipped this question 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Yes Don, helped with our acting such as speech and expressing emotion 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Lighting design, 
Sound design, 
Music production, 
Creating characters, 
Writing script pages, 
Creating dance sequences 

Q10 In order to enable further research we hope to 
contact a number of survey respondents. If you are 
happy to receive further contact from us, please 
complete the following section with your name and 
preferred contact details. 
Respondent skipped this question 
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#24 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 22::3399::4488 AAM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 22::4444::0044 AAM 
TTiimee SSppeenntt:: 0000::0044::1166 
IIPP Addddrreessss:: 22..221188..118877..1100 

Q1 What was the name of the project you took part in? 
Turkey toys and tinsel 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Heel and ankle community theatre 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Don mccampell 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Spectrum centre shankill road 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Xmas play 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Don mccampbell 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes helped to write and acted 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Sourcing other documents for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages, 
Creating movement sequences 

Q10 In order to enable further research we hope to 
contact a number of survey respondents. If you are 
happy to receive further contact from us, please 
complete the following section with your name and 
preferred contact details. 
Respondent skipped this question 
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#25 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 44::5511::4433 AAM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 44::5588::1188 AAM 
TTiimee SSppeenntt:: 0000::0066::3355 
IIPP Addddrreessss:: 22..2288..110055..1155 

Q1 What was the name of the project you took part in? 
Letters From the Front 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Heel and Ankle Community Theatre Company 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Matthew McElhinney directed it. 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes, it was a full play performed in November 2018 on 2 dates at Belfast's Spectrum Centre and Belfast Boys 
Model school. 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Drama based around World War I and the nurses on the front line. 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other (please 
specify): 
Unsure. 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Historian Philip Orr wrote it originally. It was then adapted by Matthew McElhinney, Kim Jackson and myself, 
Trevor Kennedy. 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Members of our group contributed in various ways, some more than others. 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Lighting design, 
Sound design, 
Music production, 
Background research for the text or 
script 
Sourcing historical records for the text or 
script 
Sourcing other documents for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages, 
Creating movement sequences, 
Creating dance sequences 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
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details. 
Trevor Kennedy, tkboss@hotmail.com, 07808830861. 

 
 
 
 
 

#26 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 11::3399::2255 PPM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 22::0066::4466 PPM 
TTiimee SSppeenntt:: 0000::2277::2211 
IIPP Addddrreessss:: 8811..110022..220000..7799 

Q1 What was the name of the project you took part in? 
Turkeys,Toys and Tinsel 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Heel and Ankle Community Theatre Company 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Don McCamphill 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Turkeys,Toys and Tinsel / Spectrum Centre, Shankill Road 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
A musical,comedy panto type play 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Respondent skipped this question 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Heel and Ankle wrote the script, but Don McCamphill did help us tweak it for the performance. 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Members of the Heel and Ankle Community Theatre created the script, but everyone in the H&A C.Theatre 
company had an input. 

Q9 Were project participants given control of any of the 
following areas? 
Costume design, 
Music production, 
Devising scenes, 
Creating characters, 
Writing script pages 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
James McDowell. james.mcdowell33@ntlworld.com 
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#27 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, FFeebbrruuaarryy 2211,, 22001199 1111::5522::3300 PPM 
LLaasstt Mooddiiffiieedd:: FFrriiddaayy,, FFeebbrruuaarryy 2222,, 22001199 1122::0011::3366 AAM 
TTiimee SSppeenntt:: 0000::0099::0066 
IIPP Addddrreessss:: 8866..116622..225533..110099 

Q1 What was the name of the project you took part in? 
Turkeys Toys and Tinsel. 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Heel and Ankle Community Theatre Company 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Don McCambel 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Turkeys Toys and tinsel. Spectrum Centre Shankill Road Belfast. 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Local Christmas Play 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Local community organisation 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
The members of Heel and Ankle wrote and performed the play. 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
All the actors from Heel and Ankle 

Q9 Were project participants given control of any of the 
following areas? 
Costume design, 
Background research for the text or 
script 
Sourcing other documents for the text or 
script 
Creating characters, 
Writing script pages 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Sally Cochran. 13 Canmore Close, Belfast BT13 2NX. Tel o2890333414 
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#28 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: FFrriiddaayy,, FFeebbrruuaarryy 2222,, 22001199 1122::2222::5566 AAM 
LLaasstt Mooddiiffiieedd:: FFrriiddaayy,, FFeebbrruuaarryy 2222,, 22001199 1122::2288::4400 AAM 
TTiimee SSppeenntt:: 0000::0055::4444 
IIPP Addddrreessss:: 221133..220055..224411..9922 

Q1 What was the name of the project you took part in? 
Turkeys toys & tinsel 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Heel and Ankle 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Don McCampbell 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes Turkeys toys & tinsel in the spectrum centre 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Christmas pantomime 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Respondent skipped this question 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
As far as I’m aware it was a joint creation from the members of Heel and ankle with later input from Don 
McCampbell 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
The script was wrote by members of Heel and Ankle community theatre company with some input from Don 
McCampbell 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Background research for the text or 
script 
Sourcing other documents for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Lizzie Darragh email - lizzietorchwood@live.co.uk or via phone on 07399397217 
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#29 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TTuueessddaayy,, Maarrcchh 1122,, 22001199 33::1100::4411 PPM 
LLaasstt Mooddiiffiieedd:: TTuueessddaayy,, Maarrcchh 1122,, 22001199 33::2211::3333 PPM 
TTiimee SSppeenntt:: 0000::1100::5522 
IIPP Addddrreessss:: 3311..5511..4488..223311 

Q1 What was the name of the project you took part in? 
Sole Roots Theatre Project 

Q2 What was the name of the community or participating group that was involved in the 
project? 
People with disabilities and / or a mental health condition 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Sole Purpose Productions 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes, Sole Roots Theatre Project: Rehearsed Readings. The Derry Playhouse. 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Rehearsed Readings of scenes written by the participants. 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other (please 
specify): 
Santander Foundation 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Patricia Byrne was the producer/coordinator. Shauna Kelpie facilitated and directed the pieces. 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
The participants wrote their own scenes, those who wanted to performed their own scenes. Professional actors 
performed the 
scenes for the participants who didn't want to perform. 

Q9 Were project participants given control of any of the 
following areas? 
Background research for the text or 
script 
Sourcing historical records for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Patricia Byrne solepurpose@mac.com 
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#30 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, Maarrcchh 2211,, 22001199 55::5599::2200 PPM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, Maarrcchh 2211,, 22001199 66::1188::4433 PPM 
TTiimee SSppeenntt:: 0000::1199::2233 
IIPP Addddrreessss:: 3311..5511..4488..6655 

Q1 What was the name of the project you took part in? 
Tossed Salad - Mixed Fruit in 1999 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Foyle Friend - LGBT community 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Sole Purpose Productions 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes, Tossed Salad - Mixed Fruit. There were 5 performances in NI: The Derry Playhouse; The Riverside Theatre 
Coleraine; 
Crescent Arts Centre Belfast; Omagh College; Perry's Gay Bar in Derry. 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
It was a piece of devised theatre with music and comedy. 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local community organisation 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Patricia Byrne and Dave Duggan were involved as facilitators and directors. Jonathan Burgess was involved as a 
Production 
Manager. 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
There were 8 gay men who wrote the scenes and devised the script facilitated by Patricia Byrne and Dave 
Duggan. 

Q9 Were project participants given control of any of the 
following areas? 
Set design, 
Costume design, 
Music production, 
Background research for the text or 
script 
Sourcing historical records for the text or 
script 
Sourcing other documents for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages, 
Creating movement sequences, 
Creating dance sequences 

Q10 In order to enable further research we hope to 
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contact a number of survey respondents. If you are 
happy to receive further contact from us, please 
complete the following section with your name and 
preferred contact details. 
Respondent skipped this question 

 
 
 
 
 
 

#31 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TThhuurrssddaayy,, Maarrcchh 2211,, 22001199 99::0055::2266 PPM 
LLaasstt Mooddiiffiieedd:: TThhuurrssddaayy,, Maarrcchh 2211,, 22001199 99::2211::5500 PPM 
TTiimee SSppeenntt:: 0000::1166::2244 
IIPP Addddrreessss:: 9900..221144..116699..116611 

Q1 What was the name of the project you took part in? 
An Turas ( The Journey) 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Greater Shantallow Community Arts 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Greater Shantallow Community Arts 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
An Turas (The Journey) Millennium Fourm Derry 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Musical Theatre & Dance Preformance 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Other (please 
specify): 
NI Housing Executive 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Yes Oliver Green was the writer and Artistic Director 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes in the interpretation of the narrative. 

Q9 Were project participants given control of any of the 
following areas? 
Costume design, 
Sound design, 
Music production, 
Devising scenes, 
Creating characters, 
Creating movement sequences, 
Creating dance sequences 
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Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Mr Oliver Green Artistic Director with Greater Shantallow Community Arts, Tel: 02871358750 Studio 2 Derry 
Units 2-3 4 
Beraghmore Road Foyle Business Park Skeoge Industrial Estate, Derry BT48 8SE 

 
 
 
 
 
 

#32 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Moonnddaayy,, Maarrcchh 2255,, 22001199 55::5511::4488 PPM 
LLaasstt Mooddiiffiieedd:: Moonnddaayy,, Maarrcchh 2255,, 22001199 66::0033::3311 PPM 
TTiimee SSppeenntt:: 0000::1111::4433 
IIPP Addddrreessss:: 221177..4411..00..9955 

Q1 What was the name of the project you took part in? 
Look Closer 

Q2 What was the name of the community or participating group that was involved in the 
project? 
An Gaelaras Ltd 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Carleen Melaugh / Ronan Carr / Vincent O'Callaghan 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes, The Mad Ass Café, to take place 1/5/19 An Croí, Cultúrlann Uí Chanáin, BT48 7DF 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Brechtian style theatre performance based on Mental Health and Wellbeing with a post-performance discussion 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Other (please 
specify): 
ARTiculate fund through the Arts Council of Northern 
Ireland and the Public Health Agency 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Carleen Melaugh, project Co-ordinator & Ronan Carr, Lead Facilitator 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
The script was devised as a group effort through sessions in playbuilding, all artistic choices were made by the 
participants so that 
they have a sense of ownership and responsibility over the project and so that the feel empowered in expressing 
their views, 
thoughts and opinions. The participants feel that they have the power to make change in their community. 

Q9 Were project participants given control of any of the 
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following areas? 
Set design, 
Costume design, 
Lighting design, 
Sound design, 
Music production, 
Background research for the text or 
script 
Devising scenes, 
Creating characters, 
Other (please 
specify): 
Live Multi-media mixing during the final performance 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Carleen Melaugh, carleen@culturlann.org 

 
 
 
 
 
 

#33 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: Moonnddaayy,, Maarrcchh 2255,, 22001199 99::3377::4455 PPM 
LLaasstt Mooddiiffiieedd:: Moonnddaayy,, Maarrcchh 2255,, 22001199 99::4400::5533 PPM 
TTiimee SSppeenntt:: 0000::0033::0088 
IIPP Addddrreessss:: 8822..113322..224411..33 

Q1 What was the name of the project you took part in? 
The downshire 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Downpatrick 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Wireless Mystery Theatre 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yrs, the downshire in the downshire hospital 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Theatre 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Yes, reggie chamberlain king, script 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
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They were i terviewed 

Q9 Were project participants given control of any of the 
following areas? 
Music production, 
Background research for the text or 
script 
Sourcing other documents for the text or 
script 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Paula Matthews thinkdifferentlylearning@gmail.com 

 
 
 
 
 
 

#34 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TTuueessddaayy,, Maarrcchh 2266,, 22001199 1111::3322::0066 AAM 
LLaasstt Mooddiiffiieedd:: TTuueessddaayy,, Maarrcchh 2266,, 22001199 1111::3366::5599 AAM 
TTiimee SSppeenntt:: 0000::0044::5533 
IIPP Addddrreessss:: 8811..110033..116677..221166 

Q1 What was the name of the project you took part in? 
Plays Aloud 

Q2 What was the name of the community or participating group that was involved in the 
project? 
Care home residents across NI 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Commedia of Errors Theatre Company 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Plays Aloud - in care homes, nursing homes and dementia care units across NI 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
It was a variety show featuring music, poetry, comedy and excerpts from plays. 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Other charity or charitable 
trust 
Other (please 
specify): 
Radius Housing, Halifax Foundation and Abbeyfield and 
Wesley 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Benjamin Gould and Clare McMahon were in charge of content development 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 



395 
 

They were consulted in the development process to ensure relevance to the target audience. 

Q9 Were project participants given control of any of the 
following areas? 
Respondent skipped this question 

Q10 In order to enable further research we hope to 
contact a number of survey respondents. If you are 
happy to receive further contact from us, please 
complete the following section with your name and 
preferred contact details. 
Respondent skipped this question 

 
 
 
 
 
 
 

#35 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: TTuueessddaayy,, Maarrcchh 2266,, 22001199 11::0099::5500 PPM 
LLaasstt Mooddiiffiieedd:: TTuueessddaayy,, Maarrcchh 2266,, 22001199 11::1188::5522 PPM 
TTiimee SSppeenntt:: 0000::0099::0022 
IIPP Addddrreessss:: 8822..55..114499..66 

Q1 What was the name of the project you took part in? 
Me You Us Them 

Q2 What was the name of the community or participating group that was involved in the 
project? 
There were about 2000 people some as individuals and many groups 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Terra Nova Productions, Andrea Montgomery, Artistic Director 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Me You Us Them toured across NI 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Play 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office, 
Community Relations Council, 
Local community organisation, 
Other charity or charitable 
trust 
Other (please 
specify): 
Company Reserves 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Myself. Andrea Montgomery. I developed the workshops delivered them all, then wrote the play, shared it back 
with all the groups, 
produced and directed 
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Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
Yes. I have a whole methodology that takes people through an 18 month process that gets there input at every 
stage. I have 
developed this over five years and it is too detailed to go into here. 

Q9 Were project participants given control of any of the 
following areas? 
Background research for the text or 
script 
Sourcing other documents for the text or 
script 
Devising scenes, 
Creating characters, 
Writing script pages, 
Other (please 
specify): 
Acting as script editors at several points in the process 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
07958916974, but please contact me after June 15 

 
 
 
 
 
 
 

#36 
COMPLLETTE 
Coolllleeccttoorr:: Weebb LLiinnkk 11 ((Weebb LLiinnkk)) 
SSttaarrtteedd:: FFrriiddaayy,, AApprriill 1199,, 22001199 55::1177::1155 PPM 
LLaasstt Mooddiiffiieedd:: FFrriiddaayy,, AApprriill 1199,, 22001199 55::2255::3333 PPM 
TTiimee SSppeenntt:: 0000::0088::1188 
IIPP Addddrreessss:: 8866..113377..3322..224499 

Q1 What was the name of the project you took part in? 
Blinkered 

Q2 What was the name of the community or participating group that was involved in the 
project? 
People with a mental health illness 

Q3 What was the name of the professional theatre company / professional facilitator(s) that 
delivered the project? 
Sole Purpose Theatre Company 

Q4 Q.4. Did the project result in a performance, and if so, what was the name of the show or 
performance and 
where did the show or performance take place? 
Yes - Blinkered is the name of the play and it was performed in theatres in Derry - The Playhouse and The Alley 
Theatre, the Lyric 
Theatre in Belfast plus on tour in non theatre community venues and schools 

Q5 What type of show or performance was this? (e.g. musical theatre, play, dance 
performance, comedy show 
etc.) It will help if you give as much detail as possible. 
Drama piece about a family - cast of four, one hour duration, split set, with a post show workshop using audience 
interaction and 
actor improvisation in retelling events in the play 

Q6 Which of the following provided funds for the 
project? (If you are unsure who the funders were, 
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please continue to the next question.) 
Arts Council of Northern 
Ireland 
Local Council arts office 

Q7 Was a professional writer or theatre maker involved in creating this text or script, and if 
so, who was it and 
what was their role? 
Yes. Patricia Byrne. She wrote the play and advised on any queries plus produced the tour 

Q8 Were participants from the community involved in creating this text or script, and in what 
way? 
The play was researched in the community 

Q9 Were project participants given control of any of the 
following areas? 
Other (please 
specify): 
No 

Q10 In order to enable further research we hope to contact a number of survey respondents. 
If you are happy to 
receive further contact from us, please complete the following section with your name and 
preferred contact 
details. 
Shauna Kelpie shauna.kelpie@googlemail.com 
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APPENDIX 3 

Linen Hall Library theatre archive manifest 

Abbey Theatre Outside the Abbey, 1897-1913 Phd 

Abbey Theatre Programmes 2001 - also handbills 

Abbey Theatre National Theatre Society Ltd (5 boxes) Programmes 1919-1997 

Abbey Theatre 
(includes 
Peacock) 

Programmes 1908-1989 

Aisling Ghear / 
An Culturlann 

 

Annals of the 
Old Belfast 
Stage 
(Lawrence) 

Filed in Governors Room  

Arts Council NI Photographs 

Arts Council NI Correspondence & Misc. 

Arts Council NI Publications : Exhibition Quarterly, Just Dance, The Link 

Arts Council NI Publications : Arts Link 

Arts Council NI Annual Report 1990 - 

Arts Council NI Annual Report 1980/81 - 1989 

Arts Council NI Annual Reports 1975/76 - 1979/80 

Arts Council NI Annual Reports 1962-1974/75 

Arts Theatre 
Belfast (Civic) 

Photo library 

Arts Theatre 
Belfast (Civic) 

Photographs circa 1950 

Arts Theatre 
Belfast (Civic) 

Internal memoranda 

Arts Theatre 
Belfast (Civic) 

Internal memoranda 

Arts Theatre 
Belfast (Civic) 

Agendas 

Arts Theatre 
Belfast (Civic) 

Programmes 1948 - 1954 

Arts Theatre 
Belfast (Civic) 

Programmes 1955 - 1959 

Arts Theatre 
Belfast (Civic) 

Programmes 1960 - 1966 

Arts Theatre 
Belfast (Civic) 

Programmes 1967 - 1977 

Arts Theatre 
Belfast (Civic) 

Press files (theatre opening) 



399 
 

Arts Theatre 
Belfast (Civic) 

Programmes 1978 - 1985 includes handbills 

Arts Theatre 
Belfast (Civic) 

Bradley Collection of programmes Ulster Actors Company 

Arts Theatre 
Belfast (Civic) 

Contracts / Funding agreements / Strategic plans / Financials 

Arts Theatre 
Belfast (Civic) 

Handbills 

Arts Theatre 
Belfast (Civic) 

Season programmes / Correspondence / Invites / Tickets 

Arts Theatre 
Belfast (Civic) 

Programmes 1986 - 1999 includes handbills 

Bart Players Miscellaneous 

Bart Players Stage Whispers 1967 - 

BBC Radio scripts / Billy plays 

Belfast City 
Council 

 

Belfast 
Community 
Circus 

 

Belfast Festival 
At Queens 

Programmes and handbills 1993 - 1995 

Belfast Festival 
At Queens 

Programmes and handbills 1964 - 1976 

Belfast Festival 
At Queens 

Programmes and handbills 1977 - 1979 

Belfast Festival 
At Queens 

Programmes and handbills 1980 - 1983 

Belfast Festival 
At Queens 

Programmes and handbills 1984 - 1987 

Belfast Festival 
At Queens 

Programmes and handbills 1988 - 1992 

Belfast Festival 
At Queens 

Programmes and handbills 1996 - 1997 

Belfast Festival 
At Queens 

Miscellaneous 

Belfast Festival 
At Queens 

28 press files & duplicates 1965 - 2003 

Belfast Festival 
At Queens 

Programmes and handbills 1998 - 

Belfast 
Repertory 
Company 

See Magean, Empire & Group Theatre 

Big Telly 
 

Bracegirdle, 
Samuel 

Clippings etc. 
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Charabanc Box 19 Tea in a China Cup: Corespondence, press, video, poster 

Charabanc Box 31 Photos : Oul delf & Lay up your ends 

Charabanc Box 30 Offprints 

Charabanc Boxes 26-29 Press files 

Charabanc Box 25 Production files: Lay up your ends / Now you're talking / Gold in the streets / 
Oul delf 

Charabanc Box 22 Press releases & reviews 

Charabanc Box 41 Miscellaneous including Policy documents, Reviews, Group report '90 & 
Soviet Union trip 

Charabanc Box 18 Photographic 

Charabanc Box 17 Audio/Video 

Charabanc Boxes 12-16 Early drafts & scripts 

Charabanc Boxes 5-11 Production files, correspondence & contracts 

Charabanc Boxes 1-4 Stage management books. 

Charabanc Box 24 Production files 7 correpondence: Iron may Sparkle 

Charabanc Press files : Cauterised. Gold…, Somewhere…, Girls… 

Charabanc Programmes, flyers, invites 

Charabanc Press : Frontline, House of…, October Song, Bondagers, Lay up…, Vinegar Fly 

Charabanc Correspondence : Blind Fiddler, Illusion & audience figures and 10th anniversary 
party 

Charabanc Correspondence : House of…, Skirmishes, October Song 

Charabanc Correspondence 

Charabanc Box 32 Production files & press : Somewhere over the balcony 

Charabanc Correspondence and box office 

Charabanc Boxes 33-40 Photographs and contracts 

Charabanc Correspondence 

Charabanc Scripts & research notes : Gold…, Hamster Wheel, Lay up…, Girls in…, Markets, John 
Bulls Other Island 

Charabanc Press files : House of Bernardo Alba, Lay up your ends, Gold in the Streets, 
Somewhere over…, Weddings, weeins and wakes 

Charabanc Correspondence, contracts & job applications 

Charabanc International Workshop Festival 1993/94 

Charabanc VHS tapes 

Charabanc Interviews, letters, minutes, administrative reports 

Charabanc Scripts : Girls in the Big Picture, Oul delf, Now you're talking, Somewhere over…, 
Skirmishes 

Cinema / Film Belfast Cinema : ABC / Alhambra / Broadway / Classic / Colliseum / Curzon / 
Hippodrome (s.a.Royal Hippodrome box) / Imperial / Lyceum / Lyric / Majestic / 
Picture House / Regal / Ritz / Savoy / Strand / Troxy / Mayfair 

Cinema / Film Queens Film Theatre 

Cinema / Film Queens Film Theatre 

Cinema / Film Film Festivals : Belfast, Foyle, West Belfast 

Cinema / Film Cinemagic / DBA Television / IFTA / NI Film Commission / Northern Visions / QUB 
Film Society / University of Ulster & Cineversity 
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Cinema / Film QUB Film Society & Film News 

Circle Scripts 

Circle Photos / Programmes / Press / Correspondence 

Community 
Arts 

St Patricks Festival / Dock Ward / Wheel Works / Beat Initiative / Rainbow 

Community 
Arts 

Info Files : Stone Chairs / Playing the Wild Card / Wedding Community Play / 
Mourning Ring 

Community 
Arts 

Earhart Festival / Galliagh / Greater Shankill 

Community 
Arts 

Older and Young People / Community Arts Forum 

Council for the 
Encouragemen
t of Music and 
the Arts 
(CEMA) 

Annual Reports 1943 - 1961 

Crescent Arts 
Theatre 

 

Dance Traditional forms / Helen Lewis / Coisem / Hoi Polloi / Ulster Youth Dance / Dance 
Collective / Just Dance / Community Dance '96 

Dance Ballet / Patricia Mulholland / Programmes (including Grand Opera House) 

D'Arcy, 
Margaret 

Clippings 

Dissertation / 
Essays 

 

Drama Regional : Lagan Arts / Lisburn / Mid Ulster Drama Festival / Carrickmore 

Drama Regional : Playhouse / Ardhowen / City of Derry / Enniskillen / Fermanagh / 
Londonderry / Portstewart / Portrush 

Drama Regional : Ards / Ballymena / Lurgan / Newry / Portadown Ulster Drama Festivals 

Drama Regional : Lurig / Slemish 

Drama Regional : Anne Stewart collection Coleraine Drama Club 

Drama Regional : Portstewart Drama Club : Minute books etc 

Drama Regional : Bangor ; Little Theatre / Bangor Ulster Drama Festival / Operatic Society / 
NI Theatre Association / Fusion Newsletter 

Drama Regional : Coleraine Riverside 

Drama Republic of Ireland : Dublin ; Dublin Theatre Festival / Eblana / Focus / Irish Theatre 
Co / Rough Magic 

Drama Scotland : including Edinburgh Festival 

Drama Republic of Ireland : Dublin ; Gaiety / Gate / Olympia / Theatre Royal 

Drama Republic of Ireland : Regional ; Druid / Gallowglass / an Grianan / Hawks Well / 
Macnas 

Drama International 

Drama Republic of Ireland : Regional ; Cork Drama Festival / Galway Arts Festival / Red 
Kettle / Tyrone Guthrie 

Drama Various including Castlereagh Ulster Drama Festival 
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Drama Regional : Newtownabbey / Antrim / Larne 

Drama Belfast & Regional : Various including schools / QUB / Stranmillis 

Drama Regional : Ballymoney Drama Festival 

Drama Regional : Armagh / Marketplace / Moneyglass Drama Festival / Moira 

Drama England : National Theatre 

Drama England : Royal Shakespeare Company 

Drama England : London ; Adelphi/Apollo/Cambridge/Colloseum/Duke of 
York/Garrick/Globe/Haymarket/Her Majestys Theatre/New 
Theatre/Palladium/Picadilly/Prine Edward/Queens Players/Royal Festival Hall/Royal 
Opera House/St James/St Martins/Saville/Savoy/Strand 

Drama England : London & Regions ; British Theatre Association / Theatre North Sheffield 

Drama Republic of Ireland : Dublin ; Adelphi / Capital / City Arts / Dublin Theatre Group / 
Dublin University Players / Globe / Latern / Longford / Queens / Project Arts / RDS / 
Rotunda / Stage 1 / 37 Theatre Club 

Drama Belfast Drama Companies : Belvoir / Cahoots/ Calypso / Centrestage / Clarence / 
Delphic / Dunmurry / First Act / Holywood / Justus / Knock & Knockbreda / Lambeg 
/ Leila Webster / Osborne / Personality / Ridiculusnus 

Drama Belfast & Regional : 

Drama Youth : Ulster Association of Youth Drama / National Association for Youth Drama 

Dubbeljoint Programmes / Flyers / Invites 

Dubbeljoint Press files / Script of Forced Upon Us 

Empire Programmes Handbooks : 1927-1935 

Empire Programmes Handbooks : 1936-1949 

Empire Programmes Handbooks 1956-1961 & Magean press file on Carnduff & Belfast 
Repertory Theatre 

Empire Programmes Handbooks 1950-1955 

Festivals Belfast Musical Festival Programmes 1962- 

Festivals Belfast Musical Festival Programmes 1949-1961 

Festivals Cathedral Quarter Festival & Open House 

Festivals Belfast Musical Festival Syllabus 1932-1961 

Festivals Feile an Phobail 

Festivals Belfast Civic Festival/Belfast Folk Festival/Belfast (World) Harp/Impact '92/Northern 
Lights/Octoberfest/Regional including Armagh, Magrafelt,Newry, Newtownabbey, 
ROI/Two Cathedrals 

Festivals Belfast Musical Festival/Competition 1928-1941, 1946 

Festivals Belfast City/Belfast Literary/Draiocht/Failte Feirste/Festival of 
Fools/Friendship/Magic Theatre/Millenium/Moving on Music/New 
Lodge/Summerfest/Ulster Scots/Young at Art 

Field Day Photographs 

Field Day Programmes/Handbills/Press 

Field Day Correspondence/Minutes/Finance/Board/Press Releases 

Field Day Accounts/Flyers/Minutes/Photos/Hannah Eastwood Thesis 

Field Day Clippings 1987-1989, 1990's 

Field Day Clippings 1984-1986 
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Field Day Clippings 1980-1984 

Field Day Scripts 

Flood, Mrs A. Donation 

Friel, Brian Translations (reviews) / Miscellaneous / Programmes / Offprints 

General 
Theatre Press 
Clippings 

 

Goldblatt, 
Harold 

Correspondence / Scripts / Clippings / Reviews / Programmes 

Grand Opera 
House 

Programmes & Hand Book Publications 1896-1918 

Grand Opera 
House 

Programmes & Hand Book Publications 1919-1922 

Grand Opera 
House 

Programmes & Hand Book Publications 1923-1925 

Grand Opera 
House 

Programmes & Hand Book Publications 1926-1929 

Grand Opera 
House 

Programmes & Hand Book Publications 1930-1932 

Grand Opera 
House 

Programmes & Hand Book Publications 1933-1934 

Grand Opera 
House 

Programmes & Hand Book Publications 1935-1936 

Grand Opera 
House 

Programmes & Hand Book Publications 1937-1938 

Grand Opera 
House 

Programmes & Hand Book Publications 1939-1946 

Grand Opera 
House 

Programmes & Hand Book Publications 1947 

Grand Opera 
House 

Programmes & Hand Book Publications 1948 

Grand Opera 
House 

Programmes & Hand Book Publications 1949-1950 

Grand Opera 
House 

Programmes & Hand Book Publications 1951-1952 

Grand Opera 
House 

Programmes & Hand Book Publications 1953-1954 

Grand Opera 
House 

Programmes & Hand Book Publications 1955-1956 

Grand Opera 
House 

Programmes & Hand Book Publications 1957-1960 

Grand Opera 
House 

Programmes & Hand Book Publications 1961-1969 & UDF 1969-1971 

Grand Opera 
House 

Programmes & Hand Book Publications 1980 
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Grand Opera 
House 

Programmes & Hand Book Publications 1981 

Grand Opera 
House 

Programmes & Hand Book Publications Feb-April 1981 

Grand Opera 
House 

Press Advert Files 2001-2006 

Grand Opera 
House 

Plans & Structural Surveys 

Grand Opera 
House 

Programmes Ulster Drama Festival 1981-91 & Grand Opera Society 1958-68 (also 
interfiled with main programme collection & Music:Opera) 

Grand Opera 
House 

Corporate/Sponsorship / Annual Reports 1990's-2000's / Gala Opening 2006 / 
Central Library Exhibtion 1998 

Grand Opera 
House 

Photographs & Postcards 

Grand Opera 
House 

Photographs 4 boxes 

Grand Opera 
House 

Programmes & Hand Book Publications May-Nov 1981 

Grand Opera 
House 

Press Clippings 

Grand Opera 
House 

Programmes & Hand Book Publications Dec 1981-June 1982 

Grand Opera 
House 

Programmes & Hand Book Publications Aug 1982-Apr 1983 & misc 1982 

Grand Opera 
House 

Programmes & Hand Book Publications May 1983 – March 1984 & misc 1983  

Grand Opera 
House 

Programmes & Hand Book Publications April 1984-Jan 1985 & misc 1984 

Grand Opera 
House 

Programmes & Hand Book Publications Feb 1985-1986 

Grand Opera 
House 

Programmes & Hand Book Publications 1987-1989 

Grand Opera 
House 

Programmes & Hand Book Publications 1990-1992 

Grand Opera 
House 

Programmes & Hand Book Publications 1993-1994 

Grand Opera 
House 

Programmes & Hand Book Publications 1995 

Grand Opera 
House 

Programmes & Hand Book Publications 1996 

Grand Opera 
House 

Programmes & Hand Book Publications 1997 

Grand Opera 
House 

Programmes & Hand Book Publications 1998 (2) 

Grand Opera 
House 

Programmes & Hand Book Publications 1999 (2) 
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Grand Opera 
House 

Programmes & Hand Book Publications 2000 (2) 

Grand Opera 
House 

Programmes & Hand Book Publications 2001 (2) 

Grand Opera 
House 

Programmes & Hand Book Publications 2002 

Grand Opera 
House 

Programmes & Hand Book Publications 2003 

Grand Opera 
House 

Programmes & Hand Book Publications 2004 

Grand Opera 
House 

Programmes & Hand Book Publications 2005 

Grand Opera 
House 

Programmes & Hand Book Publications 2006-2007 

Grand Opera 
House 

Programmes & Hand Book Publications 2007 

Grand Opera 
House 

Programmes & Hand Bill Publications 2010 

Grand Opera 
House 

Programmes & Hand Book Publications 2008-2009 

Grand Opera 
House 

Programmes & Hand Book Publications 2011 

Grand Opera 
House 

Programmes & Hand Book Publications 2012 

Grand Opera 
House 

Programmes & Hand Book Publications 2013 

Grand Opera 
House 

Programmes & Hand Book Publications 2014-2015 

Grand Opera 
House 

Leaflets & Handbills 2002-2004 (3 files) 

Grand Opera 
House 

Friends / Tea Towels / Annie T-Shirts and DVD. 

Grant, David Photographs 

Grant, David Old Museum Arts Centre 

Grant, David Scripts 

Grant, David Posters / Programmes / Flyers 

Grant, David Fringe benefits / Scrap books 

Group Theatre Programmes 1949-1953 

Group Theatre Programmes 1954-1967 & n.d. 

Group Theatre Programmes 1976-1987 

Group Theatre Accounts/Correspondence 

Group Theatre Accounts/Memo's etc. 

Group Theatre 2 boxes Play collection 

Group Theatre Bound Scrapbook June 1945 

Group Theatre Bound Scrapbook 1945-1946 
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Group Theatre Bound Scrapbook Press clippings 1948-1956 

Group Theatre Programmes 1946-1948 

Group Theatre Bound Programmes 1940-1949 

Group Theatre 4 boxes Photographs 

Group Theatre Programmes 1990's 

Group Theatre Programmes 1943-1945 

Group Theatre Programmes 1940-1942. Includes McCandless & Goldblatt 

Grove Theatre Programmes 1969-1971 & Press clippings 1936-1978 

Grove Theatre Programmes Handbills 1965-1968 

Haire, John 
Wilson 

2 boxes 

Higgins & 
McFetridge 
(Dawn Hargy) 

 

Hill, May (nee 
King) 

Photographs 

Hill, May (nee 
King) 

Career clippings / Reviews / Personal clippings / Programmes 

Imagine 
Belfast 

Press 1999-2002 14 bound volumes 

Imagine 
Belfast 

Miscellaneous 

Jones, Marie Research notes / Programmes / VHS / Miscellaneous 

Jones, Marie Scripts 

Kabosh Posters/Photographs/Press/Handbills/Programmes/Reviews/Newsletters 

Kabosh Scripts/Production Notes/CD's (Oriana) 

Little Theatre 
Belfast 

 

Lyric Press releases (loose) 1980's-2002 

Lyric Publications: Book 1951-68 / First Five Years 1968-73) 

Lyric Photographs 1969-2001 (48 boxes) 

Lyric Scripts 1969-2001 (34 boxes) 

Lyric Prompt scripts (2 boxes) 

Lyric Press releases & correspondence (misc.) 

Lyric Photographs: Oversize ; 1969-1994 (2 boxes) 

Lyric Press clippings (bound) 1969-1988 

Lyric News clippings & photos (misc.) 

Lyric Press clippings (unbound) 1989-1995 

Lyric Press pack: 2004 

Lyric Press pack: 2002-03 

Lyric Publications: Memos & Fundraising campaigns 

Lyric Press clippings: Jan-July 1999 

Lyric Negatives 1980's-2000's (2 boxes) 
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Lyric Press releases & photos 2002-2005 (6 boxes) 

Lyric Programmes (bound) 1971-1989 (12) 

Lyric Programmes 1951 - (18 boxes) 

Lyric Season programmes (3 boxes) 

Lyric Correspondence / Auditions / Scores / Cast lists 

Lyric Handbills / Invites / Tickets (3 boxes) 

Lyric Photographs misc. (3 boxes) 

Lyric Original artefacts memorandum, deed of declaration (1966), O'Malley bronze 
portrait fund, Threshold invoice books, Staff surveys, Correspondence with QUB, 
Industrial tribunals 

Lyric Correspondence on Funraising 1970's & Subscription info on various theatres 

Lyric Production Notes with Photos, Bio's, Scores & Correspondence (3 boxes) 

Lyric McQuoid Scrapbooks 1963-1987 & Correspondence 

Lyric Press pack: 1994 

Lyric Photos and Slides (misc.) 

Lyric Posters: 1970's - 2000's 

Lyric VHS tapes (3 boxes) 

Lyric Publications: Book-A needles eye / Proposed new theatre / Annual Reports 

Mac (The) 
 

MacLaughlin (3) Scrapbooks mainly theatre in North Antrim area. 

Mad Cow 
(Prime Cut) 

Programmes Handbills 

Mad Cow 
(Prime Cut) 

Invites/Press 

Mad Cow 
(Prime Cut) 

2 bound press files 2000-2002 

Magean 
collection 

Programmes etc Belfast Repertory / Group / Ulster Literary Theatre 

McCandless, 
R.H. 

Programmes including Musical Opera BBC / Queens Festival / Ulster Orchestra 

McCandless, 
R.H. 

Programmes various including Belfast Players / Carrickfergus Repertory / Northern 
Drama League 

McCandless, 
R.H. 

Clippings / Correspondence 

McCandless, 
R.H. 

Certificates / Correspondence 

McPartland, 
Joe 

Scripts / Correspondence (Scripts also to be found with Typescript Collection) 

McQuoid, Jack Scrapbook : Ulster Literary Theatre 

McQuoid, Jack Burning Wild Goose Lodge: Correspondence / Scripts / Publication notes 

McQuoid, Jack Miscellaneous 

McQuoid, Jack Scrapbook : Arts Theatre / Ulster Actors Company 

McQuoid, Jack Scrapbook : Various (x2) 

Mitchell, Gary Press from Lyric / Tinderbox / Royal Court & Miscellaneous 
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Morrow 
Brothers 

 

Music Assembly Hall/Central Presbyerian/Fisherwick/Fortwilliam/Grosvenor/Rosemary 
Street/St Agnes/St Annes/St Georges/St Marys/St Peters/Wellington Hall 

Music International Celebrity Concerts 1920-1930's 

Music City of Belfast Youth Orchestra: Programmes 1964-1981 

Music Opera: Three Arts Operatic/Grand Opera Society/Belfast Operatic Company/Ulster 
Opera/Lurgan Operatic Society/Bangor Operatic/Lisnagarvey/Dublin Operatic 
Society 

Music Ulster Orchestra (3 boxes) includes Belfast Proms / BBC Invitation Concerts 

Music Scores / Sheet music 

Music Programmes : Kings Hall / Stormont / Touring opera companies 

Music Opera: Norman Campbell donation 

Music Opera: Opera Northern Ireland 

Music Opera: Madame Drinkwater / Opera Theatre Company / Ulster Amateur Operatic 
Company 

Music Opera : NI Opera Trust / Belfast Operatic Company 

Music Belfast Philharmonic Society (2 boxes) 

Music Queens University Belfast : School of Music / Sonorities/ Postman Concerts 

Music Belfast (British) Music Society 

Music Phillips Concerts programmes 1909-1914 

Music Opera: Opera Northern Ireland 

Music Opera: Castleward 

Music Opera: Ulster Operatic Company programmes 

Music Miscellaneous 

Music BBC Symphony Orchestra/BELB concerts/Belfast Classical Music Bursaries/Belfast 
Harp Orchestra/CEMA/City of Belfast Orchestra/City of Belfast Organ 
Recital/Contemporary Music Centre Ireland/Moving On Music/Music Network/NI 
Music Therapy Trust/Orion/ 

Music Jazz / Folk / Traditional / Regional 

Music Opera: New Lyric / Studio Opera Group 

Northern 
Drama League 

Press clippings 1927-1938 

Northern 
Drama League 

Programmes 1923-1934 

Northern 
Drama League 

Programmes / Annual Reports 1935-1939 

Odyssey (SSE) 
 

Offprints 
 

Old Museum 
Arts Centre 

See also David Grant 

Old Museum 
Arts Centre 

Programmes and hand books 1990-1993 



409 
 

Old Museum 
Arts Centre 

Programmes and Hand books 1994-1996 

Old Museum 
Arts Centre 

Programmes and Handbooks 1997-1999 

Old Museum 
Arts Centre 

Programmes and Handbooks 2000- 

Oral Archive 2 boxes cassettes, CD, Minidisc 

Parker, 
Stewart 

Dramatis Personae 

Parker, 
Stewart 

High Pop column / Miscellaneous 

Parker, 
Stewart 

Press clippings / Offprints / Programmes / Correspondence / Photos 

Patterson 
collection 

 

Periodicals Irish Theatre Magazine (2 boxes) 

Periodicals UK & International: Plays & Players / Drama/Theatre Quebec / Theatre Survey / 
n.t.q. / Theatre World 

Periodicals Theatre Ireland (3 boxes) 

Periodicals Amateur Stage 1996-2007 (2 boxes) 

Photographs Community Arts including schools & young arts / Mr D'arc puppets 1890's 

Photographs Albums: Merrie England / Vagebond Hill / Passing of the Third Floor 

Photographs Local actors / artists / writers / poets 

Photographs To be identified 

Playhouse 
Belfast 

Programmes 1937-1939 

Reid, Christina Correspondence / Programmes / Clippings 

Reid, Christina Tea in a China Cup : Press / Programmes / Clippings 

Reid, Christina Scripts (3 boxes) 

Reid, Christina Cassettes / CD 

Reid, Christina Correspondence / Reviews / Press / Programmes 

Reid, Christina Joyriders : Press / Programmes / Clippings 

Reid, Christina Belle of…/Did you hear… : Scripts/Handbills/Press/Correspondence 

Replay Scripts 

Replay Handbills / Programmes / Press releases / Photographs 

Replay Pupil Activity Packs / Teacher Resource Packs 

Replay Audio/Visual / Annual Report 2000/01 / Strategy 2002/03 

Rowley, 
Richard 

 

Royal 
Hippodrome 
Belfast 

Programmes / Press 

Sharpe, Albert Ulster Theatre collection 1885-1970 

Shiels, George Correspondence 1938-1946/ Miscellaneous 
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Shiels, George Correspondence 1947-1949 & n.d. / Photographs 

Sole Purposes 
Productions 

 

Stage '80 Cash book 1980-1983 

Stage '80 VAT record book 1980-1983 

State of Play  Linen Hall exhibition information files including clippings, press & scripts (2 boxes) 
At the black pigs dyke, Bonefire, Boyds shop, Donny boy, Flats, Hidden curriculum & 
Mumbo jumbo, Highly efficient, Is the priest…,Joyriders & Tea…,Loved ones, 
Northern star, Observe the sons of ulster…, Over the bridge, Rat in the skull, 
Someone to watch over me, Thompson in tir na nog, We do it for love,, Victims & 
LHL exhibition literature and workshop photographs. 

Theatre 
Programmes 

1907-1919 

Theatre 
Programmes 

1894-1900 

Theatre Royal Programmes 1893-1895 

Theatre Royal Programmes 1888-1889 

Theatre Royal Reports and accounts 1915-1916 

Tinderbox Production notes / Programmes / Handbills 

Tinderbox Press / Invites / Handbills / Miscellaneous 

Tinderbox Scripts 

Tomelty, Joe Photos / Correspondence / Miscellaneous 

Typescripts See separate list for titles (see also companies & individuals  including: Charabanc, 
Circle, Dubbeljoint, Field Day,  Kabosh, Lyric, Replay, Tinderbox, U.L.T., C.Reid, 
M.Jones, J.McPartland, D.Grant &  H.Goldblatt) 

Ulster Hall Programmes and misc. including Glasgow Orphans Choir / Mulholland Organ / 
Belfast Masonic Charities 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Cuttings 1940-1959 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Scripts 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Cuttings 1904-1923 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Cuttings 1925-1930 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Cuttings 1931-1939 
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Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Programmes 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Cuttings 1960-1985 & n.d. 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Correspondence 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Bound plays and books 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Linen Hall exhibition and purchase of archive 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Gerald MacNamara dissertation 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Illustrations 

Ulster Literary 
Theatre 

See also Morrow Brothers 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Miscellaneous 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Photographs 

Ulster Literary 
Theatre 
(Rutherford 
Mayne) 

Printed magazines including Uladh 

Ulster Theatre 
(New) 

 

Ulster Theatre 
Company 

Programmes / Handbills 

Ulster Youth 
Theatre 

Steering group correspondence / Agendas 
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Ulster Youth 
Theatre 

Programmes / Hand Books / Publications / Scripts / Photographs 

Various 
Playwrights 

Includes: Bell, Sam 
Hanna/Carnduff/Lynch,Martin/O'Casey/O'Connor,Patricia/Reid,Graham/Thompson,
Sam 

Waddell, 
Martin 

Linen Hall Library exhibition 

Waterfront Programmes / Handbills / Events Guides 1998- 

Waterfront Jan-Feb 1997: Programmes / Handbooks 

Waterfront Mar-Dec 1997 Programmes / Press 

Youth Drama 
2000 
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APPENDIX 4 

List of research interviewees, interview questions, and personal correspondents 

 

Interviewees  

NAME ROLE COMPANY / 
ORGANISATION 

DATE 

Ciaran McQuillan Director, facilitator Tinderbox, Metropolitan 
Arts Centre, Prime Cut 

18/5/20 

Dan Baron Cohen Theatre director and writer Derry Frontline 23/2/19 

Danny Morrison Writer, politician JustUs Theatre Company 25/1/19 

Dave Duggan Writer Sole Purpose Productions 10/4/19 

Elaine Gaston Arts Officer, funder, poet Moyle District Council, 
Causeway Coast & Glens 
BC 

22/10/19 

Jim McDowell Community theatre actor, 
comedian 

Shankill Community 
Theatre, Tinderbox, Heel 
& Ankle Community 
Theatre Co. 

10/5/19 

Jo Egan Writer, director CAF, Macha Productions 18/5/20 

John McCann Writer, director, theatre worker Tinderbox Theatre 
Company 

30/3/19 

Kim Jackson Community theatre producer, 
actor  

Heel & Ankle Community 
Theatre Co. 

1/3/19 

Martin Lynch Theatre writer, director, 
producer, activist 

CAF, Green Shoot 
Productions 

26/2/19 
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Interview questions 

The following interview questions comprised the interview protocol as described above 

at 3.2.2. They formed the basis of a semi-structured interview process where 

interviewees were encouraged to discuss in a wide-ranging way, as described by 

Castillo-Montoya (2016, p.822). 

• What project(s) would you like to discuss that were made with communities 

and had the purpose of advocacy? 

• What was it advocating for? 

• Was the choice of this act of advocacy arrived at by participants? 

 

o What was the authorship process / authoring model? 

o How was the choice of model arrived at? 

o Was the funding situation for the project a factor in the choice of authorship 

model? 

o Was the intention to advocate through the project a factor in the choice of 

authorship model? 

o Was the makeup of the participant cohort on the project a factor in the choice 

of authorship model? 

 

• Were the participants involved in other aspects of the creation of the 

performance? 

• What were these and how were they involved? 
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Email correspondents 

NAME ROLE PROJECT(S) DATE OF  
EMAIL 

Ryan Allely Assistant director One World (Tinderbox 
Theatre Company) 

23/8/20 

Jo Egan Writer / director The Crack in Everything 
(Playhouse Derry) inter 
alia 

28/9/20 

Anthony Getty Lighting technician A Teenager’s Guide to 
Reaching 20 (DubBelU) 

2/9/20 
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APPENDIX 5 

Table of projects 

 

Fin. 
Yr. 

 

Ref. 

Production 
companies / 
organisations 

Project title / 
summary 

Project description / 
authors 

2018-
2019 

 

SOT 

The Playhouse 
Theatre Peace 
Building Academy, 
Holywell Trust, 
Thomas D’Arcy 
McGee 
Foundation, QUB  The Crack in Everything 

people telling their own stories on 
stage and in their own words', 
'helped by research': 'families have 
shared their stories and experiences' 
/ by Jo Egan 

2018-
2019 

 

DJ 

The Playhouse 
Theatre Peace 
Building Academy, 
Holywell Trust, 
Thomas D’Arcy 
McGee 
Foundation, QUB  TURF 

Choreographed by Eileen McClory, 
with poetry by Maria McManus and 
music by Keith Acheson /been 
developed from source material: 
memories, writings / poetry, 
experiences of many of the 
performers who have taken part in 
production, storytelling, and memoir 
workshops 

2017-
2018  

 
NL 

a local community 
performance The Messines Story   

2017-
2018 

 

ACNI/16306 Divis Youth Project 
Divis Divas - the 
newbies 

This will be a four month physical 
theatre creative learning project for 
marginalised youth, developed from 
demand after a very successful film 
'One Of Us' was produced by 
member's of the club early this year. 
Younger participant's who saw the 
fruits of 'One Of Us' have requested 
the opportunity to do a project of 
their own. Through a bespoke, 
incremental workshop programme, 
the participants will develop physical 
theatre skills, storytelling skills and 
the confidence to develop and 
produce their own short podcast. 
The project will give a platform to 
young people living in one of NI's 
communities of multiple deprivation. 
It will provide them with an 
opportunity to work with professional 
artists to produce tangible artistic 
outcomes over which they feel 
ownership and pride, and that 
develop their confidence and ability 
to connect with and participate in 
further arts activities. 

2017-
2018 

 

ACNI/15991 
Ballymac 
Friendship Trust 

A True and Attested 
Account 2018 

We propose to create a unique 
theatre event inviting our audience to 
join a team of actors and musicians 
as they investigate the stories of the 
ghosts of Belfast.  
 
Based on the documented studies 
carried out Dr. W. J. Crawford of 
Queen's University into the activities 
of the Goligher Family, spiritualist 
mediums from Artana Street, 
between 1916 and 1920, the show is 
a portmanteau production 
dramatising local stories of the 
supernatural, presented in fully-
upholstered Edwardian splendour. 
These local tales will be excavated 
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during a series of 12 
workshop/storytelling sessions 
delivered in partnership with 
community groups across the 5 
wards of inner East Belfast and 
targeting older people, those isolated 
through disability and the layer of 
marginalised young adults engaged 
through our previous work in this part 
of the City. 
We propose to create an engaging 
and immersive experience in which 
our audience will be 'real time' 
participants in an experimental 
exploration of the uncanny. Staged 
in the evocative surroundings of St. 
Martins Church, and supported by 
live music and sound effects, A True 
Account... will be an entertaining, 
often hilarious, sometimes genuinely 
spooky, family event.  

2017-
2018 

 

ACNI/16003 

Smashing Times 
Theatre Company 
Ltd 

Women, War and Peace 
- The Woman is Present: 
Women's Stories of 
WWII 

Smashing Times are seeking funding 
to present The Woman is Present: 
Women's Stories of WWII for three 
performances in Northern Ireland in 
2018.  
 
Smashing Times will conduct one 
performance and workshop in the 
Playhouse Theatre, 
Derry/Londonderry, one performance 
and workshop in The Junction, 
Derry/Londonderry and one 
performance and workshop in The 
Hub, Cookstown, County Tyrone 
with performances and workshops 
presented  in partnership with a 
range of organisations including 
Towards Understanding and Healing 
and R.E.A.C.H Across.  
 
Each performance is followed by a 
post-show discussion with the artists 
and invited guest speakers to 
explore powerful women?s stories in 
history and gender equality and 
peace in Ireland, Northern Ireland 
and internationally. The company will 
also present three participative 
theatre workshops conducted by a 
professional drama facilitator and 
community relations facilitator to 
reflect on the artistic content of the 
performances and to use creative 
processes to explore themes of 
human rights with a focus on gender 
equality and peace today. 

2017-
2018 

 

ACNI/14882 
Green Shoot 
Productions 

Participative Theatre 
Programme 

A participative theatre programme 
about 'civil rights then and now' 
engaging 4-6 equality/sectoral 
groupings in NI, leading to 
community theatre performances in 
the community, schools and 
informing a new full length play . The 
play involves an integrated 
community and professional cast, 
with 9 shows at Lyric (Belfast) 
(March 2018) and tour 6 regional 
venues in NI. A Community Preview, 
Community Tickets and a post-
production workshop programme 
accompanies this 'civil rights' play. 
The project includes a theatre-as-
research approach, and an 
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Exhibition and Education Pack and is 
part funded by AHRC. 

2017-
2018 

 

ACNI/14940 
Rawlife Theatre 
Company 

Commission and 
Produce A Theatre 
Show 

We will commission and produce a 
theatre show based about the 
experience of young adults in 
modern day Northern Ireland. To 
achieve this a facilitator and a young 
writer will work with young adults 
within diverse socio-economic 
groups to produce a Forum Theatre 
programme based on the common 
issues which bring these people 
together.   
 
Next year, using this primary 
material we will commission the to 
create a new full-length play which 
we will produce with professional 
artists. 
 
We will produce a professional 
production of the new play "The 
Sand & the Sword" in the Lyric 
Theatre Belfast. 

2017-
2018 

 

ACNI/14931 
Stage Beyond 
Theatre Company 

Artistic Programming 17-
18 

Stage Beyond propose to deliver a 
vibrant artistic programme to 
children, young adults and elderly 
people with learning difficulties. We 
will provide high quality, diverse, 
artist led training that will enhance 
participants understanding of 
theatre, music, drama and dance. 
 
We will produce two high calibre, 
professional performances in Derry 
and Belfast. 
 
We will deliver a City wide and rural 
outreach programme. 
 
We will sustain the legacy of skills 
building and new found confidence in 
our participants promoting creativity 
and self expression amongst people 
with learning disabilities. 

2017-
2018 

 

ACNI/15248 Arts Ekta 

'Sari - the Unstitched' by 
Daksha Sheth Dance 
Company (Kerala, India) 

'SARI - The Unstitched' is from 
Daksha Sheth Dance Company - a 
production combining live music with 
dance, video projection, aerial 
performance and stunning special 
effects. 
 
Indian Council for Cultural Relations 
is supporting this tour ICCR is 
covering all travel from India & visas.  
They have dates scheduled in 
London (Southbank), Birmingham 
(MAC), Glasglow (Tramway), 
Edinburgh (Edinburgh Festival), and 
a potential date of 2nd, 3rd or 4th 
October in Belfast, potentially in the 
Lyric. 

2017-
2018 

 

173444 Green Shoot 
Productions  

'We'll walk Hand In 
Hand: 50 Years of Civil 
Rights' Community and 
School Workshops and 
Performances exploring 
the Civil Rights 
Movement in NI.  

  

2017-
2018 

 

173374 Kabosh Theatre  

Challenging pre-
conceived ideas about 
asylum seekers and 
refugees to NI through a 
new theatre production 
‘Lives in Translation’ and 
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an associated outreach 
programme.  

2017-
2018 

 

173386 ArtsEkta  

A performing arts project 
in partnership with 
Kabosh Theatre 
Company aiming to 
create a new community 
production inspired by 
the work of esteemed 
Northern Irish poet 
Seamus Heaney.  

  

2017-
2018 

 

173329 
Towards 
Understanding & 
Healing 

Workshops and 
Performance to develop 
a community 
engagement process 
with Burntollet Sons of 
Ulster.  

  

2017-
2018 

 

DJ 
directed by... 
Jonathan Burgess 

A Funny Thing 
Happened On The Way 
From The Twelfth   

2017-
2018 

 

DJ 

Kabosh /Arts 
Council of Northern 
Ireland  Lives in Translation  

Rosemary Jenkinson’s /based on 
interviews with female Somali 
asylum seekers living in the north  

2017-
2018 

 
NL 

Newpoint Players - 
Skainos Centre  

The Trial of Padraig 
Pearse'    

2017-
2018 

 
DJ 

Holywell Trust and 
The Playhouse  Theatre of Witness  Teya Sepinuck  

2016-
2017 

 

ACNI/14749 Karma Theatre 

Script Development for 
Keep Telling Me Lies 
and The Cafe 
Castelletica 
Performance Project 
working title   

2016-
2017 

 

ACNI/14464 
Phoenix ADHD 
Project 

Finding Me (ADHD 
Drama) 

Phoenix ADHD Project are working 
in partnership with The More 
Performing Arts School in Coleraine 
to produce a stage play called "Find 
Me" written by people who grew up 
with ADHD with devastating 
consequences. The drama clearly 
illustrates the negative impact of 
ADHD on the life of young people 
with ADHD if not diagnosed and the 
correct intervention put in place. The 
cast will consist of young people with 
ADHD who have attended Phoenix 
ADHD Project. It will be put on at the 
Riverside Theatre, Coleraine in 
March 2017. The drama will be 
recorded and an edited version will 
be used as an education tool at 
schools and other organisation to 
raise awareness and increase 
understanding of ADHD in young 
people. 

2016-
2017 

 

ACNI/14434 Divis Youth Project Divis Divas 

This will be a four month physical 
theatre creative learning project for 
marginalised youth.  Through a 
bespoke, incremental workshop 
programme, the participants will 
develop physical theatre skills, 
storytelling skills and the confidence 
to develop and produce their own 
short film.  The project will give a 
platform to young people living in 
one of NI's communities of multiple 
deprivation.  It will provide them with 
an opportunity to work with 
professional artists to produce 
tangible artistic outcomes over which 
they feel ownership and pride, and 
that develops their confidence and 
ability to connect with and participate 
in further arts activities. 
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2016-
2017 

 

ACNI/14377 
Big Telly Theatre 
Company GlenFest 

We wish to work with farmers in 
North Antrim to develop a festival 
with and for the wider community 
using a range of techniques to find, 
record and share their stories and 
celebrate their way of life. The 
festival will also focus on the 
differences between the lived 
experience of older men in Coleraine 
and in Limavady, all of whom will 
contribute to the festival with visual, 
written and audio material.  
 
The project will be based in a 
creative shop run by the company in 
Cushendall over a 3 month period, a 
space to host formal and informal 
sessions generating material for the 
final celebration. The festival will 
consist of an exhibition, workshops, 
and a series of audio trails made by 
the older men in the Glens, 
Coleraine and Limavady, with the 
support of sound designers, writers 
and a theatre director.   
The audio trails in the Glens will offer 
a unique and intimate insight into the 
relationships between farmers and 
the land, and those created by the 
men in Coleraine and Limavady will 
focus on their experience of the 
urban environment, generating group 
discussions on community 
connections, isolation, the viability of 
rural Men's Sheds and future 
opportunities for collaboration.   

2016-
2017 

 

ACNI/14361 Open Arts Words of Wisdom 

Words of Wisdom will engage older 
people in a series of drama and 
creative writing workshops that will 
promote positive mental health & 
emotional well being through multi 
art form activities and high quality 
artistic product.  
This project is a creative, fun, 
interactive and dynamic approach to 
a collective form of Life Story Work. 
Life Story Work encourages people 
to think about, remember, share and 
record information about themselves 
and is used widely in health & social 
care settings, particularly with 
dementia sufferers. It provides a 
medium for communication that 
promotes self-esteem and well-being 
and safeguards personal identity. It 
also maintains links with familiar 
people, which reduces isolation. 
 
We will work with up to 5 groups of 
older people from community 
settings. Each of the 5 groups will 
receive a series of up to 6 
workshops combining drama and 
creative writing.  
 
The drama will focus on Playback 
Theatre and the 6 Part Story Model.  
The individual and group pieces will 
build up to create an anthology of 
writing to be printed and distributed. 
Having this final collection of work is 
important, again we know this from 
our Larger than Life (and previous 
writing projects), it creates a 
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resource for each of the participant 
groups. 

2016-
2017 

 

ACNI/14360 
Waterside Theatre 
Company Ltd 

Telling Tales Theatre 
Company 

This drama based project will allow 
20 older adults from throughout the 
Derry City and Strabane District 
Council area, to include those from 
areas of high deprivation and rural 
areas, an opportunity to participate in 
meaningful activity to ensure that 
they remain productive, useful and 
contributing members of society.  
The 26 week drama based project 
will incorporate different drama skills, 
dance, music and visual arts to 
create 3 different pieces of original 
theatre. 
The participants will be recruited 
from throughout the Derry City and 
Strabane District Council Area with 
specific targeting of older people 
from areas of high deprivation and 
rural areas within the city, this will be 
done through flyers and the help of 
local Community Groups and Age NI 
who will help to advertise the project 
to ensure that some of the most 
isolated, lonely and deprived older 
people in society can benefit from 
being involved in this project. 

 

2016-
2017 

 

ACNI/14248 
Brain Injury 
Matters 

A Musical about a 
Musical 

'A Musical about a Musical', at Brain 
Injury Matters presents an 
opportunity for adult service users, to 
write, stage and star in their very 
own musical production. A series of 
facilitated workshops will see service 
users engage with the performing 
arts, mixing creativity with humour. 
This project will present a rare 
chance our beneficiaries, across 3 
groups to work together on a 
collaborative project that will include 
many elements of the performing 
arts including music, drama and 
dance. 
 
Culminating in a final performance, 
service users will have the chance to 
perform their locally produced 
musical in front of an audience and 
to share their creativity with the local 
community, family and friends. 

 

2016-
2017 

 

ACNI/13631 
Green Shoot 
Productions 

Delivery of: i) the 
Production phase of 'The 
people of Gallagher 
Street'  ii) the 
Developmental phase of 
'Civil Rights: Then and 
Now' 

Delivery of: 
 
i) the Production phase of 'The 
people of Gallagher Street' involving 
a 6 week community theatre 
workshop programme for 16 
participants (working with community 
partners), a professional and 
community cast in Rehearsals and 
professional Production, at the Mac, 
with 2 community Previews and 
Community Tickets,  
 
and 
 
ii) the Developmental phase of 'Civil 
Rights: Then and Now' in partnership 
with (QUB) and AHRC Connected 
Communities programme, 
undertaking a 'Personal Stories' 
engagement programme which 
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brings together a diverse group of 
individuals/participants e.g. former 
civil rights activists and individuals 
experience social exclusion today 
into one theatre project. 

2016-
2017 

 

ACNI/13591 
Rainbow Health 
Limited 

Multiple Journeys of 
Belonging (Journeys) 

Journeys is a participatory theatre 
project that engages individuals who 
identify as minority ethnic and 
LGB&/T in the development of a new 
piece of theatre about their multiple 
experiences of being from more than 
one minority background in the 
context of Northern Ireland society. 
Members of the Rainbow Project’s 
GEG (Gay Ethnic Group, established 
in 2011) and others will be provided 
opportunities to participate in various 
arts activities enabling them to 
express their identities and articulate 
their own stories. These stories will 
contribute to the development of a 
new script, written by lead artist who 
herself identifies as a minority ethnic 
immigrant Lesbian. Participants will 
be involved in feedback and given 
opportunities to develop new theatre 
and community arts development 
skills directly through volunteering 
with TheatreofplucK and/or the 
Rainbow Project during production. 
The final stages of the project will be 
to ensure that the production 
reaches and engages with 
audiences in both the LGBT, minority 
ethnic as well as wider majority 
ethnic communities in Northern 
Ireland. 

2016-
2017 

 

ACNI/13554 
Ponydance 
Theatre Company 

New Family Show (work 
in progress) 

We seek support to run a period of 
research and development in the 
creation of a family show that tackles 
pertinent issues for children and 
young people surrounding self-
identity, self-esteem and the use of 
technology and the internet, through 
our trademark use of dance, theatre, 
comedy and devised work. 

2016-
2017 

 

163257 Prime Cut 
Productions  

A drama project working 
with 18 – 25 year olds 
across North Belfast who 
are not in mainstream 
education, employment 
or training. 

  

2016-
2017 

 

163124 Border Arts  

Open air drama project 
re-creating 12 of the 
parables and miracles of 
Jesus in a 2 acre site. 

  

2016-
2017 

 

163089 Kabosh Theatre  

A multi-art form play and 
post show discussions 
based on oral archive 
from ex-serving RUC 
Officers and An Garda 
Siochana. 

  

2016-
2017 

 

163129 Solar Theatre  

To educate people 
across all ages the joint 
history of Catholic and 
Protestant communities 
who stood side by side 
in WW1 

  

2016-
2017 

 

163169 Green Shoot 
Productions  

To facilitate extended 
community engagement 
integral to the new 
theatre play "1932: The 
People of Gallagher 
Street” by Gary Mitchell 
and Martin Lynch. A tale 
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of shared heritage of the 
Outdoor Workers Relief 
Strike when Catholics 
and Protestants came 
together for a common 
purpose. 

2016-
2017 

 

163110 Powerstone 
Entertainment 

A touring programme of 
workshops and 
performances aimed at 
community groups built 
around world premiere of 
The Lantern Man a play 
exploring the role of Irish 
Men in WW1. 

  

2016-
2017 

 

163185 Terra Nova 
Productions  

A roadshow that 
provides participants the 
opportunity to 
experience a 45 minute 
immersive performance 
followed by a 45 minute 
interactive workshop 
exploring the real life 
issues of immigrants 
living in Northern Ireland. 

  

2016-
2017 

 

163078 Light 2000  

To deliver 4 
performances of 'The 
Emigrant Woman's Tale' 
with aftershow facilitative 
discussions. 

  

2016-
2017 

 

DJ 

MACHA 
Productions 
/Community Cast  Entitled 

Fionnuala Kennedy /they spoke to 
workers in the social sector and 
people on the street 

2016-
2017 

 

DJ 

local artists 
performing 
alongside the 
Stage Beyond 
Drama Group 
/disability charity 
Destined protest in Bridgend Breaking Down Brexit Campaign 

2016-
2017 

 
LS Stage Beyond Rashomon writer Ronan Carr 

2015-
2016  

 

LS 

The Playhouse 
Community 
Relations outreach; 
Derry City and 
Strabane District 
Council Good 
Relations 
programme Lives Under the Radar 

contains testimonies and truths 
sourced from... the LGBT 
community. Written by Hilary 
McCollum 

2015-
2016  

 

BTO 
Green Shoot 
Productions 

My English Tongue, My 
Irish Heart 

a collaboration between the award-
winning Lynch and... Dr Liam Harte. 
It's Mr Harte's book... on which the 
play is based 

2015-
2016  

 

LS 

Michael Nangle 
and Nadine 
Hegarty, Arts 
Council of Northern 
Ireland 

The Fountain: a Musical 
Play Roy Arbuckle 

2015-
2016 

 

ACNI/13462 Action Deaf Youth Inner Voices 

This project aims to develop a 
creative learning programme for 
Deaf and hard of hearing young 
people, and/or those with the 
experience of having deaf parents. 
The project will use physical theatre 
skills to make theatrical imagery that 
vividly expresses the experience of 
being deaf in a hearing world. 
 
The project will build on a 
breakthrough connection between 
young people from Action for Deaf 
Youth and KIC. Taster physical 
theatre workshops have dispelled 
the prevalent reticence of deaf 
people to work with their hearing 
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counterparts. 
 
The production of a theatrical collage 
would include photographic imagery 
made by a group of deaf teenage 
boys. Photographs would be used as 
a backdrop to the live performance 
and as a stand-alone exhibition. 

2015-
2016 

 

ACNI/13471 TheatreofplucK The GL RY Project 

We seek to produce the European 
premiere of the GL RY project in and 
around The Barracks new queer 
studio theatre and home in the 
Cathedral Quarter in Belfast. This 
exciting interactive production will 
take the form of sound and visual 
installation pieces constructed from 
verbal testimony of people living with 
HIV in Northern Ireland. 
 
Sound installations through 
headphones, torch song cabaret, 
endurance performance installation 
and intimate shared monologues will 
make up an immersive spectacular 
piece to premiere in September, 
culminating in a special convergence 
of performance for Culture Night in 
the Cathedral Quarter’s newest 
cultural space. 
 
Alongside working with renowned 
queer actor/singer and actor/drag- 
cabaret star and HIV activist , we will 
collaborate with ellow founder-
members of Belfast’s famous 
women’s theatre company 
Charabanc, reuniting the group after 
years of successful solo careers. 

2015-
2016 

 

ACNI/13458 
Kabosh Theatre 
Ltd 

Commission play from 
Rosemary Jenkinson 
entitled 'Lives in 
Translation' - honest 
examination of new 
migrants living on 
margins of our society   

2015-
2016 

 

ACNI/13446 
Rainbow Health 
Limited 

Street Beat - Beating 
homophobia, biphobia 
and transphobia using 
Invisible Theatre for 
International Day 
Against Homophobia, 
Biphobia and 
Transphobia 

During the week that International 
Day Against Homophobia, Biphobia 
and Transphobia (IDAHOT) falls, 
16th -22nd May 2016, Northern 
Ireland marks LGBT Awareness 
week. The Rainbow Project in 
partnership with Sole Purpose 
Productions will create and perform 
10 invisible theatre performances in 
10 different locations throughout 
Derry City and Strabane District 
Council and the Causeway Coasts 
and Glens Borough Council during 
this week, using the arts to explore 
current real life experiences for 
LGBT people in this area. Invisible 
theatre is a form of theatrical 
performance that is enacted in a 
public place, seeking never to be 
recognised as theatre.  . 

2015-
2016 

 

ACNI/13093 
Prime Cut 
Productions Ltd The Re-Vision Project 

Re-Vision will engage with 150 
people with Dementia across Belfast. 
 
Workshops will use drama, music 
and visual arts, presenting the 
opportunity for participants to 
engage with different art forms. The 
workshops will be held in 5 different 
communities, providing participants 
the chance of social interaction with 



425 
 

people that they live alongside, 
combating the feelings of isolation 
and loneliness. 
 
By the end of March 2016 we will 
have collected the contributions of 
the participants, and will use this as 
a means of an Advocacy showcase 
event. This will be a collaboration of 
the different art forms that presents 
the participants memories of their 
world, the world they live in today, 
through a unique multidisciplinary 
creative interactive experience. 
 
The showcase strengthens the 
voices of older people by sharing 
their work with the wider community. 
We aim to create a greater 
understanding of the impact of both 
aging and dementia. Taking part in 
the project, the participants will have 
a greater inclusion within their 
communities, having their voices 
heard, which are all too often 
overlooked, resulting in feelings of 
exclusion and marginalisation. 

2015-
2016 

 

ACNI/12605 TheatreofplucK TROUBLE 

We seek to produce the world 
premiere of performance piece 
"TROUBLE" at the MAC in Belfast 
and at Belfast City Hall in November 
and December 2015. This exciting 
interactive production will take the 
form of a performed verbatim 
archive, constructed from interviews 
conducted with members of the 
LGBT community in Northern 
Ireland. This is the culmination of a 
long running project that has been 
previously funded by ACNI in the 
form of an individual artist’s grant for 
the initial research, as well as a 
small grant in 2013 for workshop 
research and development with 
actors, alongside sound and visual 
artists. 

2015-
2016 

 

ACNI/12560 
Brain Injury 
Matters 

Brain Injury Matters 
Drama Workshops - 
Project "Our Stories" - 
Personal Storytelling 
Performance Based on 
Overcoming Challenges 

With a unique style and a fresh 
approach, the Brain Injury Matters 
drama project will be delivered 
through comedy and laughter. 
Facilitated by The CMAC Academy, 
the 2 drama sessions delivered 
weekly to Brain Injury Matters 
service users will seek to deliver 
CMAC's core values of building 
confidence, enhancing 
communication skills and 
encouraging creativity. 
  
Working within the key theme of 'Our 
Stories', service users will be given 
the opportunity to explore various 
aspects of Drama, Music Theatre 
and Movement. From improvisation, 
script writing, devising, performing 
and production, the programme will 
provide a platform for service users 
to bring their stories to life.  

2015-
2016 

 

ACNI/12544 

Colin 
Neighbourhood 
Partnership The Colin Nativity 

Colin Neighbourhood Partnership will 
work in close partnership with 
Partisan Productions to create and 
present a unique and beautiful 
community theatre event involving 
hundreds of local participants 
alongside professional actors and 
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musicians. 
 
The production will be repeated over 
three days at Christmas 2015. From 
The Annunciation at dawn through to 
The Birth, the story of the The 
Nativity will be staged over the 
course of twelve hours at both 
outdoor and indoor venues in and 
around the Colin Community Hub 
and the Dairy Farm Shopping Centre 
on the Stewartstown Road, Belfast. 

2015-
2016 

 

ACNI/12542 
Green Shoot 
Productions 

Lottery Project Funding 
15/16 

Green Shoot Productions seeks 
programme delivery support for 
Phase 2 of a three-phased theatre 
focused community engagement 
programme with community partners 
in North and East Belfast and project 
administrative funding for the 
delivery of Phase 1 and Phase 2.  
Phase 1: researching community 
stories skills based programme 
(programmed funded by HLF), 
Phase 2: practical community theatre 
programme with 36 core participants, 
plus other participatory opportunities.  
Both phases include key 
developmental milestones which 
may lead to further capacity building 
in a Phase 3 (2016-17) enabling the 
development of community theatre 
with professional theatre production. 

2015-
2016 

 

ACNI/12532 
Stage Beyond 
Theatre Company Rashomon 

Stage Beyond is a theatre company 
for young adults with learning 
difficulties.  We run theatre in 
education workshops in schools, 
colleges and day care centres.  
Throughout this project we will be 
working in partnership with the Lyric 
Theatre who will facilitate master 
class workshops for the company in 
the Millennium Forum and in the 
Lyric Theatre. 
 
Our proposed production for 2016 
'Rashomon' is a challenging classic 
which will resonate with the learning 
disabled community.  It explores 
themes such as injustice, neglect 
and being overlooked.  We intend to 
open in the Millennium Forum and 
tour to the Lyric, Belfast and Dublin. 

2015-
2016 

 

ACNI/12471 
Diversity 
Challenges 

Green and Blue: the 
drama (working title) 

Using the stories that have been 
collected as part of the Green and 
Blue project (www.green-and-
blue.org) from former RUC/Garda 
and families as the material on which 
to develop a script for a play. These 
stories are often unheard as those 
from the police and their families 
have a culture of silence. The play 
will help bring out the experiences of 
those who served and their families. 
It will add to the understanding of the 
impact of the conflict and will bring 
this often hidden experience to a 
current day audience. It will also help 
promote storytelling by others from 
the 'police family' 

2015-
2016 

 

ACNI/12473 Cardboard Citizens 

Benefit: UK National 
Touring and 
Engagement Project   

2015-
2016 

 

ACNI/12405 
Green Shoot 
Productions 

‘1932: The people of 
Gallagher Street’ telling 
the incredible story of 

This application is to commission the 
writing of the ‘1932: The People of 
Gallagher St’ which is part of a larger 
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Belfast’s shared history 
in 1932. 

production and community 
engagement project. 

2015-
2016 

 

152974 Big Telly Theatre 
Company  

A programme of 
workshops and a Multi-
Cultural Festival in 
Lurgan.  

  

2015-
2016 

 

152967 

MACHA 
Productions  

Establish a Community 
Theatre Group to 
explore issues of 
sectarianism, racism and 
exclusion.  

  

2015-
2016 

 
152970 Brassneck Theatre 

Company  

Development of a script 
and new play that will 
address CR issues.  

  

2015-
2016 

 

152768 
An Gaelaras 
Limited  

A Theatre production 
about Identity and 
culture.  

  

2015-
2016 

 

152918 

Armagh Rhymers 
Educational & 
Cultural 
Organisation  

Residential to look at 
ways on how to adapt 
the play 'Release' to 
make it more accessible 
to community groups.  

  

2015-
2016 

 

PT 

Centre for 
Contemporary 
Christianity  

1916 - One Hundred  
ears On Philip Orr 

2015-
2016 

 
DJ 

Lilliput Theatre 
Company  

Hospital Care Guidance’ 
sketches  Lilliput devised a series of sketches  

2014-
2015  

 
LM 

Community 
Outreach Group  A drama presentation  

members of the Lough Neagh 
Writers Group 

2014-
2015  

 

BTO 

Cinemagic / 
Stephen Beggs / 
AES / Arthur Cox  a training project ' 

Arthur Cox's own QCs… worked with 
Beggs  

2014-
2015  

 

LS 

Irish Street 
Community 
Association  Piece of Mind   

2014-
2015 

 

ACNI/12407 No More Traffik 

The House , a play and 
interactive theatre 
workshop on sex 
trafficking in Northern 
Ireland 

No More Traffik want to use the arts 
to raise awareness of the issue of 
sex trafficking in communities in 
Northern Ireland.  We believe that 
good quality theatre offers a dynamic 
way to address important issues in 
our communities.  No More Traffik 
have identified Sole Purpose 
Productions as a theatre company 
that consistently produces high 
quality theatre on social issues and 
therefore are the company most 
suitable for this project. 

2014-
2015 

 

ACNI/12060 
The Cedar 
Foundation 

The 'Reassembled, 
Slightly Askew' Audience 
Development Project 

Cedar wants to raise awareness of 
the issues surrounding acquired 
brain injury as widely as possible 
around Northern Ireland. We believe 
the arts to be a highly effective way 
of raising these issues in an 
accessible positive, stimulating way. 

2014-
2015 

 

ACNI/11681 
Big Telly Theatre 
Company Fantasy Hotel 

This project will bring together older 
long stay residents, care staff in 
residential homes and professional 
theatre makers to create a 
participatory immersive piece of 
theatre, which will then tour to other 
residential homes.  Over a two week 
period, residents and care staff in six 
residential homes will work with the 
creative team to develop the main 
characters and storylines for the 
piece, which will then take place with 
an invited audience/participants of 
family, friends and guests in the 
common rooms of the six homes.  
This piece, called Fantasy Hotel will 
then tour to an additional thirty 
residential homes throughout N. 
Ireland, with residents in each home 
complicit as guests and able to 
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influence the narrative.  

 

2014-
2015 

 

ACNI/11609 Kids in Control 

'Piss on Pity' (working 
title)  A new commission 
theatre production by 
KIC's all-ability adult 
ensemble company Blue 
Chevy. 

This project aims to secure an 
exploration and development phase 
that allows for a genuine 
collaboration between disabled and 
non-disabled practitioners and 
consequently to attract new 
audiences. We want to develop a 
unique, professionally devised, multi-
media theatre installation that will 
demonstrate a progressive approach 
to creating an immersive 
environment for live performance. 

2014-
2015 

 

ACNI/11742 
Happenstance 
Theatre Company More than a Flag 

The proposal is to make a 
contribution to the development 
costs of Happenstance's 
presentation in October 2014 as part 
of Belfast Festival at Queens of a 
devised collaborative 
theatre/performance piece in 
partnership with community groups 
and individuals. 

2014-
2015 

 

ACNI/11543 
Stage Beyond 
Theatre Company 

Artistic training for the 
company delivered by 
leading arts 
professionals. 

Stage Beyond is an award winning 
theatre company for young people 
with learning difficulties. This project 
aims to provide artistic training for 
the company by leading arts 
professionals. 
The company plan to develop 
workshops and performances in the 
newly amalgamated Foyleview and 
Belmont special needs school. They 
will produce a show piece for its 
opening and will co-produce 
workshops for 8 - 17 age range. 
Stage Beyond will produce a touring 
production inviting artists and 
facilitators to work alongside them. 
The company will offer promenade 
performances throughout the city. 

2014-
2015 

 

ACNI/11400 

36th Ulster Division 
Memorial 
Association Arts 
and Cultural 
Society A Volunteer's Journey 

In May 2013, in partnership with 
Partisan Productions, the 36th 
(Ulster) Division Memorial 
Association Arts and Cultural Society 
hosted the hugely successful 
Shipyard to the Somme play in 
Connswater Community Centre in 
east Belfast. The majority of the 
shows were sold out and feedback 
has been extremely positive and 
greatly improved audience 
development in working class PUL 
areas. 
 
In order not to lose momentum in 
arts and cultural development the 
36th UDMA are seeking support 
from the Arts Council to develop a 
theatre based educational resource 
which will bring to the life the 
thoughts, aspirations and 
motivations of an Ulster Volunteer 
from 1912- 1914. Social, industrial 
and political history will be 
interwoven in the performances. The 
performance will tour for a week in 
August, locations are Belfast, 
Maiden City Festival, Enniskillen, 
Cookstown and Portadown. 

2014-
2015 

 

ACNI/11211 
Unionist Centenary 
Committee Answering Ulster's Call 

The UCC has recently secured 
monies to develop cultural and 
heritage projects in unionist areas 
across NI. It will concentrate on 
those unionist areas of Northern 
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Ireland that have traditionally been 
marginalised through their 
geographical and political isolation, 
mainly in the rural areas of western 
Northern Ireland and the border 
regions. The Committee will engage 
with individuals and groups formed 
within these areas to design a 
programme that incorporates the 
Irish story but will also have a strong 
local perspective. 
 
The project will also design and 
deliver a number of high profile 
events that will seek to bring the 
various disparate groups together, 
reduce duplication and will act as a 
focal point for the marginalised 
Unionist community. 

2014-
2015 

 

ACNI/11310 
East Belfast 
Partnership A Better Boy 

The Project is to support the staging 
of John the play A Better Boy in the 
Strand Arts Centre on 13 April to 
showcase this work as a follow 
through on investment associated 
with the Brussels Platform. 

2014-
2015 

 

142511 
Spanner in the 
Works Theatre 
Company 

Play focusing on racial 
hate crime in NI, 
exploring associated 
issues and cultural 
awareness with 
community groups. 

  

2014-
2015 

 

142397 
Heel and Ankle 
Community 
Theatre Company 

An original piece of 
theatre consisting of 
short performed 
narratives relating to 
contemporary issues 
affecting the Greater 
Shankill Road and 
communities close by. 

  

2014-
2015 

 

142477 Terra Nova 
Productions 

An intercultural theatre 
production with 
community workshops 
exploring themes of 
immigration and 
intercultural 
relationships.  

  

2014-
2015 

 

142476 Festival of Fools 
Ltd 

Project using street 
theatre to promote 
positive messages 
around ethnicity and 
diversity. 

  

2014-
2015 

 

142410 
In Your Space 
Carnival of Colours 
2014 

‘International Street 
Theatre Festival’ 
promoting cultural 
diversity. 

  

2014-
2015 

 

142464 NW Playhouse Ltd 

Theatre performance 
aiming to promote 
discussion and reflection 
around the Northern 
Ireland conflict and its 
impact on individuals 
and communities.  

  

2014-
2015 

 

142555 Kabosh Theatre 

Delivering a play to eight 
community groups 
looking at issues of 
dealing with the past. 

  

2014-
2015 

 

142552 
Stravaganza 
Production 
Company 

Project bringing divided 
communities together to 
reduce sectarianism 
racism and intolerance 
through music and film 
presentations, 
discussions and 
performance around the 
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themes of inclusion and 
diversity. 

2014-
2015 

 

142442 Partisan 
Productions 

CR Week Event aiming 
to raise awareness and 
appreciation for the 
different ethnic 
communities living in 
Belfast.  

  

2014-
2015 

 

142689 
Ballynafeigh 
Community 
Development 
Association  

Community relations 
production aiming to 
highlight the role of 
grassroots peace-
building and its impact 
on communities and 
individuals. 

  

2014-
2015 

 

142359 The Nerve Centre 

Cross-community 
workshops based on the 
theme of bonfires 
leading to a production 
of a temple and a public 
light performance. 

  

2014-
2015 

 

142671 Creggan 
Enterprises Limited 

To deliver six 
professional 
performances of 
DENIZEN by Dave 
Duggan with subsequent 
facilitated discussions on 
issues raised. 

  

2014-
2015 

 

142706 
The Spectrum 
Centre (Greater 
Shankill 
Partnership) 

To commission a 
thought‐provoking play 
for communities across 
Belfast to attend and 
participate in two 
workshops reflecting on 
the issues that arose 
within the play. 

  

2013-
2014  

 

NL 

The Spectrum 
Centre (Greater 
Shankill 
Partnership) Crimea Square 

Written by local people Sally 
Cochrane, Johnny Dougan, Albert 
Haslett and Jacqueline Nicholson  

2013-
2014  

 

TT 

The Patrician 
Players are a 
community theatre  The Freedom of the City  Brian Friel 

2013-
2014  

 

IR 

Twin Tradition 
Initiative promoted 
by Carrick-on-
Shannon Heritage 
Group Turas 

written and directed by Robert 
Forshaw 

2013-
2014 

 

ACNI/10950 

Andersonstown 
Community 
Theatre 

Andersonstown 
Community Theatre. The 
Bus Run 

The project is for a group of older 
people to create a play and perform 
this.  It is based on a play previously 
performed by the chair of the group 
but this project is to build on this and 
involve many others in its delivery.  
The final showcase will be performed 
in Feile 2014 for which they have 
received a guarantee.  This 
performance will include the 
intergenerational element of the 
project. 

 

2013-
2014 

 

ACNI/10880 

WMT -- On the Air 
(Wireless Mystery 
Theatre) 

Under the Hand of God: 
Inside the Downshire 
Hospital (Working Title) 

This site-specific project will combine 
promenade theatre with music to 
create an evocative and moving 
experience for the audience, 
allowing them to connect with some 
of the true-life stories of patients that 
resided in the hospital. 
 
The long-term patients of the 
psychiatric wards in the Downshire 
Hospital have recently been moved 
to Dundonald Hospital. As a result, 
many of the wards lie empty. Now 
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that Down District Council have 
moved in to use up some of this 
space, it is the perfect time to work in 
collaboration with the council to 
celebrate one of Downpatrick's most 
important and culturally significant 
buildings. 

2013-
2014 

 

ACNI/10577 

County Down 
Rural Community 
Network Senior Drama Project 

We want to improve the quality of life 
of elderly disadvantaged and 
isolated people across Down District 
and equip them with the confidence 
and skills they need to cope in times 
of stress, loneliness, transition and 
changes such as bereavement and 
loss 

2013-
2014 

 

ACNI/10071 
Stage Beyond 
Theatre Company 

Stage Beyond 
Programme of Activities 
2013/13 

The company will host workshops, 
on a Monday and Tuesday. They will 
deliver a weekly pop up theatre tour 
around the City. The company will 
host a monthly Wednesday 
masterclass workshops, inviting 
various arts practitioneres to lead, 
this will be open to all. The company 
will run throughout the year each 
Wed/Thurs/Fri an extensive outreach 
theatre in education programme in 
schools. The company plan to have 
a creative residential to begin the 
development of their next tourning 
show.This show will be launched in 
the Millennium Forum in June and 
will then go on tour throughout 
Ireland. 

2013-
2014 

 

121901 Etcetera Theatre 
Company 

Development support 
programme aimed at 
enabling the group to 
address good relations 
issues through theatre. 

  

2013-
2014 

 

132052 Green Shoot 
Productions 

Theatre play with 
education and outreach 
workshops exploring 
issues of victims and 
survivors. 

  

2013-
2014 

 

132107 Kids In Control 

Theatre based 
programme exploring 
cultural diversity.   

2013-
2014 

 

131996 Big Telly Theatre 
Company 

Project engaging older 
people in examining CR 
issues through drama 
and performance. 

  

2013-
2014 

 
132025 In Your Space International Street 

Theatre Festival.   

2013-
2014 

 
132058 Write2Perform Arts 

Initiative 
Pre-theatre workshops 
exploring beliefs and 
traditions. 

  

2013-
2014 

 

132160 Tinderbox Theatre 
Company 

A series of workshops 
exploring community 
relations issues arising 
in the production of 
'Summertime'. 

  

2013-
2014 

 

132171 
Stravaganza 
Production 
Company 

Project bringing divided 
communities together to 
reduce sectarianism, 
racism and intolerance 
through residential 
workshops, 
performances and an 
exhibition on the theme 
of 'A sense of place and 
belonging'. 

  

2013-
2014 

 

132014 Cathedral Quarter 
Arts Festival 

Arts festival showcasing 
multi‐cultural 
performances and 
promoting Belfast City 
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Centre as a shared 
space. 

2013-
2014 

 

132045 
36th Ulster Division 
Memorial 
Association 
Cultural Society 

Play seeking to examine 
key historical events, 
their long term impacts 
on community relations 
and cultural identity and 
to promote dialogue 
between different 
communities. 

  

2012-
2013  

 

LT 

Peace III, Drumalis 
conference centre, 
the Tuesday 
Group, Larne 
Council  

1912- A Hundred Years 
On 

written by local historian Philip Orr 
and Jesuit priest Alan McGuckian 

2012-
2013  

 

LS 

the communities of 
Derry~Londonderry 
and Iona. Colmcille Pageant Written... by international artists 

2012-
2013  

 

LS 

The Pride of the 
Orange and Blue 
Flute Band 

The Pride of the Orange 
and Blue Flute Band Production and outreach programme  

2012-
2013  

 
LS 

staged at 
Ebrington The Siege Musical Jonathan Burgess  

2012-
2013 

 

ACNI/9670 
Unionist Centenary 
Committee 

Home Rule from a 
Unionist Perspective 
through Drama.   

2012-
2013 

 

ACNI/9329 

Cookstown and 
Western Shores 
Area Network 
(CWSAN) Peace by Piece 

The project will devise an original 
musical/drama script. It will use a 
participatory appoach and will use 
humour to address complex social 
issues. 
 
Using participative drama 
workshops, 20 young people from 
the minority and majority community 
will collectively explore issues of 
diversity and intercultural 
relationships. Specific topics such as 
belonging, inequality and power will 
be explored 
 
The workshops will draw upon the 
personal experiences of the 
participants paying attention to their 
different perspectives.  The 
workshops will be based on an 
understanding of the importance of 
critical thinking and the need to 
challenge stereotypes and the use of 
humour and laughter to address 
changes as active citizens.  
 
The workshops will start with an 
idea, which will develop into a script 
and will end with a performance by 
young people for young people and 
adults. After the performance there 
will be a facilitated workshop with the 
audience. 

2012-
2013 

 

ACNI/8916 

36th Ulster Division 
Memorial 
Association Arts 
and Cultural 
Society 

'Strawfoot! Hayfoot!' A 
new drama production in 
partnership with Partisan 
Productions Theatre 
Company. 

In close partnership with Partisan 
Productions, the 36th Ulster Division 
Memorial Association and Cultural 
Society propose to create and stage 
a high profile and innovative theatre 
production exploring a central 
element of Unionist history, 
mythologhy and conciousness: the 
creation of the 36th Ulster Division, 
the nature and meaning of their 
sacrifice at the Somme and how 
those few days in July 1916 continue 
to shape our contemporary  society. 
The production will be supported by 
an extensive programme of drama 
based educational events exploring 
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the content and themes of the play 
and involving communnity and youth 
groups across N. Ireland. 

2012-
2013 

 

ACNI/8722 
Stage Beyond 
Theatre Company 

Stage Beyond 
Programme of Activities 
2012/13   

2012-
2013 

 

ACNI/8616 
Peninsula Healthy 
Living 

Cuan Craic - Verbal Arts 
Project 

We believe that an audio drama 
project is an ideal medium for 
developing confidence and skills 
amongst older people as well as 
creating an excellent platform for 
older people to have their voice 
heard. Audio performance negates 
issues of mobility and as scripts can 
be read and recordings are edited, 
mistakes become irrelevant. Yet it is 
the perfect way to reach large 
numbers of audience in many 
different settings, through the 
mediums of radio, the web and 
simply playing a CD. We aim to work 
with three professionals in the field to 
help ensure a quality experience for 
all and a quality outcome in the form 
of a slick, interesting and 
entertaining audio book/drama 
programme that all involved can be 
proud of. 

2012-
2013 

 

ACNI/8652 
Unionist Centenary 
Committee 

Home Rule from a 
Unionist Perspective 
through Drama 

As a Committee representing a cross 
section of Unionism we want to 
encourage community involvement 
in commemorating the deeds of our 
forefathers as we enter a decade of 
unionist centenaries.  
 
In line with this aim we propose to 
create a theatre based educational 
resource which will bring to life the 
thoughts, aspirations and 
motivations of three key figures in 
early 20th century Unionism: Sir 
Edward Carson, James Craig (1st 
Viscount Craigavon) and Colonel 
Frederick Crawford.  
 
Using biographical and historical 
details on the characters and period 
we will develop a layer of improvised 
and scripted material which will be 
rehearsed and performed by a small 
pool of actors at a series of public 
events over the course of the year 
2012-2013.  
 
We believe that this project will allow 
us to engage large audiences in a 
lively and informative exploration of 
the significant events and 
personalities which shaped the early 
decades of the last century and 
which continue to colour 
contemporary relationships.  
 
It is our intention that this project, 
and the resource which it represents, 
will make a clear contribution to the 
development of mutual 
understanding within and between 
our communities and help to develop 
a shared recognition of both the 
implications and consequences of 
what happened and the fact that 
different perceptions and 
interpretations can co-exist. 
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2012-
2013 

 

ACNI/8648 
The British Deaf 
Association 

Exploring Arts, Culture 
and Drama in Sign 
Language   

2012-
2013 

 

121616 Festival of Fools 
Ltd 

International Street 
Theatre Festival 
exploring themes of 
diversity.  

  

2012-
2013 

 

121720 Prime Cut 
Productions 

Theatre Production 
exploring the impact of 
the Peace Walls in 
Belfast.  

  

2012-
2013 

 

121878 Aisling Ghear 
Theatre Co 

Play - examining key 
historical figures from 
both traditions that have 
impacted on the 
development of the Irish 
Language. 

  

2012-
2013 

 

121901 Etcetera Theatre 
Company 

To prepare a short 
business/development 
plan for the theatre 
company and hold a 
script development day. 

  

2012-
2013 

 

121611 Big Telly Theatre 
Company 

Arts based community 
relations programme 
aiming to promote 
dialogue and 
understanding between 
differing communities. 

  

2012-
2013 

 

121600 Christ Church 
Parish 

To produce theatre 
workshops addressing 
the legacy of the 
movement of Protestants 
from the west bank of 
Derry. 

  

2012-
2013 

 
121660 In Your Space  International Street 

Theatre Festival.    

2012-
2013 

 

121883 

The Spectrum 
Centre (Greater 
Shankill 
Partnership) 

Community play 
exploring events in 
Northern Ireland's 
history. 

  

2012-
2013 

 

121841 North West Play 
Resource Centre 

Theatre performance 
exploring the impact of 
the conflict on victims 
and survivors. 

  

2012-
2013 

 

121752 Tinderbox Theatre 
Company 

Outreach programme to 
accompany a new play 
exploring issues within 
contemporary Northern 
Ireland Society. 

  

2012-
2013 

 

121783 
Spanner in the 
Works Theatre 
Company 

To create a play 
focusing on human 
trafficking in Northern 
Ireland and explore 
associated issues and 
cultural awareness with 
communities and 
schools. 

  

2012-
2013 

 

121484 
Fermanagh 
Voluntary Welfare 
Support Group 

Newsletter boat trip, 
autumn respite, AGM 
and meetings, bus trip, 
festival of remembrance, 
theatre trip. 

  

2012-
2013 

 

121630 Ladies Friendship 
Group 

Respite trips to Titanic 
Museum, theatre and 
meal, New Year Get 
Together, matinee event 
and administration and 
management costs. 

  

2012-
2013 

 
121659 

Aughnacloy 
Comrades Support 
Group 

Respite trips to Bantry 
Bay and theatre.    

2012-
2013 

 
000714 

North West Play 
Resource Centre - 
T/A The Playhouse 

(Theatre of Witness) 
This project will 
introduce the “Theatre of 
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Witness” model to N 
Ireland / Border 
Counties. The project 
will address the legacy 
of violence through the 
medium of drama. The 
project will work with 
target groups to gather 
personal and collective 
stories and through the 
community dialogue two 
original productions will 
be created and will tour 
throughout the North 
West and County 
Donegal. Following each 
play the audience will be 
directly involved in 
discussion with the 
director and participants 
of the play.  

2012-
2013 

 

032299 Smashing Times 
Theatre Company  

(The Memory Project) 
The Memory Project is 
an innovative arts 
programme using 
drama, theatre and a 
television documentary 
to deal with the past and 
build pathways for the 
future and to promote 
peace, reconciliation and 
mutual understanding in 
N. Ireland and the 
Southern Border 
Counties. The project 
has three inter-related 
strands all using 
processes of drama, 
theatre and television to 
deal with the past history 
of conflict and to work 
collaboratively with a 
range of communities 
including young people 
and adults to build new 
pathways for a peaceful 
future. Strand One uses 
storytelling and dramatic 
performances to 
acknowledge and deal 
with the past. Strand 
Two involves the 
creation of a 
Reconciliation, Equality 
and Human Rights 
Drama Workshop with 
schools, youth groups 
and communities to 
promote anti-racism; 
anti-sectarianism; 
conflict resolution; 
equality and human 
rights. Strand three 
involves the production 
and broadcast of the 
entire project process as 
outlined above for 
National television in the 
creation of a 
professional one hour 
television documentary. 

  

2012-
2013 

 

121714 Feile An Phobail  
Drama performance 
examining the prominent 
dates in Northern 
Ireland's history. 
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2012-
2013 

 

121587 
Stravaganza 
Production 
Company 

Project bringing divided 
communities together to 
reduce sectarianism, 
racism and intolerance 
through facilitated 
workshops and 
exhibition. 

  

2012-
2013 

 

121686 Green Shoot 
Productions 

The presentation of the 
play which explores the 
current state of Ulster 
Unionism and Loyalism 
through the prism of Ian 
Paisley's Life with 
accompanying outreach 
programme. 

  

2012-
2013 

 

121655 Place of Victory for 
All Nations 

Exhibitions and 
performances of the 
various cultures 
represented in Belfast. 

  

2012-
2013 

 

SL 

Lyric Theatre, 
Belfast /Ulster-
Scots Agency Pat & Plain Dan Gordon  

2011-
2012 

 

ACNI/7673 
Prime Cut 
Productions Ltd 

The Mersey Street 
Project 

The Mersey Street Project was born 
out of a desire for Prime Cut to build 
on the Outreach  work they had 
achieved to date developing it 
further. Since 2007 our 
PARTICIPATE Programme has 
created innovative exciting  
Community Theatre Projects that 
push the boundaries of what can be 
achieved, both in terms of personal 
development and the development of 
our society  
 
The project is an integration of three 
groups, each located in designated 
TSN areas - Dee Street, 
Knocknagoney Community Centre 
and the Polish Association of 
Northern Ireland. Participants will be 
male,  female, of different ages and 
from different religious backgrounds.   
It is intergenerational, cross-cultural  
and cross community in the sense 
that it will bring a Catholic 
Community together with two 
Protestant Communities from East 
Belfast, promoting Good Relations  

2011-
2012 

 

ACNI/7334 
Ransom 
Productions Ltd 

Production of 'Both 
Sides of the Story', Oct - 
Nov 2011 

Two new, contrasting one-act plays 
from local writers focus on similar 
material from differing perspectives: 
exploring differences/similarities of 
ex-paramilitary families, their 
divided/shifting loyalties and inter-
generational tensions inherent in 
political/cultural transition.  Set in 
post-conflict Belfast and a rural, 
border community, Both Sides of the 
Story is an innovative/bold attempt to 
interrogate contemporary politics 
from both sides of the rural/urban, 
intergenerational and cultural 
divides. 
 
The accompanying outreach 
programme promotes respect for 
shared history, and exchanging 
old/new stories across cultural 
divides and generations.  Ransom 
will partner for the first time with 
Crescent Arts Centre. 

2011-
2012 

 

ACNI/7067 
Waterside Theatre 
Company Ltd 

Arts Development 
Programme 

Based at the Waterside Theatre with 
associatin outreach work, this 
programme will run from August 
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2011 to June 2012.   
 
The projects will create meaningful 
opportunities for children, young 
people and adults who would not 
normally have access to artistic 
provision, particularly those with 
disabilities and those from areas of 
social and economic deprivation, to 
develop artistic, social and education 
skills whilst promoting mutual 
understanding through inter-cultural 
dialogue. 
 
The programme will develop 
effective arts based initiatives and 
enhance our capacity to support 
local communities, underscoring our 
recognition of the long-term benefits 
of developing skills, awareness and 
appreciation of the arts. 

2011-
2012 

 

ACNI/7053 
Ransom 
Productions Ltd 

Both Sides of the Story 
(Commission) 

RANSOM has secured verbal 
commitments and intends to 
commission, should this application 
be successful, to write two one-act 
plays exploring similar themes but 
looked at from very different 
perspectives.  
Both Sides of the Story is a double-
bill of pieces which tackle similar 
issues from decidedly difference 
perspectives. They are 'sister' pieces 
which contrast each other. One is set 
in an urban setting, one in a rural 
border community. One family is 
from a traditionally loyalist culture, 
the other nationalist.  One by a writer 
in their 60s, the other by a young 
writer. These contrasts allow 
audiences from across NI to 
examine their own perceptions and 
latent prejudices. It is envisaged that 
the production will be accompanied 
by a community outreach 
programme that will bring people 
from different backgrounds and 
diverse communities together to 
explore the significant themes raised 
in the two plays in a storytelling 
initiative. 

 

2011-
2012 

 

ACNI/7274 
TIDES Training 
and Consultancy 

Connecting Cultures 
Summer School - 
Corrymeela 

1. To design & create an arts 
programme for 40 adults and young 
people tailored to the interests & 
abilities of each participant over 5 
days that will culminate in a 
showcase. 
2. To develop artistic skills and a 
network of relationships that can be 
sustained and expanded after the 
summer school ends. 
3. To introduce young people to 
puppet making from introductory arts 
& crafts through to a final production. 
4. To explore the journey from 
storytelling through to performance 
5. To skill participants in rhythm & 
singing with a choir . 
6. To produce scenery & props for 
final production. 
7. To train some participants in stage 
management. 
8. To produce a variety showcase 30 
minutes) with music & drama 
performances from the adults, and 
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music & puppet theatre from the 
children contributions from 
participants from the Connecting 
Cultures project taking different roles 
within the production. The audience 
will be approximately 90 people. 

2011-
2012 

 

ACNI/6916 
Sole Purpose 
Productions 

Theatre Lab Project / 
Young People and 
Domestic Violence 
Theatre Project 

Theatre Lab Project 
 
- Sole Purpose will run four Theatre 
Labs throughout the year. There will 
be two in May / June and two in 
November / December 2011. 
- Two of these workshops will be for 
up to eight writers who are actively 
working on scripts. They will be 
asked to submit an extract of no 
more than four pages. These will be 
photocopied and distributed on the 
day. At the workshop there will be 
four professional actors present, a 
guest writer / director and the Artistic 
Director of Sole Purpose as the 
support facilitator. Each script will be 
read by the actors and then 'stood 
up'. The actors will act out the 
extracts so the writers can see their 
work being physicalised. This will be 
followed by feedback from the guest 
facilitator, actors and other writers. 
Suggestions will be made for 
development of the script and 
possible production routes to take. 
- The other two workshops will be for 
one full script (one script on each 
day). One full length script will be 
selected to be work shopped with a 
professional writer / director, actors 
and producer. 
- The writer will receive feedback 
and suggestions for development 
from all those present. 
 
Young People and Domestic 
violence Theatre Project 
 
- Sole Purpose will work in 
partnership with Foyle Women's Aid 
to develop a play on domestic 
violence that is relevant to young 
people, particularly young women. 
The play will use the tired and tested 
Don't Say A word as a basis to work 
from. 
-The artistic director will research the 
play through interviews with young 
women who are connected with 
Foyle Women's Aid. 
- A young professional actress will 
be employed to perform and tour the 
play. 
- The play will tour schools, colleges 
and youth centres in the North West 
and across Northern Ireland in 
February / March 2012. 
- The tour will reach disadvantaged 
areas in Derry, Strabane and Belfast. 
- In the developing and promoting of 
the play we will build on partnerships 
with Foyle Women's Aid, Cookstown 
and Dungannon Women's Aid, 
Strabane District Council, Ballymena 
Women's Aid, Fermanagh 
Community Safety Partnership and 
Belfast District Policing Partnership. 
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2011-
2012 

 

111000 Festival of Fools 
Ltd 

International street 
theatre festival aiming to 
encourage greater use 
of shared public space. 

  

2011-
2012 

 

111096 Ransom 
Productions 

Forum theatre with 
associated outreach 
sessions exploring 
community relations 
issues in Northern 
Ireland post-conflict. 

  

2011-
2012 

 

111125 Place of Victory for 
All Nations 

Exhibitions and 
performances of the 
various cultures 
represented in Belfast. 

  

2011-
2012 

 

111288 Prime Cut 
Productions 

Theatrical production 
exploring the 
demographics of East 
Belfast from 1912-2012. 

  

2011-
2012 

 

111326 Green Shoot 
Productions 

Three new works by 
local playwrights 
exploring-1 post-conflict 
Northern Ireland with 
accompanying outreach 
programme. 

  

2011-
2012 

 

111057 Partisan 
Productions 

Forum Theatre 
Production addressing 
interdependence in rural 
areas and the 
development of shared 
rural spaces. 

  

2011-
2012 

 

111261 Tinderbox Theatre 
Company 

Outreach Programme to 
accompany a new play 
exploring issues within 
contemporary Northern 
Ireland Society. 

  

2011-
2012 

 

SOT 
The Playhouse, 
Holywell Trust  We Carried Your Secrets 

American director had taken real life 
stories of victims and edited them 
into a drama 

2010-
2011  

 

LS 

Jonathan Burgess, 
of Blue Eagle 
Productions Exodus Revisited 

oral histories, which will provide first-
hand accounts of the events... used 
to create a new hard-hitting and 
important theatre production. A 
committee of volunteers will provide 
ongoing community input into the 
development of the play to ensure 
the accuracy and authenticity of the 
script.  

2010-
2011 

 

ACNI/6886 
Spanner in the 
Works 

My life is pathetic 
(working title) 

This project will tour 10 schools and 
10 community centres across 
Northern Ireland.   
We will perform this production to 
schools and community groups, with 
the schools we will provide 
workshops alongside the production 
and when we can we will provide 
workshops with community groups. 

2010-
2011 

 

ACNI/6632 Kids in Control As if.... 

As if...... 
An intensive, advanced and 
specialised physical theatre peer 
leadership and skills training 
program for 'all ability' marginalised 
youth. 
 
As if... has a dual track approach 
specially designed to provide new 
challanges for 14 experienced 
learning disabled young people from 
the groundbreaking Box of Stars 
project, and an opportunity to 
introduce and support the personal 
development of up to 10 new recruits 
from marginalised backgrounds. 

2010-
2011 

 

ACNI/6651 
Partisan 
Productions 

Touring Theatre 
Production - 'The 

In close partnership with Rural 
Community Network and Ulster 
Young Farmers' Clubs Partisan 
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Agricultural Show', 
Summer 2011. 

Productions proposes to create a 
touring theatre production combining 
elements of music, song, comedy, 
drama, pantomine and forum theatre 
techniques to be presented to 
audiences attending agricultural 
shows across N. Ireland during 
Summer 2011. 
With each performance the audiene 
will be invited to intervene in the 
action, to comments on the material 
and to develop and clarify story-lines 
and situations, offering an innovative 
and lively experiment in popular 
theatre and involving new layers of 
rural young people and community 
agencies in an engaging creative 
process. 

2010-
2011 

 

ACNI/6324 
Big Telly Theatre 
Company 

Spring Chickens Take 
Off! 

Big Telly has broken new ground 
with its innovative theatre work with 
older people, having just completed 
a two year programme called Spring 
Chickens, funded by The Atlantic 
Philanthropies 'Ageing Programme' 
which aimed to increase creative 
expression and engagement within 
the older community and challenge 
typical perceptions about their 
potential. The programme engaged 
3,496 older people and consisted of 
drama, skills development and 
intergenerational workshops, and 
professional theatre performances in 
sheltered housing schemes and 
theatre venues. 
The Spring Chickens '07/09' 
programme concluded on 3 October 
2009, when 322 older people 
performed simultaneously in five 
professionally produced theatre 
shows, in Belfast, Derry, Omagh, 
Coleraine and Armagh. With a 95% 
capacity audience totalling 1, 464 
and a live internet web-streamed 
audience of 3, 312 people from 68 
cities in 14 countries, each of the 
shows staged a very different piece 
of theatre. The ambitious nature of 
the programme attracted 
considerable media attention and 
successfully challenged perceptions 
about older people. 

2010-
2011 

 
ACNI/6492 

Prime Cut 
Productions Ltd The Demeter Project   

2010-
2011 

 

ACNI/6234 
Sole Purpose 
Productions Did You Come By Boat? 

Sole Purpose aims: 
- to examine and raise awareness of 
the ethnic minority experience in NI 
in an engaging, innovative and 
entertaining manner. 
- to provide information creatively on 
the issues involved in the integration 
of ethnic minority communities and 
the local 
catholic/nationalist/republican and 
protestant/unionist/loyalist 
communities. 
- to create a professional production 
that will encourage talent and raise 
standards of local artists. 
- to develop new audiences by 
targeting ethnic minority 
organisations. 
- to engage working class and 
marginalised communities. 
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- to encourage an appreciation of 
cultural diversity. 

2010-
2011 

 

ACNI/5927 
Stage Beyond 
Theatre Company 

Peer-facilitated 
workshops 

Stage Beyond is an award winning 
Theatre Company for young adults 
with learning disabilities. The 
company will deliver an extensive 
range of peer-facilitated workshops 
to take place in the North West 
College of Further and Higher 
Education. These workshops will run 
over a three month period and will 
culminate in a performance. The 
company will begin in January to 
plan co-ordinate and implement a 
festival for young people with 
learning disabilites to take place in 
June 2011. The Festival will host a 
series of masterclass workshops 
open to the public. During this time 
the company will also produce in 
collaborton with arts practioners a 
joint theatre production, which will 
tour throughout Northern Ireland. 

2010-
2011 

 

ACNI/6033 
Patchwork 
Productions 'Our Ma' 

- Productive partnership between 
professional artists and members of 
the community. 
- Develop skills within the community 
- personal, social, artistic. 
- Raise the profile of a rural theatre 
as a community resource. 
- Forge positive relationships and 
through the medium of the arts 
provide a dramatic interpretation of 
an important event in the life of the 
community. 

2010-
2011 

 

ACNI/6081 
TIDES Training 
and Consultancy 

Connecting Cultures 
Summer School, 
Corrymeela 

1. To continue to develop positive 
intercultural relationships between 
40 adults and young people. 
2. To develop performance skills. 
3. To train some participants in script 
writing. 
4. To skill participants in percussion. 
5. To produce scenery and props for 
final production. 
6. To train some participants in stage 
management. 
7. To produce a short play (30 mins) 
with participants from the Connecting 
Cultures project taking different roles 
within the production. The audience 
will be approx. 90 people. 

2010-
2011 

 

ACNI/5881 
The Lyric Theatre 
(NI) 

Education and Outreach 
Projects 

To deliver education/outreach 
programme during closing period of 
the Lyric Theatre. 

2010-
2011 

 

91056 
Smashing Times 
Theatre Company 
Ltd 

Drama to raise 
awareness of the issues 
surrounding 
sectarianism and racism. 

  

2010-
2011 

 
100081 Festival of Fools 

Ltd  
International street 
theatre festival.    

2010-
2011 

 

100586 Contemporary 
Christianity NI Ltd 

Research and 
composition of a script 
presenting a two-hour 
theatre dramatisation of 
the history of 1911 - 
1914 in Ireland. 

  

2010-
2011 

 

100655 Kabosh Theatre  
Community Theatre 
project aiming to 
promote awareness of 
CR related issues. 

  

2010-
2011 

 
100033 Children in 

Crossfire  
Forum street theatre 
exploring diversity.   

2010-
2011 

 
100417 Tinderbox Theatre 

Company 
Workshops to 
accompany new plays 
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exploring issues within 
contemporary NI society. 

2010-
2011 

 

100514 Tinderbox Theatre 
Company 

Delivering drama 
performances that will 
reach out to those who 
have been affected by 
the Northern Ireland 
conflict 

  

2010-
2011 

 

100590 Together in Music  

Cross-community drama 
workshops focusing on 
myths and traditions of 
the two main cultures in 
NI. 

  

2010-
2011 

 

100259 
Short Strand 
Historical & Drama 
Society 

Develop a play about the 
events of the 27th June 
1970, and a series of 
public debates about the 
impact it had. 

  

2010-
2011 

 

100151 Blue Eagle 
Productions  

To research create and 
produce a play about the 
Exodus of Protestant 
people from the River 
Foyle area in 
Londonderry during the 
early years of the 
Troubles. 

  

2010-
2011 

 

100474 Sole Purpose 
Productions 

To research and develop 
a script on the ethnic 
minority experience in 
NI. 

  

2010-
2011 

 

100416 Ransom 
Productions 

Outreach project aimed 
at men with experiences 
of the conflict exploring 
cultural identity, 
sectarianism and shared 
experiences. 

  

2010-
2011 

 

100167 
Pride of the 
Orange and Blue 
Flute Band 

Create a play to break 
down stereotypes of 
loyalist bands and their 
members. 

  

2010-
2011 

 

BT 

Spanner in the 
Works community 
theatre company / 
Healthy Minds  Life Goes On 

Patricia Downey... scripted the play 
after spending time with people 
involved with Mindwise 

2009-
2010  

 

LS 
Tinderbox Theatre 
Company  Sleep Eat Party 

Verbatim theatre production based 
on interviews with young men and 
women across Northern Ireland... 
scripted by writer Damian Gorman. 

2009-
2010 

 

ACNI/5303 
Sole Purpose 
Productions See No Evil 

Sole Purpose will tour 'See No Evil' - 
a portrayal of elder abuse across 
Northern Ireland for 14 performances 
for World Elder Abuse Awareness 
week in June 2010.  The tour will be 
developed in partnership with 
community groups and organisations 
working to protect vulnerable adults. 
 
This professional production 
explores the issue of elder abuse in 
a dynamic and engaging way.  It 
successfully toured to community 
venues in Derry Londonderry in 
October 2008 and was highly 
appreciated.  Target audiences will 
include all those working with older 
people, hospital staff, carers, 
students of social work, older 
people's groups and the general 
public. 

2009-
2010 

 

ACNI/5191 
Terra Nova 
Productions 

Our stories about Belfast 
and Hong Kong. 

For this project TNP is bringing 
professional English and Cantonese 
artists together from drama, 
animation, puppetry and music to 
collaborate in new ways. Our theme 
is environmental; our stories about 
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Belfast and Hong Kong. 
Advised by NI experts we will also 
work with animation students, 
schools and community groups to 
involve NI English and Cantonese 
speakers in development, artistically 
and educationally.  This mutually 
enriching experience will result in 
bilingual showcases, workshops and 
research across NI. 
This work will be the foundation for a 
planned international cross-cultural 
and cross-art form co-production 
with Chung Ying Theatre in 2011. 

2009-
2010 

 

ACNI/4646 

EPIC (Ex-
Prisoners' 
Interpretative 
Centre) 'A Reason to Believe'   

2009-
2010 

 

ACNI/4710 
Ransom 
Productions Ltd Six Country Stories 

In this application, Ransom seeks 
funding for: 1 Project & 2 
Commissions. 
 
Six County Stories 
Six County Stories, is a new theatre 
programme created in co-operation 
with rural communities.  Using a 
technique known as verbatim 
theatre, the project will be developed 
with people from wider framing 
community of Northern Ireland.  To 
be developed & staged in non- 
traditional venues & schools, it will 
explore the lives and times of the 
farming community, a section of 
society not normally given a voice 
within the arts.  In particular, stories 
of the older and younger generations 
will be given attention; our aim is to 
create a piece of work which 
captures & ultimately preserves a 
sense of place, culture and identity 
with resonates with all people from 
Northern Ireland. 
 
National Anthem 
Ransom has secured the verbal 
commitment of this high profile to 
write his first stage play.  Bateman is 
one of Northern Ireland's most 
successful artists; his novels make 
bestseller lists worldwide, and 
legions of fans are drawn to his witty, 
sharp, edgy storytelling.  As a 
playwright, Bateman has enormous 
potential.  His ability to draw from 
local turns of phrase, and convert it 
into universally appreciated writing, 
strongly suggests that he will be an 
interesting writer to develop for the 
stage.  Ransom are delighted with 
the chance to further an artist of 
Bateman's calibre - that he wants to 
extend his practice into new genres, 
and that he wants to do it with a 
Northern Irish based company is 
very exciting. 
 
The Doughboys 
The piece of theatre Mitchell intends 
to create for Ransom is The 
Doughboys; a feel good swing 
musical, set in 1940's Belfast when 
the GI's came to town, & Belfast was 
experiencing the intense 
shockwaves of their influence in 
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music, culture, sexual behaviour and 
ethnicity.  US involvement in WW2 is 
highly documented and much 
explored.  What is not so explored is 
their two year period of 'waiting' in 
the North of Ireland for the D-Day 
landings.  The Americans, or 
'doughboys', as they were called by 
locals, stepped ashore at Dufferin 
Quay in 1942 - just seven weeks 
after Pearl Harbour.  They were to 
stay two years and have profound 
impact on Northern Irish people.  
This new piece of 'music theatre' is a 
welcome sight in this environment of 
economic hardship. 

2009-
2010 

 

ACNI/4672 

Replay 
Productions 
Limited 

Production of a new 
Theatre work "Chatter" 

Award winning Replay Productions is 
dedicated to creating theatre that is 
both educational and entertaining for 
schools students throughout 
Northern Ireland. Inspired by the 
Bamford Review on mental health, 
published in 2007, we propose to 
create a new theatre work entitled 
"Chatter" (working Title) for 
secondary schools specifically 
targeting 13 to 15 year olds (key 
stage three/four) exploring 
adolescent mental health. 
Specifically, to honour the 'voice', 
representation, sensitivity and 
complexity of this issue the process 
that we will utilise to create a 
verbatim docu-drama, featuring three 
actors. "Chatter's" intention is to 
honour the specificity of the young 
people's mental health experiences 
by directly using their voices. 

2009-
2010 

 

ACNI/4707 
Stage Beyond 
Theatre Company 

Series of peer-facilitated 
workshops. 

Stage Beyond is an award winning 
Theatre Company for adults with 
learning disabilities.  The company 
will deliver an extensive series of 
peer-facilitate workshops, to take 
place in the North West College of 
Further and Higher Education in 
Derry.  These workshops will run 
over a three month period and will 
culminate in a showcase night of 
talent.  The company will in January 
begin to plan, coordinate and 
implement a festival for young 
people with learning disabilities to 
take place in June 2010.  The 
Festival will host a series of 
specialist masterclass sessions.  
During this time Stage Beyond will 
also produce in collaboration with 
Big Telly Theatre Company, a joint 
theatre production, which will tour 
throughout Northern Ireland. 

2009-
2010 

 
ACNI/4360 

Open Door Theatre 
Group 

Open Door Outreach 
Project   

2009-
2010 

 

90043 Tinderbox Theatre 
Company 

Programme of Drama 
outreach workshops 
examining post conflict 
society in NI.  

  

2009-
2010 

 
90524 Ransom 

Productions 
Theatre production 
aiming to address CR 
issues 

  

2009-
2010 

 

90526 
Smashing Times 
Theatre Company 
Ltd 

Anti-sectarianism 
Training for professional 
facilitators and Drama 
Facilitators 

  

2009-
2010 

 
90682 Ballynafeigh 

Community 
Promoting Shared Living 
and Cultural Diversity 
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Development 
Association 

through a week long 
programme of events 
including a high profile 
Youth Theatre Project 
and Shared 
Neighbourhood Policy 
Conference 

2009-
2010 

 

91056 
Smashing Times 
Theatre Company 
Ltd 

Drama to raise 
awareness of the issues 
surrounding 
sectarianism and racism 

  

2009-
2010 

 

90202 Children in 
Crossfire 

Forum Theatre based on 
workshops exploring 
people living in a diverse 
and sometimes divided 
city. (Part of CR Week.) 

  

2009-
2010 

 
90967 North West Play 

Resource Centre 
Theatre performance 
and post-discussion "We 
Carried Your Secrets" 

  

2009-
2010 

 
90823 Tinderbox Theatre 

Company 

Workshops and play 
exploring community 
relations issues 

  

2009-
2010 

 
91054 Tinderbox Theatre 

Company 
Workshops and play 
exploring community 
relations issues 

  

2009-
2010 

 

00714 
North West Play 
Resource Centre 
T/A The Playhouse 

This project will 
introduce the ‘Theatre of 
Witness’ model to 
Northern Ireland/Border 
Counties. The project 
will address the legacy 
of violence through the 
medium of drama. The 
project will work with 
target groups to gather 
personal and collective 
stories and through the 
community dialogue two 
original productions will 
be created and will tour 
throughout the North 
West and Donegal. 
Following each play the 
audience will be directly 
involved in discussion 
with the director and 
participants of the play. 
Derry/Donegal 

  

2009-
2010 

 

90947 Green Shoot 
Productions  

50th Anniversary 
production of Over The 
Bridge coupled with 
education outreach and 
Trade Unions 
programme 

  

2009-
2010 

 
90029 Handful 

Productions 
WW1 Shared History 
Project   

2009-
2010 

 
90788 Kreative 

Konnectionz 
Play exploring different 
cultural backgrounds   

2009-
2010 

 

90850 Ballycastle Nativity 
Group 

Drama project aiming to 
develop and support 
community relations in 
Ballycastle area 

  

2009-
2010 

 
DBL   Moses - The Musical 

Written... by members of Garvaghy 
Parish Church 

2008-
2009 

 

ACNI/3698 
Kabosh Theatre 
Ltd 

'This is What we Sang' 
(working title of Jewish 
Memory Project) 

Kabosh Theatre respectfully 
requests funding from the ACNI's 
Lottery programme for its Jewish 
Memory Project. 
 
This project encompasses extensive 
community-based oral histories 
culminating in the creation and 
professional production of a new full-
length script to be performed at the 
Belfast Synagogue. 
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Kabosh has commissioned 
playwright to respond to the 
recorded stories and create a 
narrative in the form of a dramatic 
script which will celebrate the role of 
the Jewish community within the 
history and future of Belfast city. 
 
The play will be designed to appeal 
to local audience, but also tour 
across the RoI and UK. 

2008-
2009 

 

ACNI/3680 

Educational 
Shakespeare 
Company 

Mickey B - 15 Drama 
Workshops 

ESC has produced the first feature 
film with a British maximum security 
prison.  This film Mickey B is a 
modern adaption of Macbeth that 
has already garnered international 
critical acclaim.  This project will use 
Mickey B as the basis of a series of 
15 drama workshops for young 
people.  The workshops will focus on 
the young people translating and 
updating Shakespeare to find his 
relevance for them today.  The 
materials used in these workshops 
and the outcomes and responses of 
the students will then be used to 
create an educational resource 
around Macbeth/Mickey B.  This 
information will be available in a 
DVD package, along with the film.  
Workshops will be provided free of 
charge to schools in targeted areas 
of geographical disadvantage. 

2008-
2009 

 

80500 

Tinderbox Theatre 
Company 

A programme of drama 
outreach workshops 
focused on community 
relations. 

  

2008-
2009 

 

80044 

The Fellowship of 
Messines 
Association 

A play to highlight the 
100th anniversary of “The 
Doffer’s Strike” and the 
struggle for female 
emancipation. 

  

2008-
2009 

 

80353 East Belfast Titanic 
Festival 

A drama production 
within the East Belfast 
Titanic Festival exploring 
issues around the 
Somme and its impact 
on the people of Ireland. 

  

2008-
2009 

 
DJ Stage Beyond Carmen    

2008-
2009 

 

80550 Kids In Control 

A theatre production, 
with young adults from 
the two main 
communities, exploring 
issues of Identity. 

  

2008-
2009 

 

80697 Grand Opera 
House Trust 

Educational and 
awareness raising 
ancillary event at 
Northern Ireland 
Premiere of The Bomb 
theatre Production. 

  

2008-
2009 

 

80712 Green Shoot 
Productions 

World premiere 
production of Chronicles 
of Long Kesh coupled 
with arts education and a 
Community outreach 
initiative. 

  

2008-
2009 

 

80924 Partisan 
Productions 

Forum Theatre 
Production addressing 
difficulties faced by 
community workers in a 
Shared neighbourhood. 

  

2008-
2009 

 
80805 Handful 

Productions 
Performances of ‘Nathan 
the Wise’ bridging gaps 
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between Judaism, Islam 
and Christianity. 

2008-
2009 

 

80780 Belfast Voices  

A community play 
bringing together a 
diverse range of 
communities. 

  

2008-
2009 

 

80438 Four Swans  

Cross-community public 
theatre event aimed at 
promoting partnership 
and co-operation 
between members of 
differing communities. 

  

2008-
2009 

 

70687 Tinderbox Theatre 
Company 

A series of workshops 
and a showcase event 
involving minority ethnic 
communities in a 
theatrical production. 

  

2008-
2009 

 
80710 Tyrone West 

Phoenix Group 

An evening of drama to 
tell the history of the two 
World Wars. 

  

2007-
2008 

 

ACNI/2616 
Tinderbox Theatre 
Company 

Verbatim Theatre Project 
& New Writing 
Commissions 

TINDERBOX VERBATIM THEATRE 
PROJECT is a highly contemporary, 
challenging theatre project about life 
in a rapidly changing Northern 
Ireland.  Based on interviews with 
100 people of all ages and cultural 
backgrounds, and dramatised, the 
innovative production will touch on 
perceptions of identity, displays of 
shared belief, and our sense of 
'home'. 
 
TINDERBOX NEW WRITING 
COMMISSIONS will enable the 
company to offer its unique expertise 
in script development to two of our 
finest theatre writers to produce new 
works of international class for 
audiences in Northern Ireland. 

2007-
2008 

 
70916 Sole Purpose 

Productions 
Additional Core Funding 
Support   

2007-
2008 

 
70912 Partisan 

Productions 
Additional Core Funding 
Support   

2007-
2008 

 
70913 Tinderbox Theatre 

Company 
Additional Core Funding 
Support   

2006-
2007 

 

ACNI/0875 

York Island Arts 
and Heritage 
Association Liberty Days 05/06 

We wish to develop a two day 
"Liberty Days" event which 
incorporates Community 
Dramatization, Traditional Music, 
New Music, Dance and Arts for 
children. 
 
Working with both local and outlying 
groups including Orange Lodges, 
cross-community Living History 
Groups, Schools, Church and 
Community Groups, we wish to 
develop- from blue-print to 1st 
edition -  a lively and inclusive festive 
occasion which develops the arts at 
local level and allows people to take 
ownership of one of the most 
complex and conflictual moments in 
the history of this island.  
 
Our project foresees the creation of 
a fully staged dramatization with 
appropriate costuming and carefully 
dressed open air spaces for staging. 
 
The various groups participating in 
the event would work through the 
winter and spring with a drama 
development expert and director to 
develop a series of dramatic 
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dialogues which centre on the events 
of the '98. The groups will also 
become a forum which contributes to 
shaping the Festival. It will last from 
Friday night to Saturday night with 
collateral small arts events. 
 
Our Association foresees the 
development of the project in 2007-8 
to include at least one other centre 
where the events of the '98 were of 
major relevance. 

2006-
2007 

 

05/0490  Tinderbox Theatre 
Company  

Exploration of sensitive 
community relations 
initiatives through drama 
and associated 
workshops  

  

2006-
2007 

 

05/0542  
Tinderbox Theatre 
Company  

To hold an outreach 
programme of 
community based 
theatre celebrating the 
cultural traditions of 
black and minority ethnic 
communities throughout 
Northern Ireland.    

2006-
2007 

 

05/0989  

Spanner in the 
Works Theatre 
Company 

A drama production 
addressing the legacy of 
the Troubles and long 
lasting effects on 
communities.    

2006-
2007 

 

06/0393  Tinderbox Theatre 
Company  

Production of a play and 
facilitated workshops 
exploring sensitive 
issues existing in 
Northern Ireland society 
today  

  

2006-
2007 

 

05/0469  
Tinderbox Theatre 
Company  

A theatre project to 
stimulate innovative 
intercultural arts project 
between ethnic 
communities or arts 
organisations and local 
communities.    

2006-
2007 

 

05/1023  
Something 
Different Theatre 
Group  

A process of cross 
community dialogue on 
the current political 
situation to inform a 
drama production.  

  

2006-
2007 

 

06/0342  

Dubblejoint 
Theatre Company 
Limited  

To stage a play written 
by Gary Mitchell called 
‘Remnants of Fear’ 
which addresses the 
issues surrounding 
paramilitary activity in 
Northern Ireland 
communities.    

2006-
2007 

 

05/1005  Big Telly Theatre 
Company  

Theatre production 
bringing together 
members of the minority 
ethnic community to 
explore issues of cultural 
history and identity 

  

2006-
2007 

 

05/0226  Together in Music  

Production and 
performance of a theatre 
piece examining the 
issues of emigration and 
identity  

  

2006-
2007 

 

05/0227  Together in Music  

Theatre production 
aimed at exploring 
issues of shared history 
and common 
experiences 

  

2006-
2007 

 
05/0948  Ballynafeigh 

Community 
Production of a play 
exploring issues 
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Development 
Association  

surrounding community 
relations. 

2006-
2007 

 

06/0510  Green Shoot 
Productions  

An educational outreach 
project associated to the 
themes and issues 
raised in the production 
of a new play “Holding 
Hands at Paschendale” 
by Martin Lynch.  

  

2006-
2007 

 

05/1014  
Charles Wood 
Summer School 
Management 
Committee 

Series of workshops and 
performances exploring 
church services of 
different denominations.  

  

2006-
2007 

 

05/0261 
Conway St 
Community/ 
Enterprise Project 
Ltd  

Performance and 
discussions challenging 
commonly held beliefs 
surrounding the conflict 
in Northern Ireland.  

  

2006-
2007 

 
05/1011  ‘Piping Hot’  

Series of workshops and 
performances exploring 
cultural diversity.  

  

2005-
2006 

 

ACNI/0885 
Kabosh Theatre 
Ltd 

New Work 2 - Production 
of new play 

Kabosh is seeking a grant to 
produce a World Premiere 
Production of the Waiting Room in 
partnership with the old Museum 
Arts Centre in Belfast before touring 
across Northern Ireland . 
 
As part of Kabosh's commitment to 
creating access to theatre 
performance the production will take 
place outside of theatre venues and 
in public spaces. The first 
performances in Belfast (before 
going on tour) will take place in St 
Patrick's Community Church Hall in 
one of the most disadvantaged 
wards in North Belfast. 
 
The production is a community 
based initiative encouraging 
members of the public to share their 
stories as part of an evening 
storytelling. As part of a commitment 
to contesting space and 
repossessing it for the public gaind 
access to the Arts Kabosh seeks a 
small New Works Lottery Grant to 
continue to develop and devise this 
piece of performance storytelling for 
audiences in Northern Ireland in 
Spring 2006 and to tour their work to 
local community venues to develop 
audiences and access to theatre in 
Northern Ireland.  
 
The Company has already 
undergone a period of research and 
development for the production 
working with actors to create and 
devise the final production. 
 
The production represents an 
opportunity for Kabosh to invest and 
further develop local Northern Irish 
Practitioners as well as creating local 
employment for individual artists. It 
also provides an opportunity to 
produce new innovative exciting 
theatre performed in public spaces to 
encourage participation and 
accessibility. 

2005-
2006 

 

ACNI/0842 

North West Play 
Resource Centre 
(The Playhouse) 

Produce and tour 
"Family Affair" 

The Playhouse is applying to New 
Work Category 2 to produce and tour 
"Family Affair". 
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The Play is based on the book, 
"Bloody Sunday The Families Speak 
Out (Pluto Press, 2005).  The book 
comprises a series of interviews with 
families of Bloody Sunday victims, in 
which they are asked about their 
experiences and feelings of Bloody 
Sunday, the Saville Inquiry, and the 
anticipated Saville Report.  The book 
charts the highs and lows of their 
year of campaigning, their pain, 
frustration and persistency, and their 
experiences of being in the media 
spotlight. 
 
The production will go into rehearsal 
during April 2006, and the Director, 
will work with the actors over a five 
week period to devise and rehearse 
the book into a drama production.  
The play will open during May 2006 
with a week run at The Playhouse 
and a two week tour of theatres and 
community venues in Northern 
Ireland and beyond. 
 
Auditions will be held for acting roles, 
and 8 actors will perform the play.  
Other personnel required by the 
production will be Producer, 
Composer, Lighting Designer, Set 
Designer, Costume Designer, Sound 
Designer, Workshop Community 
Relations Worker, Tour Manager, 
Stage Manager and Technician. 

2005-
2006 

 

ACNI/0880 
Stage Beyond 
Theatre Company Drama Workshops 

Stage Beyond seeks to continue to 
train adults with learning difficulties 
who have already demonstrated an 
aptitude for drama. Northern Ireland 
does not have a dedicated adults 
with learning difficulties professional 
theatre company. Stage Beyond 
actors research, devise and tour 
shows as well as offering 
accompanying workshop packages. 
We propose to offer theatre training 
in the following art forms. 
 
-Dance 
-Voice 
-Physical theatre 
-Sound technique 
-Music 
-Set Design 
-Stage Management 
-Lighting 
-Directing 
-Facilitation Skills 
-Script Writing 
 
All of the above would take the form 
of intense master classes with 
practitioners from throughout the UK. 
Thereby offering access to artists 
previously unavailable to people in 
the North West with learning 
difficulties. Through such an 
intensive and innovative training 
programme we would then progress 
onto a touring performance piece of 
dance/drama theatre. 
 
The company is unique in that it has 
already demonstrated the skills, 
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talent and confidence of actors with 
learning difficulties to an audience 
wider than the usual friends and 
family. This broadening of audience 
base continues to be an important 
aspect of the company's work. 

2005-
2006 

 

ACNI/0869 
Spanner in the 
Works Rural meets Urban 

RURAL MEETS URBAN 
 
After the huge success of rural 
theatre last year, Spanner in the 
works project RURAL meets URBAN 
will work with 10 groups, 5 rural and 
5 urban (list attached). Rural meets 
Urban will provide 10 workshops to 
each group (ie. Puppetry, mime 
drama, devising, dancing, arts and 
crafts, stage fighting. Rurla and 
urban groups will be paired together 
i.e Shankill-Crossmaglen and they 
will come to perform end project in 
both areas. 
After working with RURAL theatre 
and having visiting groups to rural 
performance the feedback showed a 
need and demand for this project to 
go forward and bring urban and rural 
cross-community together.  
Spanner in the works theatre 
company brings groups from all over, 
to their own production but this 
would be a step forward in getting 
the groups to work together in each 
other communities. 

2005-
2006 

 

ACNI/0574 
Island Youth 
Theatre LAP: Stepping Stone 

AIMS: This project aims through a 
thoughful, yet disciplined and 
intensive programme, to provide the 
access, support and platform for 
marginalised (particularly learning 
disabled) young people, to prepare 
for participation as creative equals in 
a truly inclusive full scale IYT youth 
theatre project in 2006 (which will 
culminate in a full scale performance 
in the Kids in Control Theatre 
Festival in North Belfast in March 
2007). This project has been 
designed to act as a stepping-stone 
for marginalised young people. 

2005-
2006 

 

ACNI/0388 
Tinderbox Theatre 
Company 

Access to Excellence 
(2005) 

Tinderbox Theatre Company's 
"Access to Excellence" project is a 
strategic initiative based on a vision 
of culturally diverse participation in 
the arts in Northern Ireland. 
The project aims to: 
Develop participative and 
performance projects that respect 
and celebrate the cultural traditions 
of black and minority ethnic 
communities in Northern Ireland. 
Respond to the needs of playwrights 
at every stage of development 
through a range of innovative new 
writing schemes. 
Invest in the artists of the future 
among black and minority ethnic 
communities, who are currently 
under represented in the performing 
arts in Northern Ireland. 
Achieve excellence across a wide 
variety of new writing forms 
appropriate for the diverse cultures 
which make up contemporary 
Northern Ireland. 
Emphasising both "access" and 
"excellence", the main activities of 
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the project will be led by two highly 
specialised professionals: 
Outreach Director will develop a 
versatile programme of workshops to 
be carried out among black and 
minority ethnic communities, and 
with young people in particular, 
leading to a series of collaborative 
inter-cultural performance events. 
Literary Manager will provide a 
unique skills development programe 
for writers and storytellers from all of 
the communities involved in the 
project. 
Over the course of the twelve 
months the project will benefit a 
minimum of 7400 people, employed 
approximately eighty artists and 
providing high quality services 
throughout Northern Ireland that 
respond to the needs of the outreach 
and writing sectors. 

2005-
2006 

 

ACNI/0439 
Arts for Older 
People Network 

"Learning to Microwave" 
(2005) 

"Learning to Microwave" 
 
The project is intended to raise 
awareness of issues affecting older 
people and their carers and to 
promote arts by, with and for older 
people. It will have two strands. The 
action strand will take the form of a 
piece of community theatre. It will be 
devised and written with the help of 
frail older people over the age of 75 
and their carers, living in an urban 
area ( Ballysillan ) and in a rural area 
( Ballycastle ). The research strand 
will explore good practice in arts for 
and with elderly people in the UK, 
the Republic of Ireland and America. 
The two strands will come together 
at a seminar for elderly people, 
carers and decision-makers at which 
the research will be published and 
disseminated to policy-makers, arts 
practitioners, the elderly and those 
who care for them. The piece will be 
performed in Ballysillan and in 
Ballycastle and at least 2 other 
community venues. The Arts for 
Older People Network have 
consulted members about the value 
and design of the project and the 
views of the ACNI Community Arts 
Officer have also informed this 
application. 

2005-
2006 

 

ACNI/0157 
Partisan 
Productions 

Multi-Annual Programme 
Application 

Confessions of a Justifies Sinner 
A major theatre production in Ulster-
Scots, based on James Hogg's 
classic tale of pre-destination and 
political violence.  Intended to 
support the perception of Ulster-
Scots culture as an inclusive cultural 
process and created in partnership 
with the Verbal Arts Centre, L'Derry 
 
Justfied Sinner is a large scale, 
intensively developed, production 
which incorporates a variety of 
educational and outreach 
programmes and brings together a 
coalition of partner organizations 
 
Key area of work 2: Research and 
Education 
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Belfast Community Theatre 
contributes to raising public 
awareness of cultural and political 
developments through innovative 
educational processes. 
 
The vehicle for delivering our core 
community theatre programme will 
provided by our creation, in 
partnership with Ballynafeigh 
Community Development 
Association, of the International 
Social Theatre Laboratory.  Due to 
be launched officially in late January 
at QUB , the first years programme 
has been agreed and will provide the 
template for a further two years of 
very focused work. 
 
International Social Theatre 
Laboratory (2005-06) 
 
Productions: 
Vote Gatecrasher! (Autumn 2005) 
An entertaining political parable, 
Vote Gatecrasher! Is a musical 
drama inspired by the decision taken 
by Rathcoole Musical Collective to 
run young candidates in the fraught 
local election contests of the mid 
1980's, and deals directly with issues 
around young people and political 
education.  The research and 
performance is intended to provide 
material for an extensive workshop 
programme, and for an 
accompanying publication.  The 
production is aimed at young voters. 

2005-
2006 

 

ACNI/0103 
Spanner in the 
Works 

Multi-Annual Programme 
Funding Application 

Feb 2005-April 2005 Rural Theatre 
workshops with 8 community groups 
in Northern Ireland.  
April 2005-June 2005 
HELLO DOES ANYONE CARE 
This project is a play addressing 
issues in both sides of our 
communities, some of the legacy of 
peace both social and politically.  
Issues relevant in the communities 
that will be addressed: drugs, 
punishment beatings, bullying, drink, 
suicide, teenage pregnancy, death, 
looking at stereotypes. 
This play will be young adults from 
both sides of the community; they 
will research and work on devising 
and production of this project. 
This play to last about 30 minutes 
will then be performed to 10 different 
communities across Belfast.  We will 
then invite other groups to these 
performances e.g. the Simon 
community (women's group) Short 
Strand suicide awareness group 

2005-
2006 

 

50451 
Spanner in the 
Works Theatre 
Company 

A drama production 
which will address the 
legacy of the troubles 
and long lasting effects 
on communities  

  

2005-
2006 

 

50490 Tinderbox Theatre 
Company  

Exploration of sensitive 
community relations 
initiatives through drama 
and associated 
workshops  

  

2005-
2006 

 
50532 Blue Box Theatre 

Co.  
Performance of play 
“Darkie” preceeded by 
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workshop discussions on 
the issues facing 
immigrant workers in 
Northern Ireland  

2005-
2006 

 

50796 
Spanner in the 
Works Theatre 
Company  

Urban to Rural – a 
cross-community drama 
based workshop series 
on peacebuilding themes  

  

2005-
2006 

 

50176 
Dubblejoint 
Theatre Company 
Limited  

Theatre production 
called 'The Session' 
which explores the Irish 
culture and the tradition 
of Irish music  

  

2005-
2006 

 

50469 Tinderbox Theatre 
Company  

A theatre project to 
stimulate innovative 
intercultural arts project 
between ethnic 
communities or arts 
organisations and local 
communities  

  

2005-
2006 

 

50765 
Dubblejoint 
Theatre Company 
Limited  

Series of drama 
workshops focusing on 
culture, diversity, 
equality and community 
relations issues  

  

2005-
2006 

 

40428 Island Youth 
Theatre  

A drama production 
catered to the individual 
needs of participants 
and to raise the profile of 
Island Youth Theatre  

  

2005-
2006 

 
40455 Crossfire Trust  

A community drama and 
music celebration on 
Halloween evening  

  

2005-
2006 

 

40481 Calms  
A project targeted at 
young men using the 
medium of sport, music, 
drama and travel  

  

2005-
2006 

 
50453 Firinne  

A dramatisation of one 
family's campaign for 
truth and justice  

  

2005-
2006 

 

50467 
New Belfast 
Community Arts 
Initiative  

Cross-cultural project 
using arts - 
drama/dance/ art 
exhibitions/ community 
festivals – for exploration 
and articulation of 
identity within and 
between a range of 
minority community 
groups  

  

2005-
2006 

 

50384 Handful 
Productions 

Exploration of 
community relations 
issues through the use 
of drama 

  

2005-
2006 

 

40168 Together in Music  
The production of a 
conflict based drama 
based on prejudice and 
bigotry  

  

2005-
2006 

 
50177 Together in Music  

Drama project aimed at 
addressing community 
relations issues  

  

2005-
2006 

 

50231 Sole Purpose 
Productions  

Production of a play with 
interactive workshops 
based on the theme of 
trust recovery  

  

2005-
2006 

 

40277 Ageing Well Roe 
Valley  

Support towards the 
production of a play 
highlighting and 
examining community 
relations issues  

  

2005-
2006 

 
50229 Together in Music  

Event aimed at 
highlighting the positive 
role minority ethnic 
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communities play in the 
Omagh area  

2005-
2006 

 

40631 Bannside 
Community Group  

A programme play 
therapy for children 
exploring issues of law 
and order  

  

2004-
2005 

 

271/2004 
Spanner in the 
Works 

Rural Theatre and 
workshops project 

Rural Theatre  Due to the demand of 
previous projects such as playing 
with theatre 1, 2, 3 never say never 
and let them have the future  
Spanner in the Works project Rural 
Theatre- to work with 8 groups from 
small villages around Northern I 

2004-
2005 

 
04/0359 Tinderbox Theatre 

Company  

An outreach programme 
of community based 
workshops  

  

2004-
2005 

 

04/0471  Big Telly Theatre 
Company  

A drama project aimed 
at exploring issues of 
stereotyping and 
discrimination with 
members of the 
Travelling community 

  

2004-
2005 

 

04/0576  
Spanner in the 
Works Theatre 
Company 

A series of drama 
productions for women 
from different 
backgrounds to address 
social concerns 

  

2004-
2005 

 

04/0733  
Spanner in the 
Works Theatre 
Company 

A community based 
drama project aimed at 
examining community 
relations issues with 
participants from 
differing communities. 

  

2004-
2005 

 

04/0215  
Dubblejoint 
Theatre Company 
Ltd  

Theatre production 
exploring issues of 
racism, identity and 
people’s search for a 
place in the world 

  

2004-
2005 

 

04/0396  SAVER/NAVER  

A series of respite trips 
for members finishing 
with attendance at a 
cross community theatre 

  

2004-
2005 

 

04/0128  Something 
Different  

A drama production 
illustrating the 
experience and 
aspirations of women in 
Belfast today 

  

2004-
2005 

 

04/0312  Ulster Association 
of Youth Drama  

Workshops involving 16 
– 25 year olds exploring 
cultures in Northern 
Ireland 

  

2004-
2005 

 
04/0145  Spanner in the 

Works  

A cross-community 
drama project examining 
issues of stereotyping 

  

2004-
2005 

 

04/0275  Kilcranny House  
A peace drama 
workshop to develop a 
new drama looking at 
recent peace issues 

  

2004-
2005 

 
04/0223  Mitchelburne 

Parent Club  
An exploration of local 
culture through a lecture 
and short drama 

  

2004-
2005 

 
04/0229  Handful 

Productions  

Production and 
performance of a drama 
relating to CR issues 

  

2004-
2005 

 
04/0168  Together in Music  

The production of a 
conflict drama based on 
prejudice and bigotry 

  

2004-
2005 

 

04/0455  Crossfire Trust  

A community drama and 
music celebration on 
Halloween evening to 
help integrate members 
within the wider 
community 
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2004-
2005 

 

04/0481  Calms  

A project targeted at 
young men using the 
medium of sport, music, 
drama and travel  

  

2004-
2005 

 

04/0277  Aging Well – Roe 
Valley  

Support towards the 
production of a play 
highlighting and 
examining community 
relations issues 

  

2004-
2005 

 

03/0735  Gilnahirk/St 
Colmcille’s  

The production of a play 
called ‘Waiting’ followed 
by facilitated Inter 
Church Group dialogue 
around issues raised 
such as paramilitary 
violence, reconciliation 
and forgiveness 

  

2004-
2005 

 

04/0438  Kids in Control  
The amalgamation of 
three different groups 
into a full-scale 
production 

  

2004-
2005 

 

04/0118  North West Play 
Resource Centre 

A performance of the 
adaptation of ‘Lundy’s 
Downfall’ followed by 
facilitated discussion 
with the audience 

  

2004-
2005 

 
BNL Rainbow Factory  Deep Water. writer Mark Westbrook  

2004-
2005 

 

SL The Playhouse  

Exploring Conflict 
Through Drama' cross-
community performance 
project.   

contemporary plays… Frank 
McGuinness, Brian Friel, Martin 
Lynch 

2003-
2004 

 

86/2003 
Stage Beyond 
Theatre Company 

The project seeks to 
train people with learning 
disabilities who have 
already demonstrated an 
aptitude for drama so 
that they are enabled to 
present i 

The project seeks to train people 
with learning disabilities who have 
already demonstrated an aptitude for 
drama so that they are enabled to 
present issue based dramatic pieces 
to an integrated audience of disabled 
and non-disabled people. 

2003-
2004 

 

90/2003 
Spanner in the 
Works 

Cross community theatre 
company promoting 
women in theatre 

After two years funding from access 
grant for playing with theatre the 
success is unbelievable.  We started 
(playing with theatre) for women 
groups we now have teenage groups 
and young groups from aged 8 
upwards interested in Spanner in the 

2003-
2004 

 

03/0160  
Spanner in the 
Works Theatre 
Company 

‘Playing with Theatre 3’ - 
event to bring 
communities together on 
a common ground 
through drama. 

  

2003-
2004 

 

03/0235  
Spanner in the 
Works Theatre 
Company 

‘Never Say Never’- a 
series of drama 
workshops and plays 
looking at issues 
affecting communities in 
Northern Ireland. 

  

2003-
2004 

 

00/0464  Old Museum Arts 
Centre  

‘Cultural Diversity 
Project’ - a theatre 
project that will seek to 
engage Ethnic Minority 
Groups to educate the 
private and public 
sectors about issues of 
racism. 

  

2003-
2004 

 

02/0325  Belfast Community 
Theatre  

‘Holy Cross’ - production 
of a drama looking at the 
issues raised by the Holy 
Cross school dispute in 
North Belfast. 

  

2003-
2004 

 

02/0347  Spanner in the 
Works Theatre 
Company 

‘Agnes of God’ - a short 
play highlighting issues 
affecting women across 
a variety of themes 
including religion, 
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identity, health and other 
related issues. 

2003-
2004 

 

03/0387  

Ballynafeigh 
Community 
Development 
Association  

Forum theatre project 
looking at the realities of 
living in a mixed 
community. 

  

2003-
2004 

 

03/0598  Old Museum Arts 
Centre  

Series of satellite events 
promoting debate and 
discussion around a 
theatre production 
entitled ‘Protestants’ . 

  

2003-
2004 

 

03/0348  Greengraves 
Drama Group  

‘Rainbow Valley’ - a 12 
month series of weekly 
workshops using drama 
and music therapy to 
examine different 
themes through issue 
based work. 

  

2003-
2004 

 

03/0120  
North Eastern 
International 
Exchange Group 

Masakhane Project - 
using drama to bring 
peace issues to the 
community. 

  

2003-
2004 

 
03/0513  Relatives for 

Justice  
Youth drama and art 
project.    

2003-
2004 

 
02/0274  Replay 

Productions Ltd  

‘The Millies’ - a drama 
about child labour in the 
19th century. 

  

2003-
2004 

 
03/0338  

Drama in 
Hand/Handful 
Productions 

Production of four plays 
on identity.    

2003-
2004 

 
SL DubbelJoint  Peadar O'Donnell  

written and narrated in song and 
words by Joe Mulheron 

2003-
2004 

 
BNL 

Tinderbox Theatre 
Company  Vote! Vote! Vote! 

Annie McCartney, Damian Gorman, 
Don McCamphill et al 

2003-
2004 

 

BNL 

Stratagem, the 
Electoral 
Commission, 
Laganside 
Corporation, 
Tinderbox Theatre 
Co 

VOTE, VOTE, VOTE - 
student responses 

six schools presented plays they 
have devised... in response to Vote 
Vote Vote 

2002-
2003  

 
BNL   

The History of An Island 
Off Northern Ireland Jo Egan, Martin Lynch 

2002-
2003 

 

01/0213 Belfast Community 
Theatre  

Letters from Algeria Tour 
– A piece of theatre and 
a series of workshops 
looking at the war-torn 
community of Algiers 
using letters found in the 
area 

  

2002-
2003 

 

01/0118 Tinderbox Theatre 
Company 

‘Flight’ – theatre 
production and 
workshops looking at 
sectarian forced 
evictions 

  

2002-
2003 

 

01/0207 Belfast Community 
Theatre 

‘Militiaman’ – a play 
about the psychological 
effects of living with 
conflict 

  

2002-
2003 

 

01/0370 

Community 
Theatre 
Association of 
Belfast 

Establishment of support 
base – series of cross-
community workshops 
and residentials 

  

2002-
2003 

 

02/0251 
Centre Stage 
Theatre Company 
Ltd 

‘Soldiers of the Queen’ – 
A play looking at the 
participation of Irish 
soldiers in the Boer War 

  

2002-
2003 

 

02/0334 The Lyric Players 
Theatre 

Series of ancillary events 
to run alongside a 
production of ‘Observe 
the Sons of Ulster 
Marching Towards the 
Somme’ 
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2002-
2003 

 

02/0128 Twiglet Theatre 
Company 

‘I Want to Go to School’ 
drama production for 
young adults examining 
issues of communal 
division 

  

2002-
2003 

 

02/0430 Twiglet Theatre 
Company  

Bursary for group 
members to attend a 
conference to discuss 
their experience of using 
drama as a 
peacebuilding tool 

  

2002-
2003 

 

02/0125 
Ballynafeigh 
Community 
Development 
Association 

EMBARK – bursaries for 
four members of the 
group to attend training 
course on facilitating 
political theatre 

  

2002-
2003 

 

02/0347 
Spanner in the 
Works Theatre 
Company 

‘Agnes of God’ – a short 
play highlighting issues 
affecting women in NI 
across a variety of 
themes including 
religion, identity, health 
and other related issues 

  

2002-
2003 

 

02/0434 
Ballynafeigh 
Community 
Development 
Association 

Ballynafeigh Forum 
Theatre Project to 
highlight the experiences 
and challenges of people 
who live in mixed 
communities 

  

2002-
2003 

 

01/0363 
Belfast Youth and 
Community 
Theatre 

‘The Power Supply’ – 
documentary film about 
the history of 
Ballylumford Power 
Station and its changing 
role in the social and 
political landscape of 
Northern Ireland 

  

2002-
2003 

 

02/0174 Tinderbox Theatre 
Company 

‘Caught Red Handed’ – 
outreach workshops 
associated with theatre 
performances amongst 
various Belfast 
communities 

  

2002-
2003 

 

PEACE II Kids in Control 

’Energy Plan’ This 
project seeks to address 
the issue of skilled peer 
leadership in drama 
being accessed by 
communities of need 
and disadvantage. The 
focus of the drama 
content aims to bring an 
awareness of cultural 
diversity and personal 
identity. The drama skills 
training makes physical 
theatre skills relevant to 
teenage concerns and 
pre-occupations which 
are rooted in community 
relations. 

  

2002-
2003 

 

01/0305  Border Arts 2000  

‘Voyages and Visions’ – 
cross-community  music 
and arts project looking 
at the influences of 
music, craft, art, dance 
and drama on culture 

  

2002-
2003 

 

02/0356  
NI Pakistani 
Cultural 
Association 

An awareness raising 
event celebrating 
Pakistani culture 
including a programme 
of music, drama, dance 
and food 

  

2002-
2003 

 
01/0242  Crackitopen 

Productions  
‘Home for Christmas’ – 
Performance of play 
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about the local impact of 
the First World War 

2002-
2003 

 
02/0274  Replay 

Productions Ltd  

The ‘Millies’ – Historical 
play about child labour in 
the 19th century 

  

2002-
2003 

 
01/0010  

Lower Iveagh 
Living History 
Group 

Dromore Re-enactment 
– performance exploring 
events in local history 

  

2002-
2003 

 

00/0353  South Belfast 
Partnership Board 

Celebration of Culture – 
a large scale community 
arts project involving 
several local community 
groups in performances 
and workshops 

  

2002-
2003 

 

BNL 

Green Shoot 
Productions / 
Grand Opera 
House / Ulster 
Orchestra Belfast Carmen 

Martin Lynch putting his spin on a 
community theatre vision of Bizet's 
Carmen. Co-written by Mark 
Dougherty & Martin Lynch 

2002-
2003 

 
BNL FOCUS community Drama    

2002-
2003 

 

SL 

Directed by John 
Retallack in 
Warrenpoint 

large scale community 
play in Warrenpoint    

2001-
2002 

 

00/0255 
Justus Community 
Theatre Company 

Murphy’s Law - Theatre 
project looking at life in 
Ballymurphy in the 
1970s   

2001-
2002 

 

00/0275  

Community 
Theatre 
Association of 
Belfast 

Football Mad - A 
community-based play 
looking at issues of 
sectarianism in local 
soccer    

2001-
2002 

 

00/0276  
Rapidhouse 
Theatre Company  

Plays in Progress - 
Series of new plays by 
local writers on themes 
of culture and identity    

2001-
2002 

 

00/0352  Kids In Control  

A week-long festival at 
the Old Museum Arts 
Centre to display the 
diversity of KICs cross-
community theatre   

2001-
2002 

 

00/0464  
Old Museum Arts 
Centre  

‘Cultural Diversity 
Project’ - A theatre 
project to engage Ethnic 
Minority Groups to 
educate the private and 
public sectors about 
issues of racism   

2001-
2002 

 

01/0118  
Tinderbox Theatre 
Company  

Flight - Theatre 
production and 
workshops looking at 
sectarian forced 
evictions    

2001-
2002 

 

01/0207  
Belfast Community 
Theatre  

Militiaman - a play about 
the psychological effects 
of living with conflict    

2001-
2002 

 

01/0095  

Community 
Relations Youth 
Work Network  

One Day Training 
Conference - A one-day 
course for CR Youth 
Workers on theatre 
techniques used to deal 
with conflict and peace-
building   

2001-
2002 

 

99/0390  
Keady Youth 
Drama Group  

Rough Justice - A locally 
devised play considering 
the subjects of 
punishment beatings 
and drug abuse in rural 
Northern Ireland    

2001-
2002 

 

00/0137  
New Lodge 
Festival  

New Lodge Festival - 
Cultural Evening - The 
performance of music 
and drama sketches with   
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the theme of ‘Living in 
Peace in a Post Conflict 
Society’ 

2001-
2002 

 

00/0440  
Educational 
Shakespeare Co  

Conflict Resolution 
Through the Performing 
Arts - Ex-prisoners 
drama training 
programme, dealing with 
conflict and political 
issues   

2001-
2002 

 

00/0443  
Ulster Association 
of Youth Drama  

Gulliver - Performance, 
devised from a series of 
workshops based on 
Gulliver’s Travels    

2001-
2002 

 
00/0323  

Sole Purpose 
Productions  ‘The Play Thing’    

2001-
2002 

 

1/0272  
Sole Purpose 
Productions  

Scenes from an Inquiry - 
A short play about the 
Saville inquiry into the 
Bloody Sunday 
shootings    

2001-
2002 

 

01/0010  

Lower Iveagh 
Living History 
Group  

Dromore Re-enactment - 
Performance exploring 
events in local history   

2001-
2002 

 

00/0353  
South Belfast 
Partnership Board  

‘Celebration of Culture’ - 
A large-scale community 
arts project involving 
several local community 
groups in performances 
and workshops   

2001-
2002 

 
BNL Ardoyne Festival 

a community play /an 
Ardoyne Festival play   

2001-
2002 

 
BNL 

Ulster Association 
of Youth Drama  A Scene from the Bridge  

co-written by Damian Gorman and 
Owen McCafferty 

2001-
2002 

 

SL 

Community 
Theatre 
Association of 
Belfast; Ballybeen, 
Dock Ward, 
Shankill, Stone 
Chair, Tongue 'n 
Cheek Playing for Time 

William Mitchell, with Martin Lynch. 
Writer, Billy Mitchell: 'themes came 
about from a series of workshops' 

2001-
2002 

 
BNL Sole Purpose Waiting   

2000-
2001 

 

27/2000 

Educational 
Shakespeare 
Company 

Conflict Resolution 
through the Performing 
Arts   

2000-
2001 

 

00/0273  
Good Company 
Theatre 
Productions  

‘Seeing the Light’ 
Musical - Series of 
Workshops leading to 
involvement in a 
production looking at 
community relations 
issues  

  

2000-
2001 

 

00/0214  Tinderbox Theatre 
Company  

The Courthouse - 7 new 
plays performed in 
Crumlin Road 
Courthouse and a series 
of workshops  

  

2000-
2001 

 

00/0275  
Community 
Theatre 
Association of 
Belfast  

Football Mad Community 
Play - A community-
based play looking at 
issues of sectarianism in 
local soccer  

  

2000-
2001 

 

99/0407 
Crackitopen 
Productions 

Hurtling Towards the 
Millennium - Theatre 
Project   

2000-
2001 

 

00/0131 

Dunmurry 
Churches 
Millennial 
Committee  

Concert Costs - A cross 
community music and 
drama event involving 
people drawn from the 
Dunmurry churches 

  

2000-
2001 

 
00/0442  Home School 

Community Project  
Half-day Seminars - 
Programme bringing 
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together parents and 
children from three 
diverse schools to work 
on a community relations 
project, through the 
medium of arts and 
drama 

2000-
2001 

 

99/0046  Kids In Control  

Energy Plan 2000 - 
Facilitation, venue and 
related costs involved in 
drama workshops and 
performances on the 
experiences of young 
people in interface areas 

  

2000-
2001 

 

99/0565  Ulster Association 
of Youth Drama  

Youth Drama 2000 - The 
Cowboys - Community 
relations drama 
residential in Northern 
Ireland  

  

2000-
2001 

 

99/0390  Keady Youth 
Drama Group  

Rough Justice - A locally 
devised play considering 
the subjects of 
punishment beatings 
and drug abuse in rural 
Northern Ireland 

  

2000-
2001 

 
00/0323  Sole Purpose 

Productions  ‘The Play Thing’ drama    

2000-
2001 

 

BNL   

a cross-community 
drama, overseen by… 
Geoff Harden, involving 
the supporters' clubs 
from both Cliftonville and 
Linfield   

2000-
2001 

 

BNL 

a Partisan 
Production from 
Belfast Community 
Theatre  Letters from Algeria 

 Selected, adpted and translated by 
BCT's Fintan Brady 

2000-
2001 

 

BNL 
Down County 
Museum  

Prisoners, Pikes and 
Preachers - a community 
play   

1999-
2000 

 

8/99 

The Wedding 
Community Play 
Project 

Access - a cross 
community drama 
project   

1999-
2000 

 
BNL 

DubbleJoint 
Productions  Forced Upon Us   

1999-
2000 

 

BNL 

Ballymacarrett Arts 
and Cultural 
Society  

In the Cradle of the 
Queen "Brian Ervine's"  

1999-
2000 

 

BNL 

Stone chair, 
Ballybeen, Dock 
Ward, Tongue in 
Cheek, Shankill, 
Real World 
Disability Drama, 
Lettuce Hill 

The Wedding 
Community Play 

Martin Lynch  co-written with Marie 
Jones and the Company 

1998-
1999 

 

153/98 
Dubbeljoint 
Theatre Company 

New Drama - 'Forced 
Upon Us' 

'Forced Upon Us' is a development 
of the work that DubbelJoint and 
JustUs Community Theatre 
companies began in the summer of 
1997 with 'Bin Lids'.  This was a play 
about the history of West Belfast 
which was researched in that 
community, th 

1998-
1999 

 

BNL 

Belfast Community 
Theatre /Crescent 
Arts Centre The Magic Roundabout Catherine McCargo 

1997-
1998 

 

118/97 

Replay 
Productions 
Limited 

New Work - Autumn 
Project 1998 

Put together team of professionals 
and young people to develop a piece 
of contemporary theatre which 
celebrates young people and their 
aspirations.  The project is aimed at 
creating theatre which fuses the 
word and image through language, 
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1997-
1998 

 

BNL 

Ballybean 
Women's drama 
group  a short drama sketch  Moira Donaldson 

1997-
1998 

 

BNL 

Dubblejoint 
Theatre /co-
production with the 
Just-Us 
Community 
Theatre Group Bin Lids 

Conceived, devised and written by 
the women of west Belfast who 
perform in it 

1997-
1998 

 
BNL 

Dubblejoint 
Theatre  The Year of the Hurry Scripted by Marie Jones 

 

NOTES ON THE TABLE  

The spreadsheet above presents 368 projects that were uncovered using scoping processes with major funders, 
online databases, and newspaper archives. It therefore does not represent the full list of projects examined: others 
were uncovered using library archives, for example. The table retains as much of the detail uncovered in relation 
to project content and modes of authorship as is practically possible. 

The manifest attached as Appendix 3 describes the content that was made available by the Linen Hall Library from 
their archives. The document provided at Appendix 6 shows the details of research undertaken with the major 
theatre companies in the region, a further source of important data on the applied and community theatre of the 
period. Both of these sources should be regarded as having contributed substantial information to augment the 
data shown here from scoping activities. 

The table is provided for context, to provide an overview of the sector in the period, and as a resource for other 
researchers. It is hoped that the data contained within it will be of use on future research projects. 
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APPENDIX 6 

Northern Irish theatre companies 

6a - Table of extant companies 

COMPANY 
FORMS /  
AREA OF WORK 

SENT  
INFO 

EXCLUDED 

ACCIDENTAL THEATRE   X   

AISLING GHÉAR IRISH LANGUAGE X   

AMADAN BUFFON   X 

BELFAST COMMUNITY CIRCUS 
SCHOOL 

THEATRE SCHOOL   X 

BELVOIR PLAYERS AMATEUR CO.     

BIG TELLY   X   

BLUNT FRINGE PRODUCTIONS SEMI-PRO   X 

BRASS NECK THEATRE COMPANY   X   

THE BRIGHT UMBRELLA DRAMA CO     X 

BRUISER THEATRE COMPANY       

C21 THEATRE COMPANY       

CAHOOTS NI 
THEATRE FOR 
YOUNG AUDIENES 

  X 

CLASS ACT DRAMA ACADEMY THEATRE SCHOOL   X 

CAYT YOUTH THEATRE    X 

COMMEDIA OF ERRORS 
COMMEDIA 
DEL'ARTE 

  X 

CRE8 THEATRE LTD.     X 

DUMBWORLD     X 

EXIT DOES THEATRE     X 

FOOTSTEPS 
SEMI-
PROFESSIONAL 

  X 

GREEN SHOOT PRODUCTIONS       

KABOSH        

LYRIC THEATRE CREATIVE 
LEARNING 

THEATRE SCHOOL   X 

MOCKINGBIRD THEATRE GROUP 
 SEMI-
PROFESSIONAL 

  X 

MORE PERFORMING ARTS SCHOOL 
PERFORMING 
ARTS SCHOOL 

  X 

NEW LODGE ARTS YOUTH THEATRE   X 

NISMAT THEATRE SCHOOL   X 

PATRICIAN YOUTH CENTRE YOUTH THEATRE   X 

PARTISAN THEATRE CO       

PINTSIZED PRODUCTIONS   X   
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PLACE TO WONDER 
THEATRE FOR 
YOUNG AUDIENES 

  X 

PRIME CUT PRODUCTIONS       

RAINBOW FACTORY  
PERFORMING 
ARTS SCHOOL 

  X 

REPLAY THEATRE COMPANY   X   

SOLE PURPOSE PRODUCTIONS   X   

SPANNER IN THE WORKS   X   

TERRA NOVA PRODUCTIONS       

THE BELFAST SCHOOL OF PERF. 
ARTS 

THEATRE SCHOOL   X 

THEATREOFPLUCK   X   

TINDERBOX THEATRE COMPANY        

UPLIFT PERFORMING ARTS THEATRE SCHOOL   X 
 

KEY 

YOUTH THEATRE / TYA / TEY 

NOT F/T PROFESSIONAL 

F/T NOT CORE / FULLY 
FUNDED 

F/T CORE / FULLY FUNDED 

FORM SPECIFIC 

NOT IN EXISTENCE PRE-2018 

 

6b - Table of theatre companies contacted 

Company Phone / contact Notes 

Accidental 
Theatre 

028 9032 5881 A mixture of forms work, including porous 
theatre and site-specific / site-responsive.  

Aisling Ghéar 028 9020 8040 Irish language company, and mostly 
concerned with professional production. 
Some interesting community-involving work 
in the past. 

Big Telly 
Theatre 
Company 

028 7083 6473 They have a long history of outreach / 
participatory work. They are also important 
as one of the few companies outside Belfast 
and Derry. 

Brassneck 
Theatre 
Company 

tony@brassnecktheatrecompany.com They don’t do participatory work apart from 
some youth theatre.  

Bruiser Theatre 
Company 

028 9024 3731 They retain only one permanent staff 
member (Lisa May) and are focussed on 
professional production and actor training. 

C21 Theatre 
Company 

028 9084 3584  A touring company who do professional 
productions and TiE. 

Green Shoot 
Productions 

028 9029 1555 / 028 9031 5337 Martin Lynch’s community theatre company, 
a very important contributor to the 
community / applied theatre field.  

mailto:tony@brassnecktheatrecompany.com
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Kabosh Theatre 
Company 

028 9024 3343 They do site specific work, so not strictly 
applied / community / outreach theatre. 
Nonetheless their work makes use of 
community spaces and is therefore relevant 
to the research 

Partisan 
Productions 

028 9031 0900 Important producer of theatre for social 
change, some professional production and 
some applied theatre. 

Pintsized 
Productions 

nuala@pintsizedni.com Do not work in the participatory theatre area.  

Prime Cut 
Productions 

028 9024 4004 They have a long history of participatory 
work. Important to include their records 
including those under the old company name: 
Mad Cow 

Replay Theatre 
Company 

028 9045 4562 They now only do work with children 
(especially children with SEN) but have done 
a range of work across their history, and 
projects such as Comet are of interest for the 
research. 

Sole Purpose 
Productions 

 Main Derry company making theatre for 
social change: professional productions with 
participatory elements. They have also 
offered lots of community projects over the 
21 years of their history. 

Spanner in the 
Works 

028 9061 2106  Prolific producers of community and 
educational drama.  

Terra Nova o28 9543 0560 Company making international and 
intercultural work. While the focus is 
professional production, the themes of the 
work they do necessarily makes it of interest 
to the research. 

Tinderbox 
Theatre 
Company 

028 9043 9313 They no longer do applied / community 
theatre. Their outreach work from 2000 to 
2017 (John McCann / Ciaran McQuillan / Don 
Mc Camphill) is of central importance. 

Theatre of 
Pluck 

info@theatreofpluck.com  The LGBTQ+ company. Most work is 
professional production but with some 
participatory elements. 

 

 

 

 

 

 

 

mailto:info@theatreofpluck.com
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