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Sofia Cedervall 
 

Crafting Collaborations of Art and School: Contextual Studies in Sweden 

Abstract 

This study explores relations, experiences and processes between art and school collaborations at 

policy, organisational and individual levels. This is done through a historical account of policy 

documents as well as a contemporary qualitative study. The study focuses on two professional 

theatres in Sweden with extensive experience working with schools. In that context, professions 

of actors, teachers and drama pedagogues participating in collaborative projects, their roles, 

craftsmanship and a community of practice (CoP) as well as their encounters as professionals 

have been investigated. The study results show that theatres collaborate with schools because of 

their ruling policy and aim of reaching all children. Schools collaborate due to policy 

requirements, own interest and improvement. Drama pedagogues are much involved in the whole 

creative process, and the profession seems to be heading for a higher status at theatres. The 

individuals collaborate because it supports the creative process and the aim of their 

craftsmanship and/or personal mission. For drama pedagogues and artists, collaboration becomes 

a tool in itself, but for teachers the arts become a tool. The teachers have a personal interest in 

and experience with the arts. Encounters with professional artists can encourage teachers to use 

or continue to use artistic skills in teaching. The actors are rooted in the craft of their art and 

values driven in their wish to have encounters with children and youth. The drama pedagogue’s 

roles as mediator and confidant are important for the success of a collaborative project but also 

risky due to information accommodated. All encounters in this study were strongly framed by a 

drama pedagogic CoP. Within the frame, rooms of artistry based on the actors’ CoP occur. These 

rooms indicate the creation of a regime of competence, a shared CoP where the professionals are 

able to encounter each other as equals and share a creative and social process of meaning 

making. The fictional part of the study indicates that the drama pedagogue can become a border 

guard as much as a bridge in collaboration, standing in the way of teachers and actors directly 

sharing and transmitting valuable knowledge. A dialogue on aims, practice and competence 

become crucial for the professionals in order to achieve cooperation and thus learning. 
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THE POET 

I know then what dreaming is – But what is poetry? 

 

THE DAUGHTER 

Not reality, but more than reality. Not dreaming, but daylight dreams 

 

August Strindberg, A Dream Play, 1901 
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A Glimpse into My Past 

 

There was a knock on the door of the classroom. The activity stopped, and we lifted our 

bowed heads from our books. An unexpected visit during class was an exciting event and did not 

happen very often. There were some possible persons to choose from: The dental lady if it was 

Tuesday. The caretaker if a strip lamp had started to flash. The headmaster if it had been very 

disorderly in class lately. A teacher from another class who needed our teacher’s help. Who 

would it be? We sat in the traditional bench arrangement for the time, two benches next to each 

other, three rows wide and five lengthwise facing the teacher’s desk and the green board. I had to 

turn my head over my shoulder diagonally to the left to see who would step through the door. 

Then a large, impressive woman with a big mouth and a warm smile stood there at the doorway. 

Her skin and her colourful dress shimmered and pulsated with joy. Our teacher seemed to receive 

a kind of glow from the guest when saying that today we had a very special visitor from a 

country far, far away. They spoke English with each other, but the woman knew some Swedish 

as well, at least when she talked to us children. She asked a few questions, and we answered 

monosyllabically, spellbound by her personality and also a bit shocked by the unfamiliar contrast 

to the norms of our average school day. Imagine she was here! In our classroom in our little 

frozen village far up north, the woman began to tell a story about her turtle. With movements and 

singing, a bit at a time, she taught us a song. 

 

Min sköldpadda, padda, padda, Nicosea, sea, sea 

Hon e så fin, fin, fin, hon e så fin, fin, fin 

 

(My turtle, toad, toad, Nicosea, sea, sea 

She´s so fine, fine, fine, she´s so fine, fine, fine)  

 

I can still remember the sound of her singing and the way she pronounced the words. It was a 

soft accent where the Swedish a: became an æ. The voice was full, steady and pleasant to listen 

to. At that moment, I just knew that I had to be part of the same world as hers. Singing, dancing 

and performing in encounters with others. I think I was in grade 3 that year.  
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1. Introduction 

I am a drama educator trained in the Swedish tradition of drama aiming for the profession 

drama pedagogue. This profession is particular to Sweden and in some ways different to a drama 

teacher in the United Kingdom. For example, the training has been largely influenced by 

sociology and psychology and the practice is less connected to school context.  

Although I view myself primarily as a drama pedagogue, I am also a creative producer, a 

project manager and a teacher educator. In my career, I have been working in the circuits of 

schools and professional art institutions in Sweden. I have noticed how professional theatres 

have developed an interest in drama practice and also employed drama pedagogues. When 

assisting in a research project following an art and culture centre and their collaborative projects 

with schools, I had good practice in observing and interviewing professionals working with 

students. The questions raised from these events have been important points leading to my 

becoming interested in the questions related to this study.  

During my childhood I was surrounded by various traditional craftsmen and people in 

constant motion of creating or mending. ‘He sees what his hands do’ was said about my father, 

and I find it an accurate yet poetic description of practice knowledge. When I learnt the craft of 

music I became part of a master-apprentice tradition which my teachers often referred to. It is 

likely that these experiences are the reason why I found concepts of craftsmanship appealing and 

apprehensible when exploring encounters between teachers, artists and drama pedagogues.  

A craftsman enters the creative process through interaction with materials, tools and the 

surrounding environment. My research journey began with a strong desire to understand what 

these components could mean for the work of the professions of my interest, individually and in 

collaborative processes. The outcome of this study can contribute to discussions about how to 

make collaborative projects between school and professional artists effective and more relevant 

to all involved. This includes particulary the students, and I view children’s right to experience, 

explore and learn art as the most important aim with my research.  

This introductory chapter presents the aims of the thesis, the research problem and a 

clarification of the research questions. This is followed by reflections on my chosen research 

approach, how I view the world I am studying and the lenses I use to understand that world. I 

then present an outline of the study and the research design as well as a framing of the thesis. 
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This section concentrates on how the research questions respond to challenges and opportunities 

in the area of schools and professional artists working in collaboration. As the study is conducted 

in a Swedish context, the practice of drama and drama pedagogues’ education in Sweden is 

discussed. The theoretical framework introduces the main theories in the study followed by a 

reflection on the subjective researcher. Finally, there is an overview of the thesis structure. 

Aims of the Thesis 
This thesis investigates the roles, experiences and processes that are entailed when artists 

and schools collaborate. It is about encounters between the professions involved, particularly 

teachers, actors and drama pedagogues in a Swedish context. The inquiry has its starting point in 

theatre institutions that has extensive experience working with schools, children and youths. 

Another basis for the inquiry was to find projects involving drama as a conscious choice in 

carrying out the collaborative process. The professionals and their encounters with each other 

have been viewed here through the lens of theories on Craftsmanship, Communities of Practice, 

hereafter abbreviated CoP, and Roles. The aim has been to create understanding about why and 

how these professionals take on such projects and act in collaboration.  

The Research Problem 
The Swedish government initiated the partnership programme Skapande Skola (Creative 

School) in 2008. Collaborative projects can involve art performances for students or art projects 

with students done in cooperation with professional artists. In 2018, 900,000 children and youths 

from preschool to secondary school were involved in the programme. The Swedish Agency of 

Cultural Policy Analysis has evaluated the programme and provided research reports during the 

past decade. Continuing to study effects of a programme that, with high ambitions and in a short 

amount of time, has involved many children, teachers and professional artists, is much welcome.  

I have been working closely on matters of school and art in collaboration as a project 

coordinator for the City of Stockholm in 2009. The aim was to facilitate contacts and 

partnerships among schools, preschools and professional artists. During the project, I concluded 

that there was too little knowledge about how to deal with the encounters among two different 

cultures, schools and professional artists. Four years later, in 2013, I participated in a seminar 

about Creative School where a panel of representatives told us about their experiences with 
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collaborative projects with schools. I realised that some progress had been made during the 

preceding years. For example, the artists had a broader knowledge than before about how schools 

work, including curriculum, and a deeper understanding of the teacher’s situation. Artists not 

comprehending a school’s point of view had earlier been described as a problem in research and 

reports (Bumgarner, 1994; Patteson, 2002; Swedish Arts Council, 2007). It seemed like 

governmental and municipal actions, like educational seminars, had been successful in many 

ways. However, some questions and problems recurred year after year, for example, anchoring 

collaborative projects within schools and art organisations. There were also obstacles such as 

teachers’ lack of time and their having partners with different views on knowledge and learning. 

Time was also a theme in the results of the research project on school and art collaborations 

which I assisted in. The teachers involved were inspired by professional artists but did not adopt 

their methods in their teaching due to lack of time for reflection (Balic & Kupferberg, 2008).  

With these experiences grew an interest of studying the professional adults involved in 

school and arts collaborations. By focusing the professionals as craftsmen encountering each 

other I figured valuable knowledge could emerge, not noticed in previous studies. Insights from 

this thesis will contribute to the planning practice and development of collaborative projects 

between schools and professional artists. The findings of this study also add to the research about 

the content knowledge in the field of drama by highlighting the profession of drama pedagogues 

in Sweden.  

Research Questions 
Based on the context described above, the following questions are addressed in the study: 

 

• Why do schools and art institutions collaborate on a project? This is explored at three 

levels: policy, organisational and individual levels.  

 

• Who chooses to collaborate on a project and why?  

- What are their expectations and roles?  

- What are the material, tools, working methods, technical processes and products of 

teachers, artists and drama pedagogues? 
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• How do the participating professionals describe their experience with collaborative 

processes?  

 

• What happens in the collaborative process? 

- What roles do the participants get or take? 

- How are the materials, tools, working methods, technical processes and products of the 

craftsmen applied? 

- How are the different CoPs applied? 

 

In the next chapter, I explain the research approach, ontology and epistemology that I apply in 

considering these questions.  

Research Approach Based on Subjectivity 
A researcher should reflect upon how she views and understands the world where the 

research is conducted (ontology), what knowledge she is interested in (epistemology) and how 

she should proceed to find that knowledge (methodology). In my thesis, I have chosen the 

ontological perspective of existentialism and a perception of the human body as the primary 

source for knowledge of the world (Åsberg, 2000). I relate this to the theories on craftsmanship 

and its focus on embodied knowledge (Dormer, 1994; Janik, 1996; Risatti, 2007; Sennett, 2008). 

Existentialism is a not entirely uniform concept but one which always is about subjective, instead 

of objective, approaches to knowledge. With a subjective perspective, the individual’s unique 

story becomes important, and I have consistently tried to honour this in the thesis. It is about 

both the informants’ voices and how I, as a researcher, higlight those voices in different 

narratives.  

An ontology of existentialism and subjectivity is closely connected to the thesis’s 

perspective on knowledge (epistemology). I am inspired by the concept of people’s lived world 

(Lebenswelt) as proposed by Edmund Husserl (1970). The lived world of someone has a 

meaning that is socially constructed, which makes it impossible for a researcher to completely 

capture an objective reality. It is only possible to find out and tell what people experience of the 

world. (Bengtsson, 2005). Based on this I view phenomena that arise in the world I explore as 
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experiences of reality. It is mainly about trying to see, understand and capture situations as they 

are experienced by the individual informants (Bjurwill, 1995).  

The qualitative interview is the main tool for comprehending these experiences. All things 

existing in the experienced world will influence the individual, which is also true for the 

researcher (Bjurwill, 1995; Gunnarsson, 2002). In this thesis, the researcher’s influence on the 

results also has additional consequences. Besides the ambition of staying close to the individual’s 

experiences, or employing the phenomenological perspective, it is also about experiences as they 

are perceived and described by me as a researcher. I have for this purpose chosen additional 

lenses that helped me filter the experiences and find the knowledge that interested me in relation 

to the research question. The lenses consisted of theories on Craftsmanship (Carlgren & Marton, 

2002; Dormer, 1994; Janik, 1996; Risatti, 2007; Schön, 1987; Sennett, 2008), CoP (Lave & 

Wenger, 1991) and Roles (Goffman, 1959, Nilsson & Waldemarson, 1988). 

When describing my experiences of the world I explored, I applied perspectives from arts-

based research (ABR). This was, for example, expression via poetry or theatre script. I do not 

consider these mainly as different lenses or glasses but rather different media for expressing and 

communicating, mediating what I experienced. A mediation through different aesthetic 

expressions became a way of highlighting and accentuating what I had seen to make it unfamiliar 

to me (Clough, 2002). My idea was that the data, consisting of both unconditionally existing 

reality and perceived reality, were to be transformed into a more unknown territory. This was 

also part of the process in reflecting on what I might take for granted regarding the area I was 

researching (Åsberg, 2000). Primarily, this applied to the field of artists and schools in working 

in collaboration as well as the work of drama pedagogues, teachers and artists. The most 

challenging part of this was my pre-understanding of the drama pedagogues’s profession and 

role in the contexts I explored. My previous experience was in some way an advantage because I 

provided some questions, but it could also entail the risk of standing in the way of my 

discovering new things.  

A study based on subjective stories, description and perception of reality as it is 

experienced by individuals can, as I see it, end up in a position of relativism where one 

experience of truth can be as good as another. One way to limit this phenomenon is to clarify 

verification criteria (Åsberg, 2000). As I interpret this approach, it is important for the researcher 
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to show and clarify what strengthens the study. Here I regard a detailed method review as the 

primary means for making all the steps of the research clear and transparent.  

 Having presented a reflection on the research approach of the study, the next section 

provides a description of the different steps taken during the process of answering the research 

questions.  

The Study 
With the aim of investigating collaboration between professional artists and schools, the 

study started with an overview of policy documents and projects on the subject that have been 

published during the last 40 years. The aim was to find possible answers at a policy level to the 

question about reasons for collaborating. This reading was followed by an empirical study 

largely based on two contexts. The contexts consist of two theatre institutions in Sweden with 

extensive experience working with schools, children and youths. In that context, the three 

professionals have been investigated: actors, teachers and drama pedagogues who participate in 

and implement collaborative projects. During observations where the professionals were 

expected to encounter professionals from another field, the events, acts and interactions were 

documented. The venues for this were mainly performances and creative workshops in 

connection with performances or individual events. In interviews, the professionals articulated 

their views on their encounters with other professionals involved in collaborative processes.  

In addition to providing the data itself, the interviews became a basis for the creation of 

poems. The aim of the poems was a try to capture and describe the individuals as professionals, 

their roles in collaborating and their reasons for participating in such cooperative projects. 

Another arts-based concept was to transform observations into play scripts with the goal of 

highlighting the interactions between the collaborating professionals. These scripts became the 

subject of a reading where experienced practitioners and researchers discussed what they found 

interesting in the material. Because the need for further material on such encounters arose during 

the study, role plays based on the collected data were constructed and facilitated. Here the 

interviewed professionals played different roles in fictional events, performed by persons trained 

in drama, during a workshop.  

To describe the craftsmanship and CoP of the three professions, two models for analysis 

were developed during the study. The theoretical base of craftsmanship was found in the 
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concepts of professional object, skills/competence, materials, use of tools, working methods, 

technical processes and products. (Carlgren & Marton, 2002; Dormer, 1994; Janik, 1996; Risatti, 

2007; Schön, 1987; Sennett, 2008, 2012). To apply the specific craftsmanship of teachers and 

actors, previous research supported the building of data (Ahlstrand, 2014; Aspelin & Persson, 

2009; Björklund, 2008; Carlgren & Marton, 2002; Johansson, 2012; Sjöström, 2007). The drama 

pedagogue’s craftsmanship was constructed as a suggestion from reasoning based on the other 

two professions and subject-specific drama research (Bolton, 2008; Grünbaum, 2011; Holmgren-

Lind, 2007).  

The theoretical basis for CoPs was mainly found in the work of Lave and Wenger (1991) 

and constructed based on the concepts domain, activity, community, knowledge, knowledge 

tradition, joint enterprise, task, repertoire and shared history and perspective. Through the same 

structure presented above, to apply a general CoP of teachers and actors, previous research was 

used to support the building of evidences (Ahlstrand, 2014; Björklund, 2008; Brown, Collins & 

Duguid, 1989; Carlgren, 2015; Durham, 2018; Järleby, 2003; Johansson, 2012; Sjöström, 2007). 

The CoP of drama pedagogues was constructed through reading research on drama, primarily 

Sternudd (2000). In the analysis, the models were used in applying the collected data from the 

empirical study, the poems, the role plays and the readings. Another part of the analysis was to 

view the collected data through role theory based on social roles (Nilsson & Waldemarson, 

1988) and the concept of Goffman (1959). The interest was in determining the roles the 

individual desired when entering into collaborative projects, as well as the roles given and 

assumed during the process. Based on the language of Goffman (1959), this part of the analysis 

in detail focused on what kind of player the individual is during communication, what region she 

operates in and from, what team she is playing for and what possible discrepant roles she takes 

on or receives. The fictional level of the research, the data derived from the role plays, is used 

complementarily. It is to be viewed ‘as-if’, that is, as what could likely happen in the encounters 

between professionals.  

These were the different steps taken in the research process. The next section presents a 

brief description of the chosen methods related to the nature of the questions and the research 

approach. I call the combination of different methods the research design. 
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Research Design 
The methodological design for the study is a qualitative methodological framework 

inspired by ethnography, case study and narrative inquiry. During the process a need developed 

to add methods from the area of ABR, such as poems, play scripts, readings and role play. The 

combination of approaches was brought together specifically for this investigation. 

Cohen, Manion and Morrison (2018) argued that a case study is a detailed study of a 

phenomenon aiming for a thick description of it in a striving for many alternative answers. In the 

present study, the empirical research has its starting point in two professional theatre companies. 

These organisations, their relation to the school and their connections to the professions of 

interest for the study are to be viewed as contexts and not pure cases. There are, of course, other 

theatres and schools collaborating that are not discussed in this study. All projects are unique in 

their setup and context, but the premise of a case study is that, according to Winston (2006), the 

unique and specific may say something about the general. In that way, the stories about the 

professionals in this study, their encounters and collaborative processes may contribute 

knowledge about the field. 

An ethnographic perspective was chosen because the study focuses on close-up 

observation of events where the professionals encountered each other. It was important to be at 

the place, in the natural setting of the theatre and the school, to witness people’s experiences 

through their own way of expressing themselves and yet at the same time strive to see beyond 

what was said and done. In this respect the researcher takes the position of a participant 

observer. The challenge was to show the variety of unique impressions and expressions that 

social interactions convey while at the same time try to bring order to a rich material and 

demonstrate a pattern (Cohen et al., 2018).  

By following suggested detailed steps for the ethnographic researcher, the fieldwork was 

provided with a necessary sharp and bounding structure. This structure might seem rather strict 

and clinical considering the study is about human beings among other human beings. Therefore, 

there was a need for an additional methodological perspective and structure which would allow 

the individuals, their experience and professional memories to ‘come alive’ in the thesis. The 

answer to these requirements was found in the perspective of narrative inquiry. In short, 

narrative inquiry is about placing stories at the focal point of the study. This approach can be 

about investigating stories that are told, presenting the results through stories or using stories as a 
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way of analysing results. Narratives are useful in connection with practice-based theories 

because they offer an answer to how to present, represent and understand experience (Clandinin 

& Conelly, 2000). The narrative perspective is most visible in the thesis in the creation of poems 

based on the interviews, reportages and scripts that emerged from the observations and role plays 

based on the entire empirical material.  

Chapter four captures a fuller image than this brief introduction of the chosen methods. 

Next follows a framing of the thesis where I place the theme of the study in relation to the value 

of the results within society and the research field of children and youths’ involvement with 

creative and aesthetic processes.  

Framing the Thesis 
In taking part in art, experiencing and creating through music, art, dance, drama, 

photography, film and literature, the child shapes his/her own identity and increases his/her 

understanding about the life conditions of mankind. The Swedish researchers Aulin-Gråhamn, 

Persson and Thavenius (2004) took this position in their research on arts education. They also 

suggested that the arts and culture offer methods for inquiring and forming the world in a way 

that increases the possibilities for students to learn in a deeper way with an extended degree of 

meaning. These arguments are, for me, the main reason why schools and professional artists 

should collaborate. There is, though, a need to determine how this can be managed in the best 

way. Kupferberg (2008) considered this, arguing that such collaborations provide students with 

the opportunity to receive an authentic experience, encountering artists’ materials, tools and 

work forms in an artistic process with the aim of becoming more creative. This is the foundation 

for the concept creative competence (Kupferberg, 2008). In Kupferberg’s concept, it is the 

teacher who must be able to perform and understand the artistic process and mediate the artist as 

a pedagogical role model. Within the programme Creative School, the artist is to be viewed as a 

more direct role model, and the teachers’ role regarding creative process is less apparent. In 

Kupferberg’s notion of creative competence, there are references to the teachers’ work having a 

certain quality in preparing for authentic artistic experiences. The importance of providing high-

quality arts education in schools was proposed by Bamford (2006) in her report The wow factor. 

I have thought a lot about what quality in partnership means and come to the conclusion that one 

way of measuring quality is to find out how one single project responds to the aims of the whole 
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programme. One of the aims addressed by the programme Creative School is that arts and culture 

should permeate the school. I find this aim difficult to achieve if the teacher is not a significant 

part of the creative process. That means the role of the teacher in partnerships is part of the 

quality factors related to the collaboration.  

Research on the perspective of professional artists working on collaborative projects with 

schools is less well developed than the perspective of teachers and school management. There is 

very little research related to professional artists’ reasons for partnering with schools. My 

research interest lies in studies connected to the field in a kind of ‘other effects’, such as 

‘institutional effects on the culture of the school’ (Harland et al. 2000). When researching the 

professionals involved in these undertakings, I am well aware that I then omit several other 

interesting aspects, including the school’s own aesthetic and creative activities, collaborations 

with other art forms than stage arts and especially the complex and exciting subject involving the 

impact of collaboration on student development and learning. In 1998, The Swedish working 

group for art and culture in school (Arbetsgruppen för kultur i skolan) found that a basis for 

teachers’ experiences instead of students’ is a more practicable road if schools are to improve in 

this area (Hanson & Sommansson, 1998).  

In Sweden, the issue of ‘all children’s right to arts and culture’ is high on the agenda of art 

and culture politics. Because all children attend school, it is in school that the goal is most 

achievable.  

At a national level there is much focus on school as an area for cultural encounters and on the 

importance of students’ contact with representatives from different parts of the surrounding 

society, such as professional artists and culture. Encounters with professional artists and culture 

is specifically mentioned in the curriculum (Swedish National Agency for Education, 2011) and 

the national goals of the Swedish Arts Council’s policy (2012). The Arts Council also describes a 

democratic perspective: all children’s equal rights to art and culture. As a special program, the 

Ministry of Culture in 2008 introduced Skapande Skola (Creative School), which is especially 

aimed at professional artists’ interaction with schools. The program aims at increasing cultural 

and artistic expressions in elementary school and preschool. This through collaboration with 

professional artists where students access art experiences and own creativity (Swedish Arts 

Council, 2018). Schools can apply for grants for the purchase of art events or activities that 

promote pupils' own creativity as part of the teaching or artistic and cultural activities that 
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promote long-term collaboration between school and cultural life. During 2017, more than 3,500 

professional artists and 775,600 students, or 66 per cent of all children aged 6–16 years, were 

involved in Creative School (Swedish Arts Council, 2018).  

Creative School is in many ways similar to the British programme Creative Partnerships that 

involved 2,700 schools in collaborative projects with professional artists between 2002 and 2011. 

The programme started from a perspective in which teaching was acknowledged as a creative 

profession and teachers were ‘well accustomed to finding creative solutions to complex 

challenges’ (Arts Council England, 2011).  

The Swedish programme is not primarily based on the teacher’s profession but on school’s 

responsibility. It is not only an educational policy but also a cultural policy and a way of 

enabling professional artists to reach children and youth as a target group for their profession 

(Lindqvist & Blomgren, 2016). Creative School is, then, an important part of labour policy for 

professional artists in Sweden.  

When I compared the British programme and the Swedish programme I became interested in 

the difference between the starting points of the two programmes because they both had to do 

with artistic professions. This suggests that the professionals involved in collaboration would be 

important for the outcome. I then started to think about encounters between the two main 

professions involved in collaborative projects like Creative School: teachers and artists. If I could 

comprehend how they interact and understand this, the resulting knowledge might say something 

about what is important to consider regarding the planning and setup of such projects. 

Understanding the encounters and processes that take place for the adults involved can contribute 

to the future design of projects between schools and professional artists. At the next level, this 

could have an impact on how children and youth experience projects and learn in encounters 

with the arts. Knowledge related to role of the professionals involved is thus at the heart of a 

successful partnership. As the Swedish Agency of Cultural Policy Analysis (2013) puts it: 

A prerequisite for successful Creative School projects is that teachers and 

professional artists and culture workers can encounter in mutual 

cooperation. (p. 73) 

 

In Creative School, drama and theatre have been among the most common artistic 

expressions which the students have encountered. Of the 3,350 schools involved in 2017/2018, 
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61 per cent have taken part in a professional theatre performance and 55 per cent have taken part 

in drama/theatre projects that the students created themselves. This number has been stable for a 

couple of years (Swedish Arts Council, 2018). Because drama and theatre are among the most 

popular art forms, I consider it important to study them more closely.  

The research project presented in this thesis is based in a Swedish context. The aim, in 

addition to what is discussed above, is to tell the story of how collaborative projects between the 

arts and schools work in Sweden. In that way, the thesis might contribute to answering questions 

about such issues in other countries as well. Creative Partnerships is no longer running in Britain. 

There are and will be other initiatives, however. History shows that schools and professional 

artists seem to find opportunities to bond and relate to each other in one way or another.  

The Swedish context also has an impact on understanding one of the professions in the 

study: that of the drama pedagogue. Because there is a difference between the training and the 

practice of drama educators in Sweden compared to other countries, it is important to give a brief 

sketch of the subject of drama in Sweden as the profession of the drama pedagogue. This is the 

subject of the next section.  

Drama in Sweden 
In Sweden, drama is both a subject and a method. It is a subject in teacher education and in 

secondary schools, mainly within the theatre programme. Drama is also part of the curriculum in 

some elementary schools, although it is not a school subject. Children and youths can attend 

drama courses as an after-school activity in schools for arts. Drama as a method is used in many 

different contexts, primarily educational. This may involve the aims of increasing learning, doing 

team building, preventing bullying, providing values clarification and offering theatre training. 

Drama differs between Sweden and the United Kingdom in terms of status, usage, training in the 

profession and arenas for professional development. There are probably also differences in the 

subject-specific content, methods and approach, although Swedish drama pedagogy is largely 

based on the British drama tradition. I briefly describe below what I perceive as the differences 

in the profession compared to United Kingdom and how drama is connected to schools. 

In Sweden, it is not common to have drama teachers working in schools. Periodically, it 

has been possible to become a drama teacher within the field of teacher education, and students 

can at some universities choose to specialise in drama to a greater or lesser degree. There is, 
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however, a tradition of ‘drama pedagogues’, and they receive their training at a folk high school, 

an independent adult education college. Currently, drama pedagogues are trained at Västerberg 

folk high school, Blekinge folk high school and Stockholm University. Some universities offer 

courses in drama that vary in length, and students may use these courses to earn a validated 

authorisation from RAD, the national organisation of authorised drama pedagogues. 

Becoming a drama pedagogue is not the same as becoming a drama teacher. The drama 

pedagogue does not necessarily have a connection to teacher education. The training at the folk 

high school is intense and students live on campus. Many drama pedagogues supplement their 

training with other programmes, for example, leadership of theatre processes or teacher 

education. Sometimes they have a background in the performing arts. In addition to professional 

drama pedagogues, there are many teachers and directors who work with drama as a method. 

Drama pedagogues work in many sectors, often in schools but also in association with amateur 

activities, social activities, care and business. In projects where schools and professional artists 

come together and where a drama pedagogue is also involved, it is not certain in which of these 

spheres drama pedagogues will have their residence. It may be the school, or it may be the art 

institution, but the drama pedagogue can also be hired, be self-employed or not, for a certain 

project.  

This study, then, takes an interest in the profession of drama pedagogues, teachers and 

artists working in collaboration in a Swedish context. The theory chapter provides a deeper 

investigation of the nature of these professions in relation to theories on Craftsmanship, CoP and 

Role Theory. The next section offers a brief introduction to and reflection on the theoretical 

framework of these theories and how they are used in the thesis.  

Theoretical Framework 
A common understanding of craftsmanship is linked to traditional crafts such as ironwork, 

carpentry, sewing, baking and so forth. All were individual crafts in the guild tradition. Howard 

Risatti (2007) argued in his book A theory of craft. Function and aesthetic expression that the 

ability to create useful utility items, build purposeful buildings, sew clothes, bake bread and so 

on is connected to the development of mankind. The person involved in a craft has also been 

given a title that is clearly linked to the work performed: blacksmith, carpenter, tailor, baker and 

so on. With changes in society, the conditions for craftsmanship have changed as well, and new 
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crafts have developed, for example, photography and car mechanics. In an aesthetic context, we 

usually talk about musicians and actors as craftsmen.  

A view on acting as a craft and on becoming an actor has, at least historically, been in the 

tradition of apprenticeship, as previously demonstrated in a number of Swedish studies (Järleby, 

2003; Johansson, 2012; Sjöström, 2007). The profession of teaching and teachers’ development 

of skills in relation to theories of crafts have also been noted in previous research (Grimmett & 

MacKinnon, 1992; Leinhardt, 1990; Rue, 2016). Already in 1911, the subject was of interest to 

researcher William Chandler Bagley, who wrote of teaching as art in his book Craftsmanship in 

teaching. Research on craftsmanship has meant that practical knowledge as well as learning and 

know-how within the crafts have received attention and in this thesis I will refer to the work of 

Allan Janik (1996), Peter Dormer (1994) and Gilbert Ryle (1963). However, it has also meant 

developing models of learning that can be transferred to other types of professions that are not 

traditionally craft oriented, as in the case of teachers. Collaboration between schools and the arts 

often aims for a creative process. Models of the conditions governing other types of creative 

processes, such as crafts, can then provide new perspectives on encounters between the 

professions. In understanding what are the materials, tools, working methods and technical 

processes for the teacher, the actor and the drama pedagogue, the specific prerequisites for each 

profession are illuminated. Thus it might be possible to overview where they are alike and where 

they differ. In this way, an understanding of these professionals’ specific ways of taking on 

collaboration and the collaborative process can result. This is the main reason for applying 

theories about craftsmanship in this study.  

One of the characteristics of traditional crafts is that they include a learning process that 

extends from novice to expert (Janik, 1996). The novice may work under a master’s supervision, 

beginning her learning journey by performing the simplest assignments. Through imitation the 

apprentice acquires knowledge of and learns to handle materials, tools, methods and working 

methods. Over time, the assignments become increasingly advanced and the apprentice develops 

her skills towards a goal that involves making a qualifying piece, which is an apprentice’s 

examination work. In addition to the specific conditions and tools that belong to the profession, 

the crafts also have certain traditions, language, rules and codes (Tempte, 1997). The craft is also 

usually practiced in specific spaces, such as workshops and studios. All this together creates a 

practice community and a certain kind of situational knowledge in a culture that is specific to the 
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particular profession (Tempte, 1997). This community may seem incomprehensible and 

impenetrable to non-members. Previous research in the field of collaboration between the arts 

and schools shows that there are two very different worlds involved (Lund, 2008). Because there 

are (at least) two different craftsmanship and practice cultures that work together and possibly 

mutually create something, it is no wonder that collisions and misunderstandings occur. In 

understanding what characterises the respective CoP of teachers, artists and drama pedagogues, 

there lies an opportunity not only to understand when, why and how conflicts arise but also how 

they can create the conditions for cooperation and possibly produce a new, mutual, practice 

culture.  

Criticism regarding viewing the teacher’s profession as a craft concerns, among other 

things, the risk of reducing the profession to copying older colleagues’ knowledge (Kidd, 2016). 

There is also the risk of losing a theoretical perspective and focusing only on practical 

knowledge. This problem has been highlighted primarily by neo-liberal critics who argue that 

separating theory and research would mean, among other things, that teachers develop an 

uncritical approach. In recent years, alternative ways of describing craftsmanship have been 

highlighted. The most prominent thinker on this issue is Richard Sennett (2008), who viewed 

craft as the desire to do a job well for its own sake, as a deep engagement of the professional. 

This theory softens earlier views of craftsmanship as instrumental training in a master-

apprenticeship tradition and helps broaden the concept. A criticism, however, of many scholars 

who work with crafts theory, including Sennett, is that they are ‘bound by nostalgia for a 

romantic craft past’ (Holmes, 2015, p. 483). I maintain, though, that there is a difference between 

claiming a profession is a craft compared to using craft theory to understand a profession as a 

phenomenon. The purpose is not to place this study with a neo-liberal rhetoric where 

performativity and individualism become important components of teaching and teacher 

education (Kidd, 2016). Nor is it about valuing craft skills more or less than university-based 

theory, as discussed in politics and higher education in recent years (Kidd, 2016). The present 

study also does not aim for the professions themselves to express their craft identities (Kidd, 

2016; Sennett, 2008) or, as in previous studies, to understand how teachers and actors develop 

their skills (Björklund, 2008; Järleby, 2003). The European Commission (2015) has claimed that 

the view of teaching as a static craft stands in the way for professional learning. Or as Kidd 

(2016) put it, ‘This European perspective warns against narrow conceptualisations of what is a 
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complex professional learning process and activity’ (p. 44). It should be said, however, that one 

of the reasons for viewing the teacher’s profession as a craft earlier, was due to the criticism that 

the profession had become too theoretical in the university environment (Leinhardt, 1990). The 

pendulum swings in one direction for a while, then swings back heavily in the other direction. 

In this thesis, there is an awareness of the complexity of the subject matter and the 

processes under study. The interest in crafts theory is in using it as a tool and model, finding 

ways to understand the professions and what is happening in encounters between the professions. 

Employing a technical-rational view on craft, like the approach that has been taken in this 

inquiry, is seen by critics like Kidd (2016) as a rather narrow perspective. The model is 

obviously a simplification and thus also narrow. It is, though, a way to highlight areas that have 

not previously been investigated. Using craft theory is particularly interesting in relation to the 

drama pedagogue, as it is based on traditions from both the arts and teaching (Courtney, 2005; 

Sternudd, 2000). In the current study, the components of a traditional craft process (Risatti, 

2007) have been translated into a model in which the characteristics of teachers’, actors’ and 

drama pedagogues’ professional skills and work processes have been incorporated. In this, there 

is an openness to recognizing that these professionals’ ways of relating to their work do not fit 

into a traditional way of describing crafts. The challenge becomes what Leinhardt (1990) 

described as the problem of understanding craftsmanship: ‘to access that knowledge and then 

transform it into an assessment that is general enough to serve as a tool for a broad clientele yet 

not so general as to lose meaning’ (p. 19).  In the discussion of the results of the thesis, Sennett’s 

(2008) view on craftsmanship has worked as a complement. 

When writing about collaboration between the professionals in the study, I lean against the 

work of Sennett on cooperation (Sennett, 2012). That is understanding cooperation as, ‘working 

with other people to do things you couldn’t do for yourself’ (Social Science Bites, 2012). Sennett 

relates cooperation to the concept of craftsmanship explored in his previous work and used in 

this thesis as part of the analysis. I choose here to understand working as the main activity of a 

craftsman and people as other craftsmen.  

Knowledge of and conceptualisations of CoP, from the concept of Jean Lave and Etienne 

Wenger (1991) are nowadays used in many various organisations. In the field of education and in 

schools, this can mean that teachers form a CoP to improve their own education, or a group of 

principals meet to discuss management (Moore, Leary, Sinnott, & O’Connor, 2018). An example 
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from the drama community is a group of drama educators at a university starting a professional 

experience programme based on theories of CoP. The aim was to bridge theory and practice 

within drama teachers’ education (Anderson & Freebody, 2012). The use of CoP in this study 

has to do with a wish to understand what lies behind the sayings and the actions of the individual 

professionals in my study. The assumption is that the knowledge of the individual is largely 

based on the traditions and competences of their profession, a certain CoP. This CoP is not one 

that has been urged on them from management or from the individuals themselves. It is, rather, 

about the traditions of the trade, a membership that comes with professional training and work in 

certain spaces, buildings and contexts. Of course, the personality and background of the 

individual influences his/her thoughts and actions, and this is why the personality of the 

individuals is given space in this thesis. The notion of a profession, however, is a major theme in 

this study, and this is based on the assumption that the professional individuals should belong to 

a particular CoP that is linked to the skills of their craft, to their craftsmanship. The described 

CoPs of teachers, actors and drama pedagogues, then, is somewhat generalised. There may be 

many different types of CoPs within these categories, but they are not of interest in this study. 

Role theory is a sociological concept and an important part of educational role plays, which is 

part of the research method in this thesis. In the everyday complexity of situations and 

interactions, people can have many different roles in different positions. According to Björn 

Nilsson and Anna-Karin Waldemarson (1988), role is defined as ‘..//..the sum of the expectations 

that are aimed at a certain position’ (p. 7, my translation). Position is the social location of the 

roles which decides the relation of the individuals. The roles are important for how people view 

themselves as indiviuduals and the roles also form people’s identity (Nilsson & Waldemarson 

(1988). I relate this reasoning on role to the identity of a professional where the view on herself 

as craftsman and others view on her self is related to the relations created in different positions. 

An understanding of the role as an image of self and in relation to other roles is used in the 

analysis here to understand why a character/role behaves and interacts the way it does (Nilsson 

& Waldemarson, 1988). It might also help us find out how the characters perceive the Other, and 

this might deepen our understanding of how the characters perceive themselves. ‘..//..self 

requires the Other to define itself’ (Owens & Yamani, 2010 after Hooks, 1990).  
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Having introduced and reflected on the main theories used in the study, the thesis now 

moves to a discussion of the structure of the whole study. The purpose is for the reader to have 

an understanding of what to expect from the different chapters.  

The Structure of the Thesis 
Following this introduction is the Literature Review in chapter two, which puts the 

research questions into a historical context. A reading of policy documents on art and culture and 

school from the 1980s to the 2010s forms a basis for answering the question about the reasons 

for collaboration on a policy level. This is followed by a discussion of previous research that 

focuses on collaborations between schools and professional artists, mainly in a Swedish context, 

but there are also some examples from British studies. Then the main theories used in the 

analysis are presented, focusing on craft and craftsmanship (Dormer, 1994; Janik, 1996; Risatti, 

2007; Sennett, 2008, 2012), CoPs (Lave & Wenger, 1991) and role theory (Goffman, 1959, 

Nilsson & Waldemarson, 1988). The chapter also constructs models of Craftsmanship and CoP 

of the three professions: teachers, actors and drama pedagogues. These models work as the basis 

for understanding and analysing the encounters of the professionals. Chapter three then focuses 

on methodology and method or the research design of the study. This chapter includes case 

study, ethnography, narrative inquiry, autobiography and ABR-based methods. There is also a 

detailed description of the survey, how it was implemented and how the analysis and processing 

of data was conducted along with ethical issues. The analysis is structured through different 

stories, with narratives in the form of portraits, reportage, poems, scripts and readings presented 

in support of the analysis. The stories are based on both empirical and fictional material. In the 

analysis, the fictional level is used complementarily and is to be viewed ‘as-if’, that is, what 

could likely happen in encounters between the professionals. Thereafter the context studies and 

stories are presented in chapter four. Furthermore, the stories are analysed and discussed in 

chapter five, based on the theoretical perspectives and developed models. Thereafter, themes of 

particular interest from the results of the study are discussed further in chapter six. The 

difference between chapter five and six is that chapter five is written in an attempt to stay close 

to the research questions and discuss the findings related to these supported by theory.  Findings 

in this chapter create the base for the choice of themes for discussion in chapter six and the 

theory is used further to make relevance out of the findings. Finally, chapter seven presents the 
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conclusions of the whole study, questions for future research and implications for the field. This 

is also where the methodological choices are discussed. 

This section describing the structure of the thesis concludes the Introduction chapter. In the 

next chapter, the literature review is presented to give an understanding of the historical role of 

art and school in collaboration as well as the previous research that has been conducted.  
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2. Literature Review 

The traditional image of a craftsman in action is often depicted as lonely work in a 

secluded workshop. This study focuses on teachers, actors and drama pedagogues who are 

seldom lonely when performing their craft. They engage in social interactions and create 

different types of cultures within their social context. Accordingly, the main theories chosen in 

this study complement each other: theories of craft, practical knowledge and craftsmanship 

(Carlgren & Marton, 2002; Dormer, 1994; Janik, 1996; Risatti, 2007; Schön, 1987; Sennett, 

2008, 2012); theories of CoP (Lave & Wenger, 1991); and theories of roles in social interaction 

(Goffman, 1959, Nilsson & Waldemarson, 1988). The theories related to craft and CoP help 

develop models that will be applied to the study data. The theories on social role according to 

Nilsson & Waldermarson in combination with Goffman’s concept on roles will be used in the 

analysis of and discussions related to data regarding roles visible in the encounters of the 

craftsmen. The chapter include an introduction to craftsmanship, practical knowledge, the 

making of craft and the craftsman’s role in the process is followed by a suggested model of 

teachers, actors and drama pedagogues’ craftsmanship. Next is an overview of CoP mainly based 

on the work of Lave and Wenger (1991). This is followed by a brief description of schools and 

theatres as organisations, their frameworks and a suggested model for understanding the CoP of 

teachers, actors and drama pedagogues. The models are based on a view of professionals in a 

Swedish context, understanding that teachers, actors and drama practitioners are not the same in 

other parts of the world. 

With the aim of creating a foundation for the research questions regarding what has 

previously been written on the subject of the arts and schools in collaboration, the literature 

review also gives a historical perspective and discusses previous research. The historical 

perspective focuses on a policy level and summarises how the issue of the arts and schools in 

collaboration is described in the curriculum for elementary school and culture policies from 

1980s and up to today. A chronological perspective employed to help understand how policy for 

collaboration between schools and professional artists is designed today. I am aware in the 

dangers of creating a grand narrative and by this presenting a simplified and descripted view on 

history. The selection of data from policy documents are made by me with the aim of finding all 

writings connected to my research interest.  The Swedish Agency for Cultural Policy Analysis 
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(2013) made a summary of art and culture in relation to school from 1970´s until today in the 

introduction of the first evalutation of the national programme Skapande Skola (Creative 

School). There is though no previous close review and comparision between school and culture 

policies regarding school and professional artists in collaboration.  

The review on previous research is based on a reading of research reports from the 1980s 

and beyond, largely based on research in a Swedish context with a complement of international 

studies. An overview of available research in Sweden and United Kingdom is followed by 

themes that emerged from the reading.  

The Swedish Context – Historical Perspective  
Teaching in elementary school in Sweden has always been linked to the arts and culture. 

An aesthetic perspective has been and is clearly a part of school assignments. This could be in 

subjects like music and the fine arts, but also as part of teaching methods in any subject. It is also 

common with projects and activities in which professional artists work with young people during 

school hours. It can be both short- and long-term projects, performances or concerts where 

children meet representatives of various art forms, such as music, the visual arts, dance, theatre 

and drama. This emphasis has through the years yielded a variety of ways for schools and 

professional artists to organize and arrange projects. This can include Students Choice, a 

dedicated time each week when students can choose from different subjects, often from a 

number of ready-made concepts the school puts together. It may also involve greater political 

initiatives at the national, regional or municipal levels.  

Schools’ Targets of Cultural Policy – the 1980s 
In 1984, the Swedish Arts Council issued a regulation for grants for cultural activities in 

schools. There were many projects, and the schools had the opportunity to apply for state funds 

without any real demand for documentation or evaluation. Enthusiasts, that is, teachers and 

artists who were highly engaged in the area, worked hard and risked burning themselves out with 

these projects (Wiklund, 2009). These enthusiasts could find support for their school’s 

collaboration with professional artists in the national curriculum for elementary school, Läroplan 

för grundskolan, or Lgr 80 for short. School is described in the curriculum as a ‘centre for 

collaboration’ (Lgr 80, p. 22), and it emphasizes partnership with professional artists in both 
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subject learning and leisure learning. School in itself is seen as a major contributor in the area of 

arts and culture. Though partnerships are regarded as important, the writings are expressed 

vaguely by words as ‘should’ and ‘opportunity’.  

Cultural policy in the 1980s was characterised by the cultural proposition introduced in 

1974. It described the school’s role in aesthetic education, gave an expanded view on the cultural 

environment and encouraged the distribution of professional culture (Prop.1974: 28). However, 

in the description of what should or should not be included in a national cultural policy, 

education was excluded. This is shown by the argument that education already has its own 

specific policy with aims, resources and responsibilities. Despite this distinction, the proposition 

still described the interaction between the cultural and educational fields as ‘substantial and 

significant’ (Prop.1974: 28, p. 55). School itself is considered a cultural institution, and 

collaboration with professional art expressions such as theatre, music, museums and libraries is 

told to be extensive (Prop.1974: 28). For cultural institutions and professional artists, the new 

cultural policy meant that they received a clear mission concerning school, and this functioned as 

a foundation for how the cultural institutions later directed their activities. The curriculum of 

elementary school (Lgr 80) could consider this in the descriptions of the importance of 

collaboration and partnership. With these two strong written policies, it can be seen as a natural 

consequence that the Swedish government launched special funding for partnerships between 

schools and professional artists in 1985 (Swedish Agency for Cultural Policy Analysis, 2013, 

Prop. 1988–89: 4). 

A Strategy for Collaboration – the 1990s  
A new curriculum for elementary school was issued in 1994: Läroplan för det 

obligatoriska skolväsendet, förskoleklassen och fritidshemmet (Lpo 94 for short, revised in 

2006). An important change in the new curriculum was that it contained a more explicit section 

detailing the set of values in school. It stipulated that fundamental democratic values must imbue 

the entire school. The form and language of the curriculum was altered from the earlier one, and 

distinctions were made between ‘targets to aim for,’ and ‘targets to achieve’. The latter can be 

viewed as more ruling, and in relation to collaboration with professionals, a target to achieve was 

that all students ‘have developed the ability to perform creatively and have an increased interest 

in taking part of society’s selection of art and culture’ (Lpo 94, p. 10, my translation). Although 

other ruling descriptions about students stated that they should be able to express themselves 
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aesthetically, there seems to have been no direct support for collaboration between schools and 

professional artists. Interaction with the outside world is an important part of the this new 

curriculum, which includes the local art and cultural life. However, it is not clear whether this 

recommendation involved professional artists or whether it was more about amateur culture. 

Throughout the 1990s, the cultural policy in Sweden largely followed the model from 

1974. This may be perceived as odd given that so many other major changes were taking place in 

society, not least the dismantling of the ‘Swedish model’ in favour of a deregulated and more 

neo-liberal market, an economic crisis and Sweden’s joining the European Union (Frenander, 

2010). In 1996, a review, or a proposition, was issued in which some items were changed, 

removed or added (Prop. 1996/97: 3). The link between cultural policy and school was made 

slightly weaker than in the formulations from 1974, although the proposition insisted that 

‘cultural policy must contribute to that the cultural stimulation in preschool and school are 

strengthened’ (Prop. 1996/97: 3, p. 29).  

Theatre for children decreased a lot during the early 1990s (Prop. 1996/97: 3). Children did 

not choose to go to the theatre, and the schools invited local amateur theatre groups to perform 

instead of professional artists. Professional theatres expressed strong concern about this, and the 

explanation was that there was a lack of finances and a lack of knowledge on part of the schools. 

This would, according to the proposition, damage the whole field of theatre (Prop. 1996/97: 3). 

A solution suggested to address this problem was to ‘begin with the children’ and then 

emphasize a stronger link between professional artists and the schools. Among the concrete 

proposals that emerged were a national rolling and temporary mission for theatres hosting 

seminars, training and so on that would inspire persons connected to forging partnerships 

between schools and professional artists (SOU 2006: 045).  

In a supplement to the 1996 Cultural proposition, the Ministry of Culture aimed for the 

development of a new strategy for the arts and culture in schools (Ds 1998: 58). An important 

starting point for this work was that Sweden had earlier signed the UN Convention on the Rights 

of the Child that describes the child’s right to fully participate in artistic life (Hansson & 

Sommansson, 1998). Another starting point for the strategy was reports on previous funding for 

the arts and culture in schools that revealed the schools were quite tired of applying for funds for 

activities (Hansson & Sommansson, 1998). This strategy became a comprehensive document 

based on several projects supported by funding from the government. It addresses various 
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elements of aesthetic learning processes and the arts and culture in schools and includes a new 

focus on students’ participation and creativity. The strategy puts a large focus on the school’s 

collaboration with professionals who possess both educational and artistic skills, not artistic 

skills alone. Examples of this are collaboration with local schools for arts, museums and libraries 

(Hansson & Sommansson, 1998).  

The workgroup for the strategy emphasised on the one hand how difficult it had become 

for professional artists to reach into schools. On the other hand, schools’ new independence had 

opened up new opportunities for artists. This, according to the workgroup, required new tools for 

networking and collaboration because schools’ own culture and management systems differed 

significantly from the arts. A school’s needs and interests should, from a child and youth 

perspective, guide the selection of cultural activities and content. The arts and cultural sector and 

the education sector should still have joint responsibility for planning and coordination. 

(Hansson & Sommansson, 1998). 

In the revision of culture policy from 1996, there are several incentives for professional 

artists’ collaboration with schools, not least through targeted national missions to institutions 

(Prop. 1996/97: 3). However, the strategy developed for bringing the arts and culture to schools 

is rather about schools’ own teachers and other educators with aesthetic competence working 

with the students’ aesthetic learning processes (Ds 1998: 58). 

Art Supporting Targets of School – 2000s and 2010s 
A new curriculum for elementary schools was developed in the late 2000s: Läroplan för 

grundskolan, förskoleklassen och fritidshemmet 2011 (Lgr 11 for short). Aesthetic aspects as part 

of the learning can be found in the description of all courses, but there are no specific statements 

on partnerships between schools and professional artists. The formulations on the aesthetics in a 

school’s mission and the different expressions the students should encounter are the same as in 

the previous curriculum (Lgr 11). In terms of contact with the surrounding society and thus the 

arts and cultural life, the formulations are identical or similar to those in the Lpo 94. However, 

there is no longer a statement in the curriculum concerning students’ ability to perform creatively 

and have an interest in taking part in the arts and culture in the society (Lpo 94, p.10). Moreover, 

because Lgr 11, unlike Lpo 94, has none of the ‘targets to strive for’, a couple of other 

formulations that included a link to professional artists had disappeared as well. In summary, the 

aesthetic aspects of the school’s mission, targets and guidelines are written as clearly in Lgr 11 
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as in Lpo 94. However, formulations about students’ contact with society’s selection of arts and 

culture are somewhat weaker in Lgr 11. On the other hand, the aesthetic aspect is clearer in 

individual courses in the curriculum.  

During the years 1999–2003 the government invested 15 million SEK in a new project 

called Kultur i skolan (Art and culture in school). The funds were directed strategically to eight 

ongoing projects in order to deepen them and create lasting effects (Swedish Agency for Cultural 

Policy Analysis, 2013). The investment also included projects related to teacher education (SOU 

2006:45). At the time, Art and Culture, and Education had a joint ministry and they issued a 

publication in 2005 about national investment in the arts and culture in schools between 1999 

and 2003. This document describes a lack of follow-up and evaluation of what effects the 

projects had on children and the schools (Government offices of Sweden, 2005).  

In 2004, the government of Sweden set up what was called the Aktionsgrupp för barnkultur 

(Action Group for Children’s Culture). This body was assigned to map and develop proposals on 

how children’s culture could be strengthened, which included an investigation of how to expand 

the role of professional artists in schools (SOU 2006: 45). A survey conducted by the Action 

Group provides a detailed image of children’s culture in Sweden. Connected to the field of 

drama and theatre is a mapping of children’s access to theatre via regional theatres, the 

Riksteatern (National Theatre) and independent groups. According to the report, the theatres 

mostly perform for children during school hours, sometimes at a subsidised cost for the school. 

The report mentions the importance of developing educational departments at institutions for the 

arts and culture, reassuring that both educational and artistic/cultural skills will be addressed. 

The Action Group also suggested extended facilities for teacher education in aesthetic learning 

processes. Concerning professional artists, the Action Group wished to see increased possibilities 

for these individuals to work in schools, including funding and knowledge about how to interact 

with children and youths. It also demonstrated the need for local coordination if collaboration 

between schools and professional artists were going to function well (SOU 2006: 45). 

In 2007, the Swedish Arts Council released a publication about the barriers and success 

factors for collaboration between the arts and culture and schools. Here it was argued that each 

child has the democratic right to encounter the professional artists, and for art to be a natural part 

of a school’s entire work (Swedish Arts Council, 2007, p. 5). The publication would serve as 

support for Skapande Skola (Creative School), the new programme implemented by the 
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government in 2008. Inspiration came from past programmes in Sweden but perhaps mainly 

from the Norwegian model, Den kulturelle skolesekken; the British programme, Creative 

Partnership; and other international movements within arts in education and arts education. This 

includes the 2006 UNESCO publication Road map for arts education. Of great importance was 

also a generally increased focus on children’s rights in terms of the arts and culture, not least 

because Sweden had ratified the UN Convention on the Rights of the Child (Swedish Agency for 

Cultural Policy Analysis, 2013).  

The purpose of Creative School was to encourage children and youth’s participation in the 

arts, culture and creative expression. The programme aimed for a long-term integration of artistic 

and cultural expressions in the school, including contributing to the achievement of the school’s 

learning targets. Schools’ needs and interests were to guide the direction of the programme and 

the funded projects (Prop. 2009/10: 3, p. 21). A basic requirement for schools in order to receive 

funding was to involve professionals from the field of the arts and culture (Swedish Agency for 

Cultural Policy Analysis, 2013). Initially, Creative School was intended for years 7–9 and then 

extended to all years in elementary school. In 2011, 55% of all students in the involved years 

participated in the programprogramme (Swedish Agency for Cultural Policy Analysis, 2013). 

Creative School seems to have an intrinsic contradiction in terms of its goals, as it is supposed to 

work as a cultural policy agenda as well as school policy (Lindqvist & Blomgren, 2016). 

A couple of years after the introduction of Creative School, the government presented a 

new proposition for the arts and culture that would replace the cultural policy of 1974 (Prop. 

2009/10: 3). Access to the arts and culture as a right for children and youths became one of the 

three most prioritised cultural targets and was linked to the EU’s eight key competences where 

cultural awareness and artistic expression are part of what young people need in order to meet 

future needs and challenges (Prop. 2009/10: 3). The proposition emphasised that schools have a 

lot to gain by including professional artists and culture, a potential path that schools had not used 

to a great extent. Regarding the artist’s working conditions, Creative School is mentioned in the 

proposition as an extended job opportunity and as part of the government’s so-called ‘work first 

principle’ (Prop. 2009/10:3, p. 54). These perceptions of the programme Creative School as 

primarily part of a policy to support the professional artist’s labour market were also expressed 

by various agents participating in the first evaluation of the programme (Swedish Agency for 

Cultural Policy Analysis, 2013). Since the early 1990s there had been no major projects in 
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financial terms at the governmental level that could support professional artists in collaboration 

with schools. With its funding of 169 million SEK in 2013 and 177 million SEK in 2018, 

Creative School was a relatively large investment (Swedish Agency for Cultural Policy Analysis, 

2013; Swedish Arts Council, 2018). The support worked as a clear signal to both schools and 

professional artists that they should find ways to collaborate and apply for funding.  

Reflections on Policy 
When comparing the descriptions in the curricula for elementary school from 1980s 

onwards, it appears there has never been particularly strong support for collaboration with 

professional artists. The clearest supportive formulations are from the curriculua of 1980s. For 

example, students should visit a theatre performance. Those types of ruling targets are not 

included in later curricula from the 1990s and 2000s. However, what was strengthened over the 

years were formulations about aesthetic learning processes. This notion seems to involve the 

school’s internal work and the teachers’ own aesthetic skills along with collaboration with what 

is referred to as cultural pedagogues rather than professional artists. School principals must now 

ensure aesthetic perspectives in all subjects, but there does not have to be interaction with 

professional artists.  

From the school’s perspective, it may seem somewhat strange with the launch of the 

programme Creative School that its main focus is on professional artists. The Swedish Cultural 

Policy’s aims at supporting the school’s work with professional artists have no real support in the 

curricula. However, Creative School may serve as a way for the school to meet aesthetic goals. If 

Creative School from a cultural policy perspective is a way to organize assignments for 

unemployed artists, there is little support within school policy to succeed in that ambition. The 

schools also in evaluations from the 1980s and 1990s described themselves as tired of applying 

for external funds (Hansson & Sommansson, 1998), which is what they have to do to take part in 

Creative School.  

In the arts and culture proposition from 2009, it is stated, ‘it is the schools’ needs and 

interests that will guide the direction’ (Prop. 2009/10: 3, p. 20). In many ways this does not seem 

to be the case concerning the targets and design of Creative School. There are no descriptions in 

the curricula that support a need for or interest in having students meet external professional 

artists. 
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There has been a shift in the status of cultural policy and school policy during the 40 years 

studied in this review. It seems cultural policy had a stronger position, along with school policy, 

during the 1980s and earlier than today. This becomes evident in the regret expressed by the 

National Agency for Education that the schools were not a major part of cultural policy 

(prop.1974: 28). There has also been a change in the school’s status as a cultural actor in society. 

The Lgr 80 described the school as a partner which could fulfil cultural policy objectives. In the 

1990s, the artists were to function as support for the teachers’ own work in an environment of the 

arts and culture, that is, in the school. Today, the debate is, rather, about how professional art can 

support schools in achieving their targets. This was also a fundamental argument when launching 

the programme Creative School.  

During these past 40 years there has been a shift in the organisation of policy on schools 

and of policy on the arts and culture. In the 1990s, when the two ministries were united, the 

political interest in fostering partnerships between schools and professional artists found its base 

in and was more related to the professionals working in schools, that is, the teachers. When the 

ministries parted ways, and with the launching of Creative School, the base was then found 

partly in the school’s subjects and in students achieving the goals, and partly in the professional 

artists and their need for complementary employment. Although the funding of Creative School 

is to come from the schools’ heads, teachers are no longer the main base to support the aims of a 

partnership programme.  

In summary, looking back on 40 years of policy regarding partnership, the school is no 

longer viewed as a cultural institution by the government. Though there is a link between the 

strategy from the 1990s and today’s aims for the programme Creative School regarding having 

the arts permeate schools, there is a difference in where the basis for that aim is to be found. 

Artists are now considered to function as support for learning in subjects and not as support for 

teachers’ work.  

The culture policy writings from the 2000s seem to reflect regret that the schools have not 

made sufficient use of the arts and culture in education. Schools do not seem actually to 

understand their own task concerning the mission of integrating the arts and culture with 

education (Prop. 2009/10: 3). 

It is notable that cultural policy takes great responsibility for pedagogical issues. It was the 

Swedish Arts Council, not the National Agency for Education, which had the mission of 
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supporting artists and institutions in educational work during the late 1990s. This was done 

through training courses, seminars and so on. One could think it would be more natural for the 

National Agency for Education to take care of this because they are experts in pedagogy. The 

Arts Council is now also overseeing applications and decisions about projects in Creative 

School. The National Agency for Education, however, has since the 1980s been responsible for 

disseminating models for aesthetic learning processes to teachers. These reports of ‘best practice’ 

often emphasise teachers’ own projects rather than collaboration with professional artists. This 

means that both the political part of education and of the arts and culture now have a strong focus 

on teachers and pedagogical issues. Thus, in connection with the argument regarding the basis of 

the aim to create a partnership, it seems the arts and professional artists have always been viewed 

as a form of support for the school and not as equal partners. Learning in school subjects is in 

that case seen as a higher aim in a partnership than performing an artistic work.  

Previous Research in Sweden and United Kingdom 
Reports and research on artists’ collaboration with schools often focus on the effects of 

partnerships in terms of learning and the student’s development. The interest of this study, which 

concerns encounters between professionals in the arts, culture and schools in the form of 

collaborative projects, have also been the specific focus in past research. The themes which 

emerged are connected to the focus of the present study, although the perspectives of teachers are 

more visible in earlier research than the perspectives of professional artists. There is almost no 

research about the role of drama pedagogues in collaborative projects. If drama is mentioned, it 

concerns drama as aesthetic expression in projects and the impact of drama on children and 

youths’ learning (Animarts, 2003; Lund, Krantz, & Gustafsson, 2014).  

Research Projects in Sweden and United Kingdom 
Ken Robinson was a pioneer in the field of research on professional artists working in 

collaboration with schools. The ideas expressed in his book The arts in schools. Principles, 

practice and provision (1982) feel remarkably current. Robinson argued that matching an artist 

with a school project has to do with the type of art that is practiced, the facilities available and 

what kind of attitudes the school as an organisation, teachers and artists have towards each other. 

The artist’s role in the project must be precisely that of an artist working with art, not on 
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becoming a sort of extra teacher. It is important that schools understand the role of the artist as 

an artist and the teacher’s role as a teacher. Robinson considered time, which is also linked to 

economic aspects. Time and economy are fundamental difficulties for professional artists and 

arts institutions. Qualitative art requires qualitative time, and this is not always a possibility in 

collaborations between schools and artists. In order to put economy into the machinery, artists 

might have to visit many schools within a short period of time, which can affect the quality of 

their contact with the children and youths (Robinson, 1982). The themes put forward by 

Robinson are connected to themes relevant in the field today and noted by researchers in recent 

years. These themes are about tensions related to the differences between teachers and artists in 

terms of culture, matters of organisation and frame factors. The most important issue is what the 

arts and culture can provide in relation to schools. Robinson had a clear mission: putting 

creativity into the heart of the curriculum (Robinson, 2006, 2011).  

In Sweden, there is not much research on this topic from the 1980s, but education policy 

started at this time to develop an interest in the role of the professional artists and culture in 

schools. A report commissioned by the Ministry of Education gives definitions and describes 

projects along with discussing problems and obstacles connected to the field. This is done from a 

class perspective (Arnman, Assarson, Bjurman & Jönsson, 1983). The report was followed by an 

evaluation of a large number of projects and collaborations during the years 1986–1991 

(Trondman, 1997). In the 1990s, the Swedish Ministry of Education commissioned a workgroup 

to develop a new strategy for the arts and culture in schools (Arbetsgruppen för kultur i skolan). 

Here were links to a new curriculum, Lpo/Lpf-94 and the UN Convention on children’s right to 

express themselves and take part in the arts and culture in society. The group followed and 

initiated various projects for development as a basis for the strategy, in conjunction with 

hearings, observations and interviews. They argued that a lack of research in the field was a 

reason for initiating all the projects to come and for the large analysis of Trondman (Ministry of 

Education, 1998). 

During the 2000s, the number of Swedish research projects, theses, reports and articles 

related to the arts and culture and education increased to a great extent. This work was closely 

attached to the group behind the theory of a radical aesthetic. This theory was based on 

Trondman’s critique of the ‘good culture’ and a view of schools as being too modest in their 

perceptions of art education (Aulin-Gråhamn, Persson & Thavenius, 2004). The Swedish 
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National Agency for Education produced a report on national actions taken in relation to the arts 

and culture in schools, involving researchers (Swedish National Agency for Education, 2002, 

Lind & Borhagen, 2000). Several research studies involving a specific county theatre 

collaboration with the school was conducted in the late 1990s and early 2000s (Olsson, 2006; 

Gustafsson & Fritzen, 2004; Lund, 2004, 2008, Deer & Lund, 1999). The main focus of these 

studies was students and their encounters with the arts and artists, but also interaction between 

students and teachers. In her doctoral thesis, Lund undertook a cultural sociological analysis of 

theatre for young people. She describes three agents and their worlds: the theatre, the school and 

the audience (Lund, 2008). The study was carried out in the late 90´s.  

During 2003–2008, a new government agency, Myndigheten för skolutveckling (Swedish 

National Agency for Development of Education), took over the research and evaluation of the 

arts and culture in schools and did so from the school’s perspective. However, after that 

government administration came to an end, it appears that research on the subject was taken over 

entirely by Swedish arts. In the reports that followed from the Swedish National Agency for 

Education there was a broad range of projects and good examples then new research. Reports 

and research connected to the programme Skapande Skola (Creative School) are today solely 

requested by the Swedish Art Council or the Swedish Agency for Cultural Policy Analysis. This 

is natural because it is the government cultural budget that defrays the costs of Skapande Skola. 

However, given that this contribution largely affects the school’s activities and is needed in order 

to reach the school’s goals, it is notable that school policy appears to have no interest in follow-

up and research. Research on the arts and culture and schools working in collaboration has, then, 

mostly been connected to a governmental mission.  

Concerning British research on the subject, a major evaluation of Creative Partnerships 

was undertaken in 2006 through a case study of some selected projects. The aim was to 

determine whether the projects were sustainable models of creative approaches. Obviously, they 

wanted the results to be of help in developing future projects in Creative Partnerships. The 

researchers chose primarily to investigate schools that had taken an overall perspective on the 

partnership, not individual small projects but programmes that involved the whole school and its 

development (Sharp et al., 2006). The artist’s perspective seems to have been made visible first 

in the British research context and then the Swedish during this time. For example, a report 

appeared from Animarts (2003) describing the requirements for a successful collaboration, what 
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characteristics and skills the artist should have and how this relates to students and teachers. 

Gradel (2001) described different types of collaborations by showing different degrees of 

interactivity in encounters between the professional artist and the school. Gradel also described 

the different roles the artist may assume (or be assigned) in collaboration with the school.  

When Creative Partnerships ended after eight years, it was possible to investigate it in a more 

longitudinal way. Hall (2010) considered in relation to the political management in the United 

Kingdom and provides a discourse analysis of the concept of creativity in schools. 

It traces the changing definitions and uses of the term in relation to agendas about 

raising standards in schools, promoting the arts and cultural education, and 

developing entrepreneurialism. (p. 1) 

 

These discourses are also recognised in a Swedish context. There are three noticeable 

tracks on schools’ collaboration with the arts and culture and professional artists. The first is 

grounded in the UN Convention on children’s rights and the child’s right to express themselves 

creatively and take part in cultural offerings. The child’s perspective, influence and participation 

are a starting point for projects and collaborations, for example, the book Culture, aesthetics and 

children’s right to education by Klerfeldt and Qvarsell (2012). Within the child’s perspective, 

there are the notions of ‘art for art’s sake’, and that it does not have to be useful for reaching 

other goals. The second track is about a connection to the school’s core subjects, that is, learning 

mathematics and language through aesthetics. Concepts such as ‘dancing math’ can have a major 

impact on students’ learning. Those who write about this track are not always researchers but 

have links to theories of neuroscience (Skogsberg, 2010). The third track is about 

entrepreneurship and entrepreneurial learning. In this concept, the development of skills such as 

flexibility, creativity and innovativeness are not difficult to relate to the field of aesthetics and an 

artistic approach.  

The Swedish Agency for Cultural Policy Analysis has during recent years initiated a 

couple of reports concerning Skapande Skola (Creative School). The reports have mainly an 

evaluative purpose but are based on both statistics and qualitative studies. The main focus of the 

evaluation from 2013 was the long-term integration of the arts and culture in schools, whether 

students’ encounters with professional artists had increased, whether collaboration between 

professional artists and schools had increased or strengthened through Creative School and 
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whether the steering systems connected to the programme were purposefully related to the aims 

of the programme (Swedish Agency for Cultural Policy Analysis, 2013). Regarding this study, 

the results on how the professionals view each other, what they have learned from each other in 

these projects and what happens during the actual encounters are of interest. Some of the results 

in this evaluation are based on the research study of Lund et al. (2013). Other research of interest 

for this study is a report exploring collaboration between schools and the Malmö City Theatre in 

the south of Sweden (Lelinge & Alwall, 2014). The report is not specifically focusing encounters 

of the involved professionals, but there is some result regarding organisation of projects.   

From an overview of research available from the 1980s up to more recently on the subject 

of the arts, culture and schools in collaboration, with a focus on the role of professionals, some 

themes emerge. In these themes there are clearly some tensions, mostly regarding organisation 

and culture but also regarding the mission of the arts and culture in school (Lund et al., 2013; 

Lelinge & Alwall, 2014; Lund, 2008; Trondman,1997; Arnman et al., 1983). Other themes focus 

on the learning available and the factors necessary to succeed with collaboration (Lund et al., 

2013; Sharp et al., 2006; Animarts, 2003). Then there is a theme regarding research on 

craftsmanship and CoPs in relation to the arts and culture (Adams, 2005).  

Tensions Regarding Organisation and Frame Factors  
Robinson (1982) showed that the best results from encounters between schools and 

professional artists are achieved through longer projects or when a single visit has been preceded 

by pre- and post-workshops led by the teacher. Yet, whether the engagement is short or long, 

there are always organisational issues and frame factors to consider. Typical for this theme that is 

found in previous research is a view that the government of the school, including curriculum, 

frame factors and organisation, can stand in the way of the arts reaching the children. This can be 

described from the perspective of management, teachers and artists.  

Organisational barriers are often mentioned as obstacles to collaboration. There have been 

noted differences in the aims and mission in the organisation of their own institutions (Swedish 

Arts Council, 2007). The school as an organisation seems to be very troublesome in relation to 

artistic goals (Arnman et al., 1983; Lund et al., 2013; Swedish Arts Council, 2007). School 

principals express that there are challenges in generating participation, commitment and 

anchoring at different levels. Projects also need to be adapted to the school’s curriculum, 

school’s organisation and its students (Lelinge & Alwall, 2014, Lund et al., 2013). The 
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involvement of the school’s organisation and teachers is important for the outcome of 

collaboration. How ideas emerge and what information is given about the project’s background 

is important in order for the project to lead to meaningful work or experience, as well as how the 

project is concretised and mediated to those who are to work with it (Lund et al., 2013). A lack 

of information can result in teachers behaving passively during the experience or in a workshop. 

Teachers’ respective subject traditions and professional boundaries are other important factors 

and may affect the project positively or negatively depending on whether the tradition is open to 

integrative work with other subjects or areas. Teachers sometimes seem to lack tools in their own 

subject to meet different aesthetic expressions. Similarly, there are traditions and ideals within 

the arts and culture. 

Regarding frame factors, this mostly involves expressions of the lack of something in order 

to succeed with collaboration. Lack of time is most frequently mentioned by all professionals 

involved in these undertakings. This seems to be a major challenge in collaborative projects 

(Gradel, 2001; Smithrim & Upitis, 2005). For example, it’s necessary to find time for joint 

planning and communication. Another aspect of time is when teachers describe the partnership 

as an additional burden added to an already stressed and massive schedule (Smithrim & Upitis, 

2005). Time is also an issue for school administrations. Principals describe their main task as 

creating time for planning and collaboration. Having a long-term perspective seems to be of 

great importance (Bumgarner, 1994; Lund et al., 2013; Patteson, 2002). A school’s 

administration can give the arts and culture legitimacy by prioritizing work, allocating resources 

(e.g. time), informing the staff and generating enthusiasm among the staff. Teachers also believe 

that if the projects were documented and followed up in a good way, it would create conditions 

for ensuring a quality undertaking and a long-term perspective (Lund et al., 2013). 

Although not as common as time, the frame factor space is also seen by artists as 

problematic when a collaborative project takes place in a school building. Finding a suitable 

location to practice dance and theatre is not always possible. When a collaborative project is 

carried out in an art institution’s own building, this is not experienced as a problem (Smithrim & 

Upitis, 2005). Learning the craft of theatre is not the same when practiced within the school 

building as it is when practiced in the theatre’s own domains (dance hall, black-box, stage etc.). 

Smithrim and Upitis (2005) stated that research has not yet investigated how the artist’s art 

responds to what the art form looks like in a school. Niklas Hald (2015), an actor, touches on this 



 
 

36 

in his thesis. He finds the premise of performing at a school compared to a theatre different in 

many ways. Even more challenging is performing for a young audience not used to the language 

of theatre. This audience is not an anonymous common mass but many individuals. This is 

reinforced not least by the often implemented pre- and post-work. Hald describes his greeting the 

audience, before the performance, dressed in his stage costume but as himself, as important for 

the acting that will take place. Here, the audience gets a glimpse of the theatre’s magic, 

according to Hald, but it is also an opportunity for both actors and audiences to encounter each 

other as human beings. The educational pre- and post-work and performing at schools is 

perceived as valuable but also exhausting and hard work. It can lead to doubts about one’s own 

professional identity (Hald, 2015). 

A lack of resources is mentioned as an obstacle in previous research, but it’s more 

something that is referred to but not much discussed. A collaboration is most often not included 

in the school’s regular budget, which often means a time-consuming process spent on 

applications and less on development (Smithrim & Upitis, 2005). However, for teachers, the full 

support from the school administration and management in collaborative projects seems more 

important than increased financial resources (Smithrim & Upitis, 2005).  

To a great extent, teachers wish to work with artistic and cultural expressions in school, but 

there are tensions connected to these artistic projects in relation to curriculum and teachers’ 

working conditions. When teachers are not able to argue for how the projects can be linked to 

goal achievement of the subjects, additional problems may arise connected to legitimisation of 

the activities, for example, in conversations with parents (Lund et al., 2013). The guidance and 

requirements they perceive based on the school’s governing documents, curricula and increased 

demands for assessment and goal achievement then influence how they take on projects:  

 

The new school reforms, which include new curricula and a new grading system 

have changed the map in school and the focus has become more on governing 

documents, subjects, grades and assessment. The school’s inner work, the teachers 

express, have become much more intensified and hours are counted. This 

reinforces another dilemma, that it is primarily teachers in Swedish and the 

aesthetic subjects that take on the role of the so-called fiery-spirits who engage 

themselves in Creative Schools. (Lund et al., 2013, p. 12) 
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An explanation of the engagement of teachers in Swedish and art subjects is that 

collaborative projects may relate to the traditions of the subject. Also, there involvement has to 

do with what opportunities teachers have had during their own training (Lund et al., 2013). The 

statement above mentions ‘fiery spirits’ and the importance of their involvement in 

collaboration. Eldsjälar in Swedish means ‘souls of fire’ and is a common word to explain when 

someone is really engaged and driven. Without a driving force, often a cultural coordinator or an 

especially interested teacher, there will be no project at all (Swedish Agency for Cultural Policy 

Analysis, 2013).  

Tensions Regarding Culture 
Cultural differences between the work culture of teachers and artists has been a recurring 

articulated subject within the research. There is, though, a distinction between what are actual 

cultural differences between professions and organisations, and what is perceived by the 

professionals as such. In Lund’s thesis (2008), the overall image is that there are large gaps 

between school culture and theatre culture. However, when it comes to perceptions, it seems 

artists have a more negative view of the school than the teachers have of theatre.  

One aspect related to cultural differences concerns the view of knowledge, art and culture 

(Lelinge & Alwall, 2014, Smithrim & Upitis, 2005). Teachers’ and artists’ different approaches 

to knowledge may lead to different views on the aims of a collaboration. And different 

approaches to art and culture may lead to different views on the aims and objectives of a project 

(Smithrim & Upitis, 2005). The differences are described on many levels, with a focus on 

various traditions within the professions and various approaches towards the children.  

Within the projects arose constantly encounters and collisions between the two 

cultures, different professional traditions, organisation, aims, content, working 

methods and ways of relating to children and youths. (Swedish Arts Council, 

2007, p. 19. My translation) 
 

A negative view of the other profession doesn’t have to be a static condition, however. 

According to Smithrim and Upitis (2005), the teacher’s attitude towards the artist and her 

profession is related to how long the teacher has been involved in the partnership. Frustration 
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regarding artists’ lack of understanding of the work in the classroom, along with teachers’ own 

frustration due to a lack of knowledge in the art form, was noted at the beginning of projects. 

Teachers also felt there was a difference in their own creative ability compared with the artists’. 

Yet these thoughts disappeared gradually during the project. Those involved in the project for 

several years could reflect on the complexity of an artistic process and the life and work of an 

artist.  

.. / / .. They had come to see artistic work as a mixture of creative freedom and a deeply 

disciplined approach. (Smithrim & Upitis, 2005, p. 61) 

 

Myths and perceptions about the other part can change over time. 

It all comes down to having enough time and space to explore, plan and work with 

colleagues, so that informed and sustained changes to personal and professional 

practices can be achieved. (Smithrim & Upitis, 2005, p. 64.) 

 

In earlier research, a lack of knowledge about each profession’s territory is described as the 

main barrier (Gustafsson & Fritzén, 2004, Bumgarner, 1994). The artists lacked knowledge of 

how the schools of today work, and the schools had difficulty seeing how the artists could 

contribute besides providing an experience outside the ordinary instructional schedule (Swedish 

Arts Council, 2007, Gustafsson & Fritzén, 2004). In recent years, this obstacle to collaboration 

seems to have been reduced, however. Artists do know about schools’ conditions, goals and 

premises. They are aware of teachers’ multifaceted assignments and tight schedules. In 

interviews with the professionals, they now express thoughts about the similarities between the 

two worlds. An example of this is when an artist emphasizes that both art business and school 

business are production oriented. There also seems to be a strong consensus among all adult 

professionals involved that the goal is ‘arts and culture for all’, which are the common goals of 

cultural policy. Lund et al. (2013) argued that a focus on similarities instead of differences would 

be ‘a step on the way of an encounter on more equal grounds ..// ..’ (p. 146, my translation). 

A study by Lund et al. (2013) showed that the programme Skapande Skola (Creative 

School) has been partly able to influence school culture. Most often projects are incorporated 

into the school culture and become part of what already and exists. The outcome of the projects 
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has to do with how the school works, what is already going on and the culture of the school. 

Moreover, the outcome reflects how the different categories of operators interact and have an 

impact on how the project is planned, implemented and followed up (Lund et al., 2013).  

Tensions Regarding Mission and Roles 
According to Ericsson and Lindgren (2007), the arts and culture in schools have been an 

important part of Swedish school policy since the 1980s. Development (of the students, the 

school) has been the main purpose for schools getting involved in such projects with professional 

artists. Research in the 1990s showed that projects tended to be quite temporary, and therefore 

they could not contribute to any long-term development (Hansson & Sommanson, 1998 in the 

study by Ericsson & Lindgren, 2007). Because schools knew little about the content and function 

of the arts and culture, the projects became what Trondman (1997) described as kulturfostrande 

(arts and culture fostering). In Swedish, the concept of fostering is related to education meaning 

to educate a child in a desired direction, usually to a mature and socially accepted behaviour 

(Svensk ordbok, 2009). Mostly the projects in Trondmans study were about giving students an 

opportunity to experience good and ‘nice’ arts and culture. The students were seldom able to 

influence the choice of the arts and culture they would come in contact with in these projects, 

and their own way of expressing culture was also rarely acknowledged (Trondman, 1997 in the 

study by Ericsson & Lindgren, 2007).  

The discussion in the 1990s was, then, about the school’s view of art, a lack of knowledge 

of art and an inability to involve the students. Despite such criticism, however, the discussion 

still seemed to be a battle over the field of art. Art was considered to have an intrinsic value in 

student development, although this was not entirely a view of ‘art for art’s sake’. This 

perspective is different from the change in perspective that followed in the 2000s, when art 

became a tool for the school to achieve its goals. This is expressed not least in the premise of the 

programme Skapande Skola (Creative School). The programme was intended to support the 

school’s goal completion in terms of the arts and culture (Swedish Agency for Cultural Policy 

Analysis, 2013).  

Tales by artists about teachers who are uninterested or sceptical about the theme of an 

artwork were common in earlier research (Arnman et al., 1983). These problems seem to have 

become less apparent in later research, but tensions regarding the aims and roles of the 

professionals in a collaborative process remain. Although many teachers view projects and 
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artists’ visits as part of a subject or part of the school’s goal completion, others regard it as 

something outside ordinary schoolwork, and then the activities function as a break for both 

teachers and students (Lund et al., 2013). This could mean the aims and purpose of collaborative 

work are not always communicated or interpreted effectively by the professionals involved.  

Frustration connected to roles in the collaboration is commonly described in the literature. 

Teachers may, for example, experience frustration when theatre staff expects them to prepare the 

students and ensure that they monitor order when visiting the theatre (Lund, 2008).  

Artists become frustrated when they experience the school’s approach to art as having to be 

useful in some way (Lund, 2008). The artists also clearly demonstrate that they themselves do 

not want to be educators, and they often dislike others’ perceptions that the arts and culture 

should serve a useful purpose other than the art itself (Lund et al., 2013). According to Lund, 

actors do not like theatre becoming part of schoolwork. This is also why they express scepticism 

regarding the school’s pre-work before performances. The reason they are put off by this is 

because the actors themselves have no influence over the process that precedes the actors’ own 

work on stage. The actors also do not trust the teacher’s ability to deal with theatre encounters 

(Lund, 2008). Lund described the relationship between the regional theatres and the schools as 

very tense. ‘The theatres’ questions about art are set against the schools’ perception of what is 

important’ (Lund, 2008, p. 89, my translation). This tense situation is explained by the theatre 

management as stemming from the arts’ need to be free and independent and not an educational 

resource where themes are based on the school’s perspective. Lund (2008) meant that the theatre 

shows an ambiguous attitude towards the school. On the one hand they want the theatre to be 

free from the school’s educational mission. On the other hand, the theatre needs the education 

given by the school and its fostering of the young audience so that they can behave as expected. 

This means being a ‘good audience’ and having control over one’s behaviour in the theatre 

auditorium.  

To be located in the same room, visible and aware of the process, becomes a strong stand 

of action, a physical representation of mutual respect. The teacher and the artist show the 

students a common goal for the project and that they want to achieve it together. With this 

understanding, it becomes difficult to carry out projects where the teacher and the artist do not 

cooperate, implement projects side by side instead of together, or show a lack of a common 

interest. Though it is important that both the teacher and the artist be present in the room during 
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the process, they do not always necessarily have to take an active role. Teachers highly value 

observing their own group of students in interaction with a professional artist (Animarts, 2003). 

According to Lund et al. (2013), the artist’s primary purpose in working with schools is the 

desire to develop students’ creativity and contribute to their well-being. Yet artists’ hopes about 

what they wish to accomplish may not match their ambitions in terms of preparation for the 

context they will come in contact with. Artists may show surprisingly little knowledge of and 

sometimes a disinterest in the aims of the programme Skapande Skola (Creative School) and the 

goals of these projects. And although they emphasize student’s creative development as their 

purpose, it can seem as if it is their own artistry is at the centre of their engagement during the 

collaborative work (Swedish Agency for Cultural Policy Analysis, 2013). Artists like to get 

teachers and students involved in the creative process. However, according to Lund et al. (2013), 

the artists may discuss whether it is useful for teachers to participate in meetings and discussions 

with students or not. This kind of ambivalence regarding the teachers is very much about how 

they experience teachers relating to the students, that is, whether they think it is beneficial for the 

student’s ability to create if they enjoy the teacher’s presence and vice versa.  

Gradel (2001) classified the roles an artist may have (or be assigned) in collaboration with 

the school into four categories. The Performing artist gives performances or exhibitions 

organised at the school or at their own institution or studio, but they do not interact much with 

students or teachers besides in the performance. The Interacting artist organizes reflective pre- 

and post-workshops with students and teachers connected to the performance or exhibition. 

Sometimes they link the theme and/or the reflection to the current teaching or to different school 

subjects. The Collaborating artist can do all the things described above but also take part as an 

‘artist-in-residence’ where he/she, along with the teachers, is involved in project planning and 

evaluation related to teaching. The Master instructional artist, as in the examples above, arranges 

performances, workshops and projects in collaboration with teachers. This also entails a level of 

deeper involvement in school issues. The Master instructional artist often works as a project 

manager who is in charge of designing the entire project and mentoring other artists. This 

attempt at trying to understand different roles taken by artists in collaborative projects enables 

support when evaluating the artist’s engagement. Research has not focused the same attention on 

the teacher’s engagement regarding roles in these projects. Artists collaborating with the school 

need the support of teachers because the teachers know the children and have a relationship with 
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them (Hall, Thomson, & Russell 2007). Artists also need to better appreciate the teacher’s 

creativity (Hall et al., 2007). Being an artist in partnership with the school is described a 

multifaceted task in which the artist needs to be competent in many areas and use different 

learning strategies, often on multiple levels (Ledgard, 2003).  

In sum, there are tensions connected with these partnerships concerning different views on 

what is important in relation to the students. This is connected to the aims of the professionals, 

both those perceived by the individuals and those required by the organisation. The artists’ aim 

of coming forward with questions about art and encountering the children seems, though, to be 

desired by both the individual artists as well as their organisations. The teachers’ aim seems to be 

connected to the curriculum, that is, the aims of the organisation. This leaves out the teachers’ 

own, individual driving force. Frustration in connection with encounters between the arts and 

schools is most often expressed by artists in the literature. This frustration seems to have 

something to do with the artist’s ambivalence within the partnership – ambivalence regarding 

putting either art and freedom, or the student’s development and creativity in the first room. The 

ambivalence becomes apparent in the artist’s disinterest in the aims of the collaborative project 

and in his/her view on when and how teachers will be involved in the process. Overall, particular 

perspectives on roles seem to be mostly connected to the artists in these partnerships. The roles 

that teachers take on or are assigned, are described less. The scheme by Gradel (2001) of the 

different roles of the artist working in collaboration did not have a parallel regarding teachers.  

Learning Through Partnership 
In describing collaboration between teachers and artists, a major focus can easily become 

differences, problems and cultural collisions. There are also many similar approaches, however, 

such as common values, for example. Both teachers and artists think it is important that the 

school has an art-rich education, and that art and aesthetics can help children understand both art 

and other subjects better (Smithrim and Upitis, 2005). However, none of the artists and few of 

the teachers in a study by Smithrim and Uptis (2005) considered that art projects play a crucial 

role in learning other subjects besides aesthetics (arts education). Rather, they describe the 

benefit to the student’s social development and the achievement of physical and emotional 

knowledge. They also describe the positive gains achieved in the encounters between the two 

different professions. Teachers say, for instance, that the partnership can help break down their 

‘isolation’ in their teaching and increase their contact with artists and colleagues. Their 
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professional network is developed both externally and internally, and a ‘learning community’ is 

established. Smithrim and Upitis (2005) describe how a ‘spirit of sharing’ occurs. The teachers’ 

broadened network and the reflective discussion with colleagues helped them use and integrate 

artistic methods in their own teaching. 

In research by Animarts (2003), it was concluded that the partnership had an impact on the 

teacher’s professional development and practice in several ways (Sharp et al., 2006). For 

example, their teaching became more creative, with a wider repertoire (more ideas, experiments, 

risk-taking and spontaneity). Teachers learned new arts skills and techniques, and a result of this 

was an increased confidence in teaching, ‘a result of adopting less didactic teaching approaches’ 

(p. 88). The teachers also had an opportunity to reflect more on their own learning and practice. 

The professional artists, the creatives, were keener to talk about how they could contribute to the 

school and the student’s development than about their own personal and professional 

development in the projects. Their greatest motivator was helping teachers and students grow, 

and it gave them ‘a sense of pleasure and pride’. The more problematic aspects of the project 

were described by both teachers and artists as a lack of time, too much bureaucracy and 

confusion about the purpose of the partnership and how it would work in practice. While most 

thought the collaboration worked well, there were sometimes problems in the relationship 

between the teachers and the creatives. Misunderstandings could occur about roles, and there 

were also some issues concerning the creatives’ inability to fit into the school system. 

In the evaluation of Skapande Skola (Creative School), the researchers showed that 

encounters between teachers and professional artists based on mutual cooperation is a 

prerequisite for successful projects within Creative School. It seems like this basis is supported 

by long-term engagement, where the participants can get to know each other’s competence. This 

is also something Robinson (1982) talked about in the 1980s. Then the ‘relation between school 

and art life will develop into a more equal exchange regarding professional experience’ 

(Myndigheten för kulturanalys, 2013, p. 52, my translation). A long-term relationship will also 

lead to an extended network, which is of benefit to the school administration, teachers, artists and 

students.  

The teachers in the evalutation say that they have been inspired during the projects and 

have gotten ideas to use in their academic work, and that they have broadened their competence, 

which has led to the development of new teaching material. They think that expressions of the 
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arts and culture can enrich the form of their teaching. All these effects come from the teachers’ 

encounters with the knowledge of professional artists. It is, however, more uncertain whether 

these effects will exert a presence in the long term or to what extent the working methods in the 

classrooms have changed (Myndigheten för kulturanalys, 2013).  

The artists in the evaluation believe that their professional qualifications have improved 

qualitatively when encountering students. There is very little that indicates the artists have 

developed in working with the teachers, however, although they think they had good dialogues 

with the teachers and that the teachers received something from them. Despite good 

conversations and encounters it seems there is a sort of contempt on the artists’ part for the 

school and what the school stands for, along with a fear of institutional education. The voices of 

experienced artists argue that there is a caricature image of each profession. In this case, it is the 

rigid, square school and the no-saying teachers against the fuzzy, fiery artists who create chaos 

and are unwilling to adapt to school rules and norms. The caricature is alive on both sides, but it 

doesn’t seem to be anchored in the school as much as among the artists. In contrast, teachers 

testify that their perception of artists and artistic work has altered through the collaborative 

projects. A solution to getting rid of old perceptions, easing encounters and creating mutual 

respect could be, according to an artist in the study, to provide collective training and in that way 

get to know each other’s roles and practices better (Lund et al., 2013). The study identified a 

wish on the part of the professional artists to create a larger discussion within the school about 

art as a field of knowledge. For them, this desire is in order to get away from the perspective of 

usefulness, based on the school’s agenda, that is, that professional artists and culture have to be 

linked to traditional school subjects. The whole business of the arts and culture, then, according 

to the researcher, needs to develop a language for the tacit knowledge to make it understandable 

as knowledge in itself and a knowledge-developing practice. 

We mean that if the light is put on generic knowledge, a meeting place between 

school and professional arts could be built. Perhaps it could be a way for school 

and art to approach each other on more equal terms, where similarities and not just 

differences are noted. (Lund et al., 2013, p. 146) 

 

According to Ledgard (2005), a partnership becomes most effective when teachers and artists 

reflect together on insights and qualities, what they have in common and what sets them apart. 
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..//..success comes when the teacher/artist partnership is based on mutual understanding of 

the distinct and equally valuable contribution of both teacher and artist to the partnership. 

(p. 178) 

 

The professional artists interviewed in Smithrim and Upitis’s (2005) study observe that their 

art is often influenced positively in their involvement in projects with schools. In these 

undertakings they gained a greater understanding for teachers’ situation and the complexity of 

teaching. Some artists talked about the importance of learning about teaching, and that the 

teachers had helped them understand the spectrum of relationships in a classroom situation. In 

their encounter with the classroom context, then, the artists developed patience and flexibility. 

They had the opportunity to see how experienced teachers work, and through this they could 

change the way they themselves respond to the students (Smithrim & Upitis, 2005).  

In sum, previous research has shown that teachers and artists experience several positive 

effects from partnerships. Collaborative processes impact teachers’ professional development 

and practice. For example, they learn new art skills and techniques. Artists do not develop 

professional skills to the same extent as teachers. They are more interested in helping students 

and teachers develop. Having an opportunity for reflection with the artists and colleagues is 

important for the teachers to integrate the methods into their own teaching.  

Successful Partnership 
The focus on factors for a successful partnership is common in the reports related to 

collaboration between schools and the arts. The research of Animarts (2003) highlighted, for 

example, the importance of both sides participating fully in the creative process, taking risks and 

daring to experiment together. It is about developing an ‘earning of trust’ (Ledgard, 2005). 

Collaboration of this kind must be underpinned by a framework of shared values, 

it stays connected deep reflection, sharing knowledge, expertise and experience 

warts and all. (Ledgard, 2005, p 179) 

 

All participants in the project must be ‘open to the unpredictable’. For artists, this may mean 

letting go of their need to produce a product. For teachers, it may mean abandoning an original 

plan to take on new opportunities that open up in the process (Ledgard, 2005). In order to ‘think 
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outside the box’, take the risks and approach a flexible context, teachers must be confident and 

stand firmly within their own professional identity. Professional self-confidence and a creative 

approach to their own teaching is of importance for a successful partnership (Animarts, 2003). 

To this can be added the importance of teachers’ and artists’ will to collaborate and a mutual 

respect for each other’s expertise (Hall, Thomson, & Russell 2007). Entering into the process 

also requires reflection and the sharing of values and knowledge (Ledgard, 2005). This seems to 

be the partnerships’ weak point. The time required to lay the foundation for a good collaborative 

process is rare. Relationships and preparation are also important at the next level, in encountering 

the students. All participants in the project must have ‘real interaction’ and make detailed 

preparations in order to be successful. When teachers and artists come together as equals, on the 

same level, teamwork is established where they respect each other’s profession, similarities and 

differences. They can complement each other. This will then be the model for the students, who 

will behave in a similar way towards each other, which has significance for what they can 

achieve. When the artist and the teacher reflect on how they work together, it deepens their 

insights into how they can complement each other. The way teachers and artists relate to each 

other in the partnership seems to have a significant impact on students’ development and 

learning (Animarts, 2003).  

In Sweden, barriers and success factors in the interaction between culture and school were the 

focus of a report by the Swedish Arts Council (2007). The report was based on previous research 

and interviews with teachers, artists and other people related to culture and education at the 

national, regional and local levels. The key success factors of collaboration were mostly focused 

on organisational matters including an unbroken chain of anchoring where the aim is shared by 

both cultural and educational policies and described at the national, regional and local levels, 

shared plans between the administration of art and culture and the administration of education, a  

good structure for coordination, strong support by the school administration, training for the 

professional artists in the school’s mission and organisation, and training for the school staff in 

arts and culture and aesthetic learning processes. (Swedish Arts Council, 2007) 

 

In the lengthy report of Skapande Skola (Creative School), the researchers claimed that if an 

integration of collaborative projects is to succeed, the school must question its activities and 

discuss traditions within the subjects and the organisation, and the teacher’s uncertainty about 
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their status and competence development. For effective integration to take place, it is also 

important that both the administration and the artists have respect for the teachers’ profession. 

This also become visible in the study of Eva Kristina Olsson when highlighting the importance 

of acknowledging the competence of the teacher, not only the artist (Olsson, 2006).  If teachers 

feel questioned in their professionalism, they will have difficulty perceiving how projects can 

contribute to the fulfilment of the school’s goals (Lund et al., 2013). An additional key to 

integration and long-term thinking is that the teachers, cultural actors and students need to share 

experiences. The teacher should, for example, not go away and do other activities when the 

artists visit the school. Mutual collaboration between teachers and artists is emphasised in the 

study. Not having organisational conditions, not understanding the value of this work, not feeling 

involved and, even worse, feeling threatened does not seem to be a good ground for this type of 

project.  

A prerequisite for the impact of art and cultures potential is that teachers and 

artists can meet in mutual collaboration. There is a strong voice in our material 

that speaks for that this is happening, but at the same time there is another voice, 

though a weaker one, for which this condition is not always at hand. Teachers can 

question why to let others do the work they themselves, with educational training, 

are set to do. As an educator, one can feel threatened by an artist entering the 

school and taking over what is perceived as the teacher’s work. (Lund et al., 2013, 

p. 100) 

 

Another important success factor in the interaction between the arts and the school is that 

teachers are given the opportunity to process the themes of the projects, both before and after the 

encounters with artists.  

In order to do a more advanced pre- and post-work, teachers must have a good 

understanding and have the opportunity and time to become familiar with and 

problematize the topics the students encounter when the artists enter the picture. 

In order to create a long-term perspective, teachers must of course participate 

when the artists are in place. (Lund et al., 2013, p. 63) 
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To enable such problematisation, teachers need the help of artists and their organisation, in 

order to know well in advance what they need to prepare. Such information is sometimes 

inadequate (Lund et al., 2013).  

In sum, teachers require organisational conditions for planning and participating in 

projects. They need to feel involved, get the right information on time, process themes, be able to 

influence form and content and feel they can contribute. Mutual collaboration seems to be a 

keyword where the participators enter into a flexible, unpredictable process of mutual respect. 

The teachers need to be confident with their own role as teachers, but there is no research 

highlighting a similar need on the part of the artists.  

CoP in Previous Research on the Arts and the School in Collaboration 
Jeff Adams has studied Room 13, an art studio run by students at an elementary school in 

Scotland. Students are responsible for seeking the funds for the business, buying materials and 

hiring artists for collaborative partnerships (Adams, 2005). Adams calls Room 13 an art 

classroom and discusses this in relation to theories of CoP, mainly on the basis of Lave and 

Wenger (1991). 

Lave and Wenger claim that learning is so fundamentally bound up with 

communities of practice that schools’ learning environments can only be 

facsimiles of learning communities and therefore, in epistemological terms, 

cannot reproduce themselves other than as ‘schooled adults’. The learning 

community that is reproduced in the art classroom need not, however, be that of 

merely ‘schooled adults’. (Adams, 2005, p. 219)  

 

Adams believed that the performing arts in a school environment risk becoming a school 

practice if the projects are initiated and developed by the teachers alone. Instead, the process 

must be collaborative in nature with a joint commitment on the part of both artists and teachers. 

The new ideas developed through the arts must also be able to show value from the school’s 

perspective. Adams reason about collaboration with reference to Hopewell and Pavone (1999) 

about what ‘real’ collective work may imply. Their definition describes collective work as a 

‘qualitatively different level of consciousness in terms of a commitment to a jointly produced 

work.’ (Hopewell & Pavone, 1999 p. 59). Commitment can be related to the task given in 
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Sennet’s (2008) definition of craftsmanship, which is about motivation, engagement and ‘the 

desire to do a job well for its own sake’.  

In sum, previous research on art and culture in collaboration seems to relate significantly to 

tensions. These tensions concern organisation, frame factors, culture, mission and roles. There is 

also much focus in past studies on learning through partnership and how a successful partnership 

might be accomplished. Research on CoP in relation to the arts and the school in collaboration 

show that bringing the performing arts into a school environment risks becoming a school 

practice if the process is not jointly shared by both artists and teachers (Adams, 2005).  

Past studies on the issue of artists and teachers working in collaboration show that there is 

not much research related to a view of these professionals as craftsmen in these encounters. 

There is some research on CoP connected to teachers and artists in collaboration, but not in a 

Swedish context. This study contributes to increase knowledge in these areas. The next chapter 

describe the main theories of the study further: Craftsmanship, CoP and Role Theory.  

Craft and Craftsmanship 
Craft is a manner of creating items in which the craftsman is responsible for the entire 

production process (NE, 2018). A common description is that craft is a process that begins with a 

raw material and ends in a product. It has both technical and aesthetic aspects (Dormer, 1994). In 

Swedish, hantverk represents craftsmanship. It is a combination of the words hand (hand) and 

verk (work), i.e. handiwork or handicraft, which implies creating something with a starting point 

in the hands of the maker. A built-in connection to embodied knowledge exists in the word. The 

quality of the product created depends on the craftsman’s skill. When Risatti (2007) defined 

craft, he referred to the creation of physical objects with applied functions related to practical use 

rooted in physiological needs. This can either be containers (bowls, vases), covers (clothing, 

blankets) or supports (chairs, beds). They possess objecthood, a thingness or self-sufficiency and 

are made by a craftsman, a skilled practitioner within a certain tradition, such as a ceramicist, 

metalworker and so on. Purpose is the key word, and Risatti argued that this is related to the use 

and usefulness of the craft object’s function. An object is useful if it fulfils a purpose of the 

craftsman. Risatti suggested ‘well-made’ as the term to use when talking about the quality of a 

craft object. A craft object is not only useful but also has an aesthetic quality; however, the 

physical function does not depend on the decorative elements of the object (Risatti, 2007). The 
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process of creating an object, a product, is ‘closely tied to an objects meaning’ (Risatti, 2007, p. 

14). Skills related to the hand are central to making the object, which implies that craft is closely 

connected to the body. The hand uses a tool dedicated to working methods and a certain 

technical process. In all craft, the material used is crucial. A craftsman must understand the 

material and the manner in which it responds to tools, actions and technical processes. The 

material, working methods and techniques of a certain craft reflect a long heritage and are 

closely related to the culture and history of humankind. In sum, the creative process of making a 

craft object requires a craftsman’s skills using tools in action and certain working methods in the 

technical processing of a specific material. The purpose of creating the craft object is central. 

Craftsmanship is linked to practical knowledge, a wordless, silent knowledge achieved 

through practical action (Janik,1996; Schön,1987). Anyone who can ride a bike can understand 

what this means. It is difficult to explain in words exactly how to maintain balance, steer and 

move forward, but at the same time, you only know how to do it in your body. The knowledge 

becomes part of you, a second nature. The key here is to know how to do instead of what to do, 

and the goal is not primarily about ‘knowing’ but rather ‘acting’. It is the concrete, physical 

action itself that is the target (Janik, 1996). The knowledge is embedded in the actual 

performance, in the activity. Janik stated that tacit knowledge is about ‘knowledge of the body’ 

as opposed to ‘knowledge in the head’. This does not mean that practical knowledge is 

disengaged from brain activity. Knowledge is acquired through the practical experience of 

different actions rather than by reading theories. Learning a craft also means learning traditional 

rules of the craft. This knowledge finds expression in and through action (Dormer,1994; 

Janik,1996). 

Donald Schön (1987) considered tacit knowledge as knowing in action and reflection in 

action. Reflection in action means that a proficient practitioner reflects on what he/she has done 

and thinks about what he/she does while performing the action (Schön,1987). This can be 

described as a special type of attention in preparedness for change. For the craftsman, tacit 

knowledge becomes explicit throughout the entire creative process. It is expressed in the choice 

of materials, the handling of utensils and tools, through techniques and the process or procedure 

based on the craftsman’s skills and previous experience. This knowledge is evident in the act 

itself rather than a theoretical knowledge of how something works (Dormer, 1994). 
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Dormer (1994) found it difficult to describe craftsmanship in a theoretical language. Practical 

knowledge is not something a skilled craftsman considers while performing the actual craft. 

However, a craftsman is interested in developing his/her skills on a continuum. The quality of 

craftsmanship, ‘good practice’, is often assessed from a starting point of ‘is it working?’ Each 

craft tradition also has its specific language and vocabulary (Dormer, 1994). Molander 

mentioned that a skilled practitioner is a holder of a certain degree of artistry (1996).  

Carlgren and Marton (2005) argued that one way to describe the knowledge required to 

perform a profession is based on the subject’s professional object. They considered this as a 

more successful approach than simply defining skills based on a professional role and a set of 

general competences. A professional object refers to the profession’s specialist knowledge of the 

task the profession is meant to achieve (Carlgren & Marton, 2002). In this, their theory complies 

with Risatti’s although the professional object according to Carlgren and Marton does not have 

to be a physical object. The professional object can be related to the purpose of the craft object, 

which is central to Risatti’s theory (2007). 

Another view of craftsmanship other than Risatti’s image of a loner creating physical 

objects can be found in the work of Sennett. He considered craftsmanship as ‘..//.. an enduring, 

basic human impulse, the desire to do a job well for its own sake’ (Sennett, 2008, p. 9). 

Therefore, a craftsman can be found in many disciplines, not only in classical crafts. Here both 

theoretical and practical professions are included. Sennett provided examples of carpenters, lab 

technicians and conductors. He argued for a philosophical perspective on craftsmanship in 

addition to numerous techniques. A craft requires an intimate connection between brain and 

hand, comprising cognition and concrete practice in a dialogue. Although the quality of 

craftsmanship is embedded in the making, Sennett considered that there is not only one right way 

of doing things within the craft, but many possible ways (Museum of Applied Arts, 2016). This 

is what Sennett argued as the difference between viewing craft as a mechanical practice instead 

of a craft practice. He meant that other writings on craftsmanship often withhold a mechanical 

view on craft where there is one clear way of solving a problem. In a craft practice, the craftsman 

experiences resistance which leads to an urge to reflect on the occurred problem and then return 

to the activity trying a modified technique. Sennett viewed craft practice as problem finding 

instead of problem solving (Museum of Applied Arts, 2016). The choice of solution in the 

process of problem finding is made from multiple possibilities and there might be many trials 
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and errors before a new way of work is at hand. As Sennett put it: ‘To develop a skill is to learn 

many ways to perform the same kind of activity’ (Museum of Applied Arts, 2016).  

Embedding new techniques into a craft might be difficult for a craftsman since ways of 

performing an activity is tacit and a kind of habit. When taking on a new technique the tacit 

knowledge becomes conscious and explicit which leads the craftsman to reconsider the practice. 

In this lie, according to Sennett, a potential for good craftwork: the resistance leads to a 

reconsideration of the practice which opens up a new terrain for the craft where there are many 

other things to explore. In this process the craftsman creates a new practice which is added to the 

old and eventually becomes tacit. I consider this view on learning in craftsmanship as flexible, 

non-linear and not related to different levels to master. Sennett emphasized that he is indeed 

critical to the traditional view on development within a craft, aiming for a master level where the 

craftsman is perfected (Museum of Applied Arts, 2016). Craftsmanship according to Sennett is 

also a matter of being deeply engaged in the process. This engagement is practical without 

necessarily being instrumental. Sennett (2008) emphasised two main arguments: all skills begin 

with bodily practice, and imagination is the foundation for technical understanding. Resistance 

and engagement are the parts of Sennett’s concept I bring into further analysis in the discussion 

of the study’s result.  

Sennett views cooperation as a craft itself, ‘responsiveness to other’ (Sennett, 2012) which 

requires certain social, dialogical skills. These include listening well, showing empathy, being 

curious, behaving tactfully, managing disagreement and avoiding unnecessary frustration. 

Sennett argued mutual respect an important aspect of cooperation. Signs of mutual respect can be 

found in the small social and incorporated rituals expressed by human beings, for example when 

saying please and thank you. In addition to these traditional signs of good manners, there are 

many other rituals involved during cooperation. I relate the dialogical skills as put by Sennett to 

the concept of Aspelin and Persson (2009) professionalism-in-relationship, which I will return to 

regarding teachers craftsmanship.  The relational aspect contributes to a character authenticity. 

The social rituals, Sennett means, can be changed over time when conditions prerequisites for 

work are changed. This, for example, when there is a reorganization at work, change of 

management or new procedures introduced. Relating his arguing to the concept social role 

according to Erving Goffman (1959) Sennett found ‘role dissonance’ useful in order to 

understand the consequence of changed prerequisites for a role. The old roles and relations 
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between the roles are then no longer valid and the process of reorientation can be hard. In order 

to adapt and find new relations that work, the roles have to alter or expand and change (Sennett, 

2012, Goffman, 1959). I will return to Goffman later in this chapter regarding role theory.  

This reading of theories of craftsmanship implies that the work of teachers, actors and 

drama pedagogues can be viewed as a craft in a broader sense, beyond the limits of Risatti’s 

theory. Risatti’s view of craft mainly refers to practical knowledge and can be seen as a 

metaphor applicable to the work of teachers, actors and drama pedagogues. This should be used 

in combination with other theories of craft and craftsmanship (Carlgren & Marton, 2002; 

Dormer, 1994; Janik, 1996; Schön, 1987; Sennett, 2008). These theories lead to this study’s 

perspective on craftsmanship that uses the concepts of the professional object; the 

skills/competence of craftsmen; a relation with the material, the use of tools, working methods, 

technical process and the product. Sennett’s concept of resistance and engagement as well as his 

concept of cooperation is not used in this model, but further on in the discussion. 

Following this introduction to craft and craftsmanship and the connected concepts, I apply 

them to the professions of interest in the study. The characteristics of each profession are 

described, and the application of concept of craftsmanship to each profession is discussed: the 

actor, the teacher and the drama pedagogue. This provides the foundation for the model used to 

analyse craftsmanship in the three professions that are the focus of this study. 

The Actor’s Craftsmanship 
The characterisation of an actor’s practical knowledge has been recognised in Sweden in 

some doctoral dissertations (Järleby, 2003; Johansson, 2012; Lagerkrantz, 1995; Sjöström, 

2007). The subject has also been addressed in a Swedish drama thesis (Ahlstrand, 2015). These 

researchers are those primarily referred to in this text, and their view of an actor is then related to 

a Swedish context. It is important to point out that actors training might not only be different due 

to traditions within a certain country or educational institutions.  It is also different depending on 

particular traditions within the art of theatre. I would say the actors training covered by the 

previous research I´m referring to are those typically found on Swedish theatres today.  

The professional object of an artist is artwork (Carlgren & Marton, 2002). For an actor, the 

work of art is a staged portrayed text. In collaboration with other artistic staff at the theatre, an 

actor’s task is to rehearse and through her own body shape this text. This is about performative 
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capability (Ahlstrand, 2014). The goal is to create a performance for an audience. The art of 

theatre differs from other art forms since there is a network of different artists who supportively 

work with each other (Lagercrantz, 1995). This includes the artistic professions of actors, 

directors, dramatists, stage designers and costume designers. It also includes technical 

professions such as those of carpenters, lighting designers, tailors and administrative professions 

such as that of a producer. The basis of an artistic process is creating chaos, which means the 

theatre is constantly striving for an anti-structure (Lagercrantz, 1995). However, within the 

theatre tradition, there has at least historically been a strong hierarchy and clearly defined areas 

of work. Theatre is born from ‘a balancing act between fixed routines and a free creative work’ 

(Lagercrantz, 1995, p. 166). 

An actor’s knowledge is physical and situation-bound (Johansson, 2012). The actor’s tools 

are available in their own body, loaned to an artistic idea and become a bodily act. The bodily act 

makes the staged story visible (Sjöstrom, 2007). The actor possesses both his/her material and 

tools within their own body. The actor also works with the theatre’s entire palette of tools and 

expression: improvisation, character work, dramatic text, design, provision of dramatic and 

artistic shaping, interpretation, communication with an audience, set design, costumes and 

masks, sound and lighting and props and direction (Holmgren-Lind, 2007). The actor’s 

competence is about performative capability (Ahlstrand, 2015). The actor portrays the story 

through action, a creative act. Intuition is an important part of the work that is used when 

creating and performing a role. Another important component is courage since the process is 

both physically and mentally demanding. The staged story is not expressed through analysis or 

discussions; however, during the creative process, the actor can work with conversations as tools 

in the form of reading, discussion and analysis (Sjöstrom, 2007). The actor must communicate 

with other professions at the theatre to achieve the goal (Ahlstrand, 2014). The act of shaping a 

role is physical; however, various media are involved in this process. I choose the word 

impersonation to cover the Swedish word and concept gestaltning which I find the best word to 

describe the actors shaping of a role. The word is also used in English by a loan of the german 

word gestaltnung.  

The actor must keep track of his/her own role and, at the same time, be aware of others’ 

roles in relation to his/her own (Johansson, 2012). The work is performed with closeness and 

openness. The actor needs to be able to turn off the outside world to exclude all information that 
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is not useful for the role. He/She needs to be open to the outside world and absorb information 

that may be of use (Johansson, 2012). The actor works with a creative process that has no end. 

The premiere marks a step in the process, not the end. The play must be created anew at each 

performance and be played as if it has never been played before. The result of the actor’s work, 

the product, can be seen as a staged performance, the impersonation of a character in relation to 

other roles and in relation to the audience in a scenic setting. This product will never be 

completely finished. From this perspective, the actor’s craft is forever incomplete, which is 

different from other traditional crafts. 

In sum, the argument presented in this chapter suggests that the actor’s professional object 

is an artwork, particularly a staged portrayed text. The primary tools are bodily actions and 

theatre craft. Bodily action is the material, and the actor’s competence comprises their 

performative capability. The working methods are intuition and courage, and the technical 

process is creative action in communication with other professions. The product, a staged 

performance and an impersonation, will never be completely finished. 

The Teacher’s Craftsmanship 
Qualities required of a teacher, good teaching methods and teacher’s leadership have been 

the subjects of many studies worldwide. The focus of this text is a reading of mainly Swedish 

theorists who depict the teaching profession as connected to practical knowledge and 

craftsmanship. 

A teacher’s professional object is described by Ingrid Carlgren and Ference Marton (2002) 

as learning: the development of the different abilities, attitudes and perspectives of their 

students. Teachers’ professionalism is described as ‘the ability to know something yourself and 

being able to teach it to others, and to do that in a situation characterised by the special 

conditions that prevail in a school’ (Carlgren & Marton, 2002, p. 183, my translation). What 

distinguishes teachers’ professionalism from a master in an apprenticeship tradition is that the 

teacher teaches in a school context. In school, there are students who must learn something. 

Using the terminology of a craft, the students would be the material the teacher has to work with. 

Jonas Aspelin and Sven Persson (2009) suggested that a teacher’s premier professional skill is 

professionalism-in-relationship (my translation). This skill is something more than a number of 

partial competences and clever techniques. Pedagogical skill refers to a greater whole, which 
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includes teaching situations, pedagogical relations and pedagogical actions. The teacher is not 

described here as an isolated individual but as ‘a person who is related to her students’ (Aspelin 

& Persson, 2009, p. 3, my translation). 

Skilled teachers are characterised by an ability to relate to his students and to 

the knowledge content in such a way that teaching gets a character of 

authenticity (Aspelin & Persson, 2009, p. 5-6, my translation) 

 

The concept of authenticity is referred to in Fibaek-Laursen’s research on 30 teachers. An 

authentic teacher has a personal purpose, embodies his/her message, has a respectful attitude 

toward students, has a healthy self-esteem and takes responsibility for his/her personal and 

professional development. A high degree of authenticity means that a teacher’s personality is 

expressed through their professional role. However, Aspelin and Persson argued that it is 

problematic to regard authenticity as the sole criteria for good teaching. This is because 

knowledge then is linked to the teacher as an individual instead of being linked to the teacher in 

relation to their students and knowledge content, as described above. Aspelin and Persson 

considered authenticity as an important quality but considered the relational perspective to be 

more useful. They also added a further teaching skill when the teacher relates to their students in 

a caring way. Aspelin and Persson referred to this as pedagogical thoughtfulness, as inspired by 

van Manen’s concept of pedagogical tact (1991). This means a pedagogical action should 

include love and care, ethical responsibility and an ability to consider the child's perspective. A 

further development of this concept is pedagogical understanding, which is about a non-

judgmental understanding of children and the child’s development. It includes an understanding 

of the importance of education, along with an analytical insight, thereby enhancing the child’s 

self-esteem and self-understanding. It is when all this falls into place that we can speak of a 

pedagogical action (Aspelin & Persson, 2009). From a craftsmanship perspective, pedagogical 

action can be seen as the teacher’s process. The tools that the teacher uses in the process could 

all fit into the concept of authenticity: a personal purpose, an embodied message, a respectful 

approach to students, self-confidence and responsibility for his/her own personal and 

professional development. Additionally, pedagogical thoughtfulness and pedagogical 

understanding can also be understood as tools, i.e. the significance of the process itself: 

pedagogical action. 
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An experienced teacher has the ability to acknowledge many things that happen 

simultaneously in a classroom. In this way, the teacher detects a pattern that he/she analyses, 

makes decisions about and invests in his/her actions. This process is intuitive, automatic and 

occurs quickly. The teacher does not reflect upon it, it goes without saying (Björklund, 2008). If 

this process is not reflected, this does not mean that reflection is unimportant in the teacher’s 

work. An expert teacher reflects both before and after a lesson, with the aim of developing the 

teaching. In this way, he/she is a reflective practitioner (Schön, 1987). He/She is involved in 

preparation but able to throw the plan away when something changes in the learning situation 

(Björklund, 2008). The teacher’s product is related to the purpose of education and the 

professional object: learning. If we talk about this from a relational perspective to the students 

and the knowledge content, and in terms of a craft with students as the material, then the product 

is connected to each student, each individual. One suggestion is that the teacher’s product 

through pedagogical action is the learning of the individual. From this perspective, the teacher 

has a large number of products to be processed simultaneously due to the unique condition of 

each person. 

In sum, the argument presented in this chapter suggests that the teacher’s professional 

object is learning in a school context. The material comprises individual students in a school. 

The primary tools are authenticity, pedagogical care and educational understanding, and the key 

competency is professionalism-in-relationship. The working methods can be summed up as 

preparation, intuitive decision making and reflection. The creative process can be understood as 

pedagogical action in communication with students. The product is learning of the individual, 

which means several products are processed simultaneously. 

The Drama Pedagogue’s Craftsmanship 
Research investigating the drama pedagogue’s craftsmanship and expertise is limited. 

However, numerous studies have focused on drama leadership and on teachers’ and actors’ 

craftsmanship, as described above. Since drama is both an educational and artistic subject, these 

studies are useful (Courtney, 2005; Sternudd, 2000). This reasoning is connected to drama 

practitioners in a Swedish context and proposes a wider discussion. 

No published description exists of the professional object of a drama pedagogue. Ahlstrand 

(2015) described a theatre teacher’s task as developing students’ performative capability. 
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However, the drama pedagogue has a task different from that of the theatre teacher. This raises 

the question of what is subject-specific in drama. Gavin Bolton reflected on this issue when 

talking about drama for understanding and drama’s objective to ‘broaden and deepen a child’s 

perception of the world he or she lives in’ (Bolton, 1986). According to Bolton, drama is about 

social interaction, i.e. a way of developing connection with others by understanding and 

interpreting without preconceptions and creating one’s own individual life compass. Drama 

develops insight and understanding and involves meaning making and subjective thought-in-

action. The goal of drama work should be a change in the understanding of oneself in relation to 

the world. From Bolton’s perspective, the professional object of the drama pedagogue could be a 

change in understanding. However, since the drama pedagogue is also a teacher, the professional 

object might well be just learning, similar to other teachers’ professional skills. In addition, 

drama is an art subject; therefore, developing creativity and impersonation may also be included. 

The individual’s changed understanding is a result of learning and also accommodates an 

aesthetic dimension. As a suggestion, the drama pedagogue’s professional object could be 

described as a change in understanding due to the individual’s learning through impersonation. 

Further studies are required to explore questions about the drama pedagogue’s professional 

object that remain unanswered. 

The participating individuals constitute the basal media in drama (Pedagogisk uppslagsbok 

/Educational Encyclopedia, 1996). This means that the participants in drama, the individual 

students, are the drama pedagogue’s most important material. Here, the drama pedagogue shares 

the same starting point as any teacher. The form of drama can give us clues to the tools of the 

drama pedagogue: leadership, the group, the creative act and educational targets (Lepp, 1998). 

O’Toole and Haseman (2017) described additional tools and argued that drama is mediated by 

language and movement. The term language refers to verbal language, the way words are 

spoken, body language, and theatrical language involving acting and dramaturgy (Holmgren-

Lind, 2007). A drama pedagogue has several teaching roles. He/She leads with his/her body, 

voice and senses in fictional spaces, with and within fiction, with the story’s dramaturgy and 

with narrative actions (e.g. teacher in role). He/She also leads using stage management as well as 

with and within dialogue (Holmgren-Lind, 2007). One could add other teacher’s tools to this: 

authenticity, pedagogical care and educational understanding. The expression of theatre craft is 

always in the drama pedagogue’s toolbox (Bolton, 2008; Holmgren-Lind, 2007). In sum, the 
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drama pedagogue’s tools are multifaceted and involve the leader himself/herself and his/her 

authenticity, the group, aesthetic language, creative action, movement, the tools of theatre craft 

and a range of different leadership skills, in addition to pedagogical care and educational 

understanding. 

Since a drama pedagogue is a teacher, who aims to facilitate learning, one suggestion is 

that drama pedagogues share working methods with those of teachers. These include 

preparation, intuitive decision making and reflection (Björklund, 2008). A drama pedagogue 

sometimes also acts and performs as part of the process, i.e. as teacher in role, and could 

therefore share the working methods of an actor. Another working method would be courage, in 

addition to other aspects of theatre craft such as direction and stage management. These activities 

have coordination in common, which adds to the drama pedagogue’s working tools. Based on 

the reasoning presented above, a drama pedagogue’s process can be described as pedagogical 

action (Aspelin & Persson, 2009). Just like any other teacher, building relationships and dialogue 

with individuals is fundamental. However, the drama pedagogue’s profession has an artistic 

aspect. The drama process integrates emotion, thought and action (Lepp, 1988). Therefore, the 

drama pedagogue may be engaged in creative pedagogical action (in communication with the 

students). Considering that drama is both artistic and pedagogical, the suggested competencies of 

a drama pedagogue comprise both performative capability and professionalism-in-relationship. 

Grünbaum (2011), a famous educator in the Swedish drama field, referred to these competencies 

when she noted the four roles of the drama pedagogue as a pedagogue, a group leader, an 

observer and a dramaturge. According to the reasoning about the professional object of the 

drama pedagogue and the description of the teacher’s product, a similar model could be applied 

to the drama pedagogue. If a teacher’s professionalism, including drama pedagogues, is about the 

relationship to the material, i.e. students and knowledge content, then the drama pedagogue’s 

product would be changed understanding and individual learning through impersonation 

(gestaltnung). 

In sum, this chapter’s argument suggests that the drama pedagogue’s professional object is 

changed understanding through impersonation. The material consists of individual students. The 

primary tool is authenticity, and the key competency is professionalism-in-relationship. The 

working methods are preparation, coordination, intuitive decision making, reflection and 
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courage. The creative process can be understood as pedagogical action. The product is changed 

understanding, and individual learning through impersonation. 

After this section on the craftsmanship of the three professions, actor, teacher and drama 

pedagogue, I now conclude the discussion with a suggested model. 

Model of Three Craftsmen 
Table 1 below presents an overview of the reasoning about the craftsmanship of actors, 

teachers and drama pedagogues. This model in the study analyses data on craftsmanship in these 

three professions.   

When the model is reviewed, the craftsmanship of actors and teachers differ from each 

other; the professional object, material and product are completely dissimilar. The drama 

pedagogue’s skills are similar to those of the teacher and actor. Common to all professions is a 

process focused on action, though the teacher’s action is pedagogical and the actor’s is creative. 

They also use intuition as a common working method. The concept of authenticity applies to the 

teacher’s own body, which is similar to the tools of the actor. The work of an artist seems to 

relate more to fellow colleagues than the work of a teacher and a drama pedagogue. The drama 

pedagogue has broader descriptions in the table than those of the other professions. This may 

indicate that the craftsmanship of a drama pedagogue is multifaceted and that the material is 

broader. It may also indicate that teaching and artistry have been investigated more widely in 

previous studies than drama. 

These craftsmen are related to different CoP, a concept introduced by Lave and Wenger 

(1991). The next section introduces the CoP theory and discusses its elements in relation to the 

acting, teaching and drama pedagogue professions. The text also describes schools and theatres 

as organisations and how these frameworks affect professional CoPs. 
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Table 1 

Craftsmanship in the Three Professions 

 

 The Actor 
 

The Teacher The Drama pedagogue 

Professional object Artwork: staged 
performance 

Learning Changed understanding, individual 
learning through impersonation 
 

Material Bodily act The individual 
students 

The individual students 
 

Tools Bodily act 
Tools of theatre craft 

Authenticity 
Pedagogical 
thoughtfulness 
Pedagogical 
understanding 

Authenticity 
The group 
Aesthetic language 
Communication 
Creative action 
Movement 
Tools of theatre craft 
Leadership  
Pedagogical thoughtfulness 
Pedagogical understanding 
 

Working methods Intuition 
Courage 

Preparation 
Coordination 
Intuitive decision-
making 
Reflection 
 

Preparation 
Coordination 
Intuitive decision-making 
Reflection 
Courage 
 

Skills/Competence Performative 
capability 

Professionalism-in-
relationship 
 

Performative capability Professionalism-
in-relationship 
 

Creative and 
technical process 

Creative action (in 
communication with 
other professions) 
 

Pedagogical action (in 
communication with 
the students) 

Creative pedagogical action (in 
communication with the students) 
 

Result/ 
Product 

Staged performance 
and impersonation 

Individual learning Changed understanding, individual 
learning through impersonation 
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Communities of Practice 
CoP are viewed as emergent, self-reproducing and evolving entities that are distinct from 

and frequently extend beyond formal organisational structures, with their own organising 

structures, norms of behaviour, communication channels and history (Schlager & Fusco, 2003) 

CoP is described as a process of social learning wherein people with common interests 

interact and share ideas, strategies, solutions and innovations. Jean Lave and Etienne Wenger 

(1991) demonstrated that thinking and learning can be understood not only from an individual 

perspective but also from a social perspective in a ‘dual process of meaning making’ (Wenger, 

2010, p. 180). This dual process can be understood as the interplay between the individual’s 

participation and engagement in a social context that creates social meaning, in addition to 

physical and conceptual artefacts of the experience (Beck & Maida, 2018, p. 1). This social 

learning is bound to a certain environment. In this environment, the practice, doing things, is 

central. Lave and Wenger (1991) viewed learning as social wherein knowledge is constructed 

and distributed within a specific social and situated environment. This is the CoP. Members of a 

CoP share a common understanding of their field with other members and also wish to acquire 

the same kind of knowledge and skills. Within a CoP, certain norms and symbols are reproduced. 

‘The learning includes in other words not only the craftsmanship but also the norm system of the 

practice’ (von Wachenfeldt, 2015, p. 29, my translation). 

According to Lave and Wenger (1991), three components of a practitioner culture exist: a) 

an area of interest (a domain), b) a context or a culture (a community) and c) an activity that 

members perform (a practice). Wenger (1998) defined the criteria for CoP as mutual 

engagement, a joint enterprise and a shared repertoire. Mutual engagement refers to the regular 

interaction in relationships striving for common aims. Joint enterprise refers to the process, 

interactions, shared goals and negotiations between community members. A shared repertoire 

includes shared routines, words, tools, stories, concepts and ways of doing things (Kenny, 2014; 

Wenger, 1998). All of this creates a shared community history and a shared perspective on the 

world. ‘The repertoire of a community is a resource for the negotiation of meaning’ (Brouwer, 

Brekelmans, Nieuwenhuis & Simons, 2011, p. 349). Lave and Wenger viewed that learning 

involves social participation that enables an individual to develop his or her identity. This 

learning increases when the student sees opportunities to become an active and competent 

participant in social practice and strives to develop the same skills as their role models. For Lave 
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and Wenger, learning involves changes in the way individuals participate in social practices 

(Cobb & Bowers, 1999). 

To be part of a CoP in its traditional sense of a professional craftsman, the socially defined 

competency is crucial. This competence also constitutes the knowing and learning within a CoP. 

Your ability to act and to demonstrate your competence is your ticket to membership of the 

group (Beck & Maida, 2018, p. 1). The members have a ‘shared knowledge of what they are 

doing and of what it means to them, each other, and society’ (Holmqvist, Bergentoft & Selin, 

2017, p 193).  

Wenger used the concept ‘regime of competence’ to explain this secure membership, the 

belonging to a community, ‘based upon engagement, imagination and alignment within a social 

learning system that supports and sustains members and the community itself’ (Beck & Maida, 

2018).  It seems the members of a CoP are working hard, consciously and unconsciously, on 

being accepted as worthy members. At the same time, they are judging and teaching other 

members and newcomers about the rules, in addition to making sure the routines and traditions 

are functioning as they should (Wenger, 2010). 

A person who participates in one clearly defined CoP can be a so-called broker. A broker 

can create connections to other types of CoP and present new aspects to the members. This is 

made possible by crossing the boundary of learning and knowledge (Durham, 2018; Hegender, 

2010; Wenger, 1998). Boundaries define the places where knowledge domains clash and the 

individuals meet with knowledge outside their own discipline (Moore et al., 2018). Any social 

actor can be involved in boundaries, but the broker has a certain mission in this. When 

connecting communities, the broker is busy with translating, coordinating and aligning different 

perspectives (Wenger, 1998). There is a tricky balancing act for the broker who must avoid 

becoming a full member of either community and, at the same time, avoid being thrown out or 

rejected. This balance between being neither in nor out is the broker’s most important 

contribution (Wenger, 1998). The broker is then able to mediate between different communities, 

and this makes it easier for members to navigate a new community (Durham, 2018). The broker 

also introduces new practices as tacit knowledge into a CoP (Ishiyama, 2016; Moore et al., 

2018). 
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Organisation in a CoP 
There is a difference between the organisation of an institution and CoPs that function 

within that organisation. A specific trade, such as teaching, can have its own CoP; however, 

several CoPs can exist within the same organisation. A certain team of teachers in a school may 

have their own CoP (Hodkinson & Hodkinson, 2003). The organisation is the base of CoPs and 

their workplace. Teachers work within an educational organisation such as a school, and actors 

work within a theatre organisation. These, like any other organisations, are ruled by institutional 

frameworks (Kveli, 1994) that influence the professionals’ acts and interactions and their CoPs. 

CoPs have their own specific domain, culture, activity, shared history and tasks in today’s 

institutions. The description of a general CoP for each of the professions is based on previous 

research. Since the CoP of drama pedagogues has not been the subject of any previous studies, it 

has been written with reference to the CoPs of teachers and actors. 

Following this introduction to CoPs and related concepts, I discuss how different 

institutional frameworks may affect those working in schools or theatres. This discussion pairs 

CoP theory with the characteristics of the teaching, acting and drama pedagogue professions to 

suggest a new way of viewing their CoPs. 

Frame Factors of School and Impacts on Teaching 
The school and those who work and operate in schools are governed by frame factors in 

form of laws and plans such as a curriculum that regulates the skills taught in a particular subject 

area during different school years (Kveli, 1994, Lgr11). These essential elements make schools 

similar. Elementary school in Sweden is funded by the government, with the municipalities as 

the principal organiser. Numerous independent schools are also funded by the government but 

run by different organisations or companies. The main mission of the Swedish elementary 

school, a mandatory nine-year school, is to ‘promote learning by stimulating the individual to 

acquire and develop knowledge and values’ (Lgr11, p. 9). Other frameworks are physical and 

financial that include school premises, equipment, teaching materials and the time available for 

the teachers work due to planning, collaboration, education and self-development (Kveli, 1994). 

Schools only differ from each other in terms of students’ circumstances and backgrounds, in 

addition to the environment in the form of labour market, economy, media, nature and culture. 

Within this, the school’s most important frameworks are finances, competencies, organizsation, 

management and the physical shape and form of the school building (Kveli, 1994). 
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Historical roots influence an organisation as well as a CoP. The Swedish elementary school 

of today is a mandatory 9-year school and was decided in 1962. It replaced the former 

elementary folk school, secondary school and continuation school. The elementary school was 

introduced as a compulsory and organized activity in 1842. Before that there was in Sweden a 

widespread system of home education where church representatives tested the household on 

biblical knowledge (Carlgren, 2015). The aim of this education was, as I perceive it, Christian 

fostering. The progressive movement has played a role in the design of teacher training and 

formulations in the national curriculum. However, according to Carlgren (2015), progressivism 

has created an image of today’s school that is not representative of the way the school actually is 

designed in practice. The historical image of the school and the teacher depicts the teacher’s 

assignment as teaching in a more or less closed classroom. Today, the teacher’s work situation is 

different, more complex and with a broader mandate that includes collaborating with colleagues, 

providing individual guidance and support to the students, and planning projects and engaging 

with parents and the local environment (Kveli, 1994). The socio-cultural perspective has 

considerably impacted current school practices, and this includes a view of the school as a 

linguistic environment where knowledge is formed in and through language. Text and language 

characterize the entire school culture and tradition (Carlgren, 2015). Usually, today’s schools are 

similar in terms of the practical design of teaching methods, although their delivery can vary 

widely from teacher to teacher. 

Teachers’ pressured work situation is a common recurring topic of today’s debates about 

schools. Time frames are not sufficient for all the teacher’s tasks and responsibilities with a 

network of professional relationships. It seems that a school’s main mission ‘to promote 

learning’ is more about ticking off goals in a syllabus than engaging in the art of teaching. 

Carlgren (2015) indicated that the monitoring teacher’s managed previously and now consists of 

students’ self-monitoring with the help of rating criteria, in addition to planning and evaluation 

documentation. The teacher’s task mainly entails recording and assessing students’ progress. 

Frame Factors of Theatre and Influences on Acting 
The conditions that affect theatres in Sweden concern the principal organiser, the board 

and management, in addition to economic conditions such as grants and ticket sales. They also 

concern the physical conditions of the premises for rehearsal and performance as well as 

workshops, equipment and funds for materials. The time available to the director, the actors and 
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producing personnel is another frame factor. Funding from a County Council or the Swedish 

Arts Council can be seen as sort of a ‘curriculum’ for the theatres or at least a guide to target 

groups. The Swedish Arts Council receives direction from the government. This direction 

influences the guidelines, terms and conditions of professional theatres that apply for funding for 

regular activities, projects, touring, international work and so on. The 2015 directions, for 

example, stated that the ‘Swedish Arts Council should particularly report how the geographic 

availability, the accessibility for disabled persons, children's and young people's right to culture 

and internationalisation and intercultural work has had an impact in the activities’ (Swedish Arts 

Council, 2015, my translation). 

Professional staged performances in Sweden often belong to a tradition of psychological-

realistic drama where a close reading of the text has remained important. This influence derives 

from Ibsen and Strindberg and has continued with Ingmar Bergman and Lars Norén, which has 

inspired films and stage space that is more enclosed and intimate (Pettersson & Smids, 1998). 

Actors’ training has transformed from a craft tradition and master-apprentice model at a state 

theatre school to the large institutions and university education of today (Järleby, 2003). During 

the 1930s and 40s, the largest inspiration for performance tools came from Konstantin 

Stanislavski and Bertolt Brecht (Järleby, 2003). The design of actors’ training was strongly 

influenced by Michel Saint-Denis who emphasised that a technically trained actor should have 

mastered their body and voice to the fullest. Naivety, playfulness and imagination were 

important elements of theatrical interpretation. During the 1950s and 60s, improvisation tools 

were used based on the concepts of Viola Spolin and Commedia dell' arte. Theatre in Sweden 

during the 50s was inspired by visiting foreign theatre groups and artists, such as Jerzy 

Grotowski and Dario Fo (Järleby, 2003). Just like schools, theatres were also influenced by 

progressive tendencies. Various changes in society and in political, philosophical and artistic 

direction influenced the theatre’s content and form (Järleby, 2003).  

The 1960s represented a turning point when the radical free groups presented a new 

political theatre with an avant-garde spirit. The free groups, feminist theatre and children’s 

theatre considerably impacted Swedish theatre after 1970 (Pettersson & Smids, 1998). Outreach 

work was an important concept for theatre groups who wished to perform in schools, 

kindergartens and youth centres (Pettersson & Smids, 1998). Today’s theatre performances 

showcase a broad range of different types of sets from classic plays to transboundaried, 
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experimental creations (Järleby, 2003). Economic conditions impact an actor’s repertoire and the 

profession. The county theatres have clear assignments from contributors and a board, often with 

children and young people as the main target group. This includes cooperation with the county’s 

population, other cultural institutions, schools and organisations to contribute to the social 

environment, enhance equality and protect and revitalise democracy by standing against 

prejudice and economic and social exclusion. The word democracy is used in a rather 

uncomplicated way by the county theatres in this study. When I use the word and concept in the 

thesis I mean the common definition of a political system based on the will of the people, 

emerged by free elections and who guarantee freedom to speech and assembly (Svensk ordbok, 

2009). I also include UN Declaration of Human Rights with its base in all human beings equal 

and inalienable rights. The conditions of the county theatres and how it affect professional actors 

compare to the school and teachers’ changing professional assignment. Teaching in a classroom 

has expanded to a more complex and broader mission. Actors have also broadened their usual 

‘domains’, i.e. a closed rehearsal room and a traditional stage, to a more open interaction with 

the audience. For example, it is often an actor’s assignment to encounter children and youth 

before and after the actual performance. Sometimes, they conduct a pedagogic pre- and/or post-

workshop that processes the themes of the performance (Hald, 2015). It seems the actor has a 

more educational assignment, with the theatre as well as the school taking on a fostering role 

with reference to a democratic mission and a more distinct target audience. 

Teachers Community of Practice 
The concept school code can be useful to understand part of teachers’ CoP. This refers to 

schools in general; however, there might be many different CoPs within a school depending on 

the system, organisation and subjects taught. A school code is part of a school’s culture and 

includes the school’s values, norms and beliefs perceived as the common rules governing school 

employees. This kind of code regulates interpretations and actions and is a part of all 

organisations. In large part, the code is implied, i.e. there are no formal discussions and decisions 

that form the basis of how it is perceived and observed (Arfwedsson & Lundman, 1984). When 

talking about teachers CoP, there is usually a reference to the school code and the school culture. 

Members of a CoP develop several common ways of being and acting in terms of skills, 

practices, tools and interactions (Brouwer et al., 2011). For teachers, these things become 
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perhaps most visible in the profession’s main task, which is teaching practice. Teacher’s practice 

questions usually enquire into which skills and abilities students need to develop and how this 

can be achieved (Carlgren, 2015). As described earlier, a group’s common interests, engagement 

and shared commitment, the domain, creates the basis for the group’s identity: the CoP (Wenger, 

1998). For teachers, the common interest is the profession’s objective and goal—imparting 

knowledge (Carlgren, 2015). The common context is the school, and the common activity is 

teaching students according to school rules and policy documents. The process generated by the 

activity of teaching, using all the tools of the craft teaching with the goal of imparting 

knowledge, is the joint enterprise of the teachers CoP (Wenger, 1998). One suggestion is to call 

this a learning process. 

Brown et al. (1989) discussed the importance of authentic situations and authentic 

problems to facilitate learning. Teachers rarely deal with authentic situations; they usually work 

with symbolic issues and explanations from other CoPs (mathematicians, chemists, athletes, 

musicians). The teacher’s method of using tools from these communities, such as musical 

instruments, mathematical formulas and encyclopaedias, are different from the way practitioners 

use them. The only authenticity that occurs at school is an authentic school culture, a school 

practice where we learn how to use educational tools in collaboration with other students and 

other practitioners in the school culture, such as teachers, headmasters. The students do not meet 

with role models from the CoP the school subjects are meant to reflect. The authors make a 

distinction between authentic activity and school activity (which is seen as a hybrid). It is this 

hybrid Carlgren (2015) discussed in her book Kunskapskulturer och undervisningspraktiker 

(Cultures of knowledge and teaching practices). For example, she described the history of 

teaching in Sweden and what happens to subjects and disciplines as they enter the school 

environment. According to Carlgren (2015), the knowledge and subjects chosen as essential for 

children and young people’s education become school knowledge and school subjects when they 

encounter with school-specific conditions and the specific context the school represents. The 

school code that rules documents and interpretations is strong. Several studies have demonstrated 

that the school-specific code prevents teachers from changing the school practice (Hegender, 

2010). This means that regardless of teacher education and the influences of new educational 

theories, there is little opportunity for teachers to redesign teaching methods. 
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The tools and working methods (ways of doing things) are part of what Wenger (1998) 

referred to as a CoP’s repertoire. This is connected to craftsmanship and includes routines, 

words, stories and concepts. According to Carlgren (2015), text and language characterises the 

entire school culture and tradition. Repertoire is often related to the tacit knowledge of a craft 

(Janik, 1996; Schön, 1987). Tacit skill goes beyond the instrumental handling of the tools and 

requires an embodied expertise (Wenger, McDermott & Snyder, 2002). Experienced teachers are 

able to perceive most of what happens in the class between the students. They read the room and 

the group. They are able to notice many things simultaneously in a pattern, analyse situations, 

assess them, make decisions and act based on this information. This process is unconscious and 

automatic (Björklund, 2008) and can be interpreted as an ability to read the room and read the 

group. Teachers’ tacit knowledge is partly transferred from colleague to colleague through 

anecdotes (Björklund, 2008). School culture, which can be connected to teachers CoP, is largely 

based on a theoretical knowledge tradition where there is a desire to know and regard what is 

understood from an external perspective (Carlgren, 2015). The view of knowledge is then a 

matter of an ‘expression of a relationship between the individual and the world, rather than as a 

kind substance that the individual has got ..//.. (Carlgren, 2015, p. 131, my translation). 

Aristotle’s concept of knowledge refers to the episteme, where theory and science is focused on, 

unlike the techne that deals with practical knowledge and fronesis that denotes practical wisdom 

(Gustavsson, 2000). Theoretical knowledge based on statements and allegations has, according 

to Carlgren (2015), been so dominant that it has marginalised other forms of knowledge, such as 

practical knowledge traditions. Despite this, according to Carlgren (2015), school and teaching 

are a special kind of practice that will not always easily fit into practical or theoretical categories. 

By studying the knowledge traditions, we can understand what happens when knowledge 

becomes school knowledge. School culture theorises practical subjects by giving students 

knowledge about a subject, e.g. music, which reduces the capacity for knowledge within the 

subject. In this way, knowledge changes when it reaches the school. Carlgren (2015) argued this 

is in many ways necessary due to the multifaceted mission of the school. This is also problematic 

since students never grasp the specific character of each subject’s knowledge tradition. 

In sum, based on the argument made above, teachers’ CoP can be characterised as having a 

domain of knowledge and a practice based on school activity, which involves teaching within a 

school-specific context and culture, i.e. a school code. The knowledge processed is about 
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subjects based on didactics in a theoretical knowledge tradition, i.e. the episteme. The CoP’s 

joint enterprise is the learning process, and the teacher’s task in today’s environment is to 

support learning processes as well as record and assess progress. The teacher’s repertoire 

comprises teaching tools, teaching methods and the ability to read the room and read the group. 

Shared routines involve the use of text and language, and the shared history comprises Christian 

fostering and progressivism. 

Actors’ Community of Practice 
Acting is generally about telling or illustrating something, imitating someone or 

‘communicating with the environment in a playful way’ (Sjostrom, 2007, p. 17, my translation). 

An actor uses theatrical expression in a conscious way and can repeat these skills based on their 

artistic knowledge. In a Western definition impersonation (gestaltnung) and role-taking are at 

the centre of the acting process (Sjöström, 2007). These concepts might be termed as the actor’s 

main task, and I remind the reader that this study is conducted from a Swedish point of view 

since an actor’s task may be different elsewhere.  

The actor’s practice confronts how impersonation and role-taking can be manifested using 

the actor’s own body as a tool. The common interest of the community of actors should, similar 

to the teaching profession, be the means, objectives and results of acting. This is perceived as 

staged performance (in Swedish scenisk gestaltning) (Ahlstrand 2014), which is the domain of 

an actor’s CoP. The common context is the theatre, and the activity is the theatrical performance 

that is the production of a staged performance based on artistic and economic frameworks. The 

process generated by the activity of theatrical performance, using all the tools of theatre craft 

with the goal of staged performance, is the joint enterprise of the actor’s CoP (Wenger, 1998). 

As a concept, this joint enterprise can be called the creative process (theatre making). 

An equivalent term to the school code is a theatre code. The code, as previously described, 

refers to the values, norms and beliefs perceived as the common rules governing those who work 

in the organisation (Arfwedsson & Lundman, 1984). Johansson (2012) described the culture of 

theatre in her thesis Skådespelarens praktiska kunskap (The actors’ practical knowledge). She 

believed that the anecdotes shared between actors and the little stories based on true events can 

tell us a lot about a theatre code. The anecdotes are not just about communicating values and 

standards but also provide a means for individuals to position themselves and acquire their place 
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in the hierarchy. Anecdotes are inherited from actor to actor and also function as a knowledge 

base used to forge relationships. It simply shows that you know what the specific theatre context 

means (Johansson, 2012). These anecdotes constitute one aspect of an actor’s knowledge but can 

also be used to understand actors’ shared repertoire (Wenger, 1998). This knowledge can be seen 

as arts-based in contrast with didactic. Other important components of an actor’s repertoire are 

theatre tools, methods of theatre making and performance, as highlighted in the chapter on 

actor’s craftsmanship. With reference to Johansson’s work above, positioning is understood as 

one aspect of actors’ tacit knowledge. Another way of understanding the shared repertoire is to 

investigate routine working methods. When actors work and create, they use both openness and 

introversion at the same time. In collective work, there is a need for trust (Johansson, 2015). 

Here, according to Johansson, it seems important to use ‘concrete workable images rather than 

theories for their own sake. If it works, use it’. (Johansson, 2015, p. 154). If we compare an 

actor’s tradition to a teacher’s linguistic environment where text and language characterise 

schools’ culture (Carlgren, 2015), then the actor’s tradition also derives from text and language 

due to the strong connection to dramatists and the task of mediating written text. The body can be 

added to this due to the actor’s strong focus on embodied knowledge and the mediation of text 

through the body. 

Theatre and acting have their roots in a practical knowledge tradition (Ahlstrand, 2014). In 

recent years, some dissertations have been published in Sweden that describe this from different 

perspectives. Järleby (2003) described how the actor’s training moved from a master-apprentice 

relationship within the theatre building to a more formal education at university in specially 

arranged classrooms. However, some aspects of the classic master-apprentice method are still 

part of the actor’s training because they practice at theatres. Then the students learn to participate 

in the know-how, which is specific to the theatre. This is often a tacit form of knowledge 

(Ahlstrand, 2014). 

Practical knowledge is what Aristotle describes as techne and fronesis as practical wisdom 

(Gustavsson, 2000). Carlgren stated that knowledge within a practical tradition is developed in 

parallel with ‘the development of a product or handling of a practical problem’ (Carlgren, 2015, 

p. 121, my translation). In the theatrical context, the product is about staged performance 

(scenisk gestaltning in Swedish), a performance created for an audience. It does not refer to a 

lack of theoretical working methods. On the contrary, theoretical research is an important part of 
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the work. Johansson provided an example of how the theatre’s knowledge tradition works in her 

thesis. According to the author, the actor finds little value in reading handbooks about acting. 

Rather, the profession’s value is in having worked with different people and listened to their 

experiences. This is also the reason for the many anecdotes—they convey information about 

people in the acting profession and their practice rather than theories. (Johansson, 2012). Coelho 

Ahndoril (2015) described how an actor can express a fear of formation or education (in Swedish 

bildning) and argued that this thinking is a product of the intellect rather than feeling and the 

senses. This is an important issue for an actor, who use feeling and the senses as their main 

working tools. 

In sum, based on the argument made above, actors’ CoP can be characterised as having a 

domain of staged performance, a practice of authentic activity, performing within a theatre-

specific context and culture, i.e. a theatre code. The knowledge processed is subject-specific and 

arts-based in a practical knowledge tradition, i.e. techne and fronesis. The joint enterprise of the 

CoP is the creative process, and the task in today’s environment is to enrich society and enhance 

democracy. The repertoire consists of theatre tools, workable images, positioning, openness, 

introversion, trust and anecdotes. The shared routines of the repertoire are text, language and 

body. The shared history consists of theatre forms and radicalism. 

Drama Pedagogue’s Community of Practice  
The subject or tool drama has a dual character, which is revealed in the often-used Swedish 

word dramapedagogik. This word combines the core of drama, to dramatize and enact, as well as 

pedagogics, which is about leading someone to knowledge, fostering and education (Hallgren, 

2018; Sternudd, 2000).  

The main activity for a drama pedagogue in a Swedish context is leading drama processes 

and supporting a group of individuals through an aesthetic and pedagogic process, with the aim 

of changing self-understanding in relation to the world (Bolton, 1979). During the process, the 

participants are engaged in ‘mutually creating fictive situations of reality’ (Sternudd, 2000, p. 16, 

my translation). This is reflection by enactment rather than words. The process of reflection is 

related to the purpose of the activity (Sternudd, 2000). This purpose could be connected to a lot 

of different areas related to many different practices.  
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Leading and supporting students is equivalent to the core of teaching. Teaching is the main 

activity and practice for a drama pedagogue, according to the understanding of Lave and Wenger 

(1991). Teaching can be connected to drama as a subject or drama as a tool for learning within 

other subjects, such as learning through drama (Fleming, 2012; Rasmusson & Erberth, 2016). 

Drama pedagogues are not fond of the word teaching. Some are more comfortable with words 

like facilitating or mediating. This might have to do with a resistance to the authoritarian 

connotation of the concept teacher and teaching, which is in turn related to key values of drama 

and the critical liberating perspective expressed by Augusto Boal and Paolo Freire (Sternudd, 

2000).  

To capture a drama pedagogue’s practice, the word teaching is used. This does not exclude 

the possibility of different practices within teaching drama, including facilitating, mediating, 

directing and producing. Brown et al. (1989) discussed the importance of authentic situations and 

authentic problems for learning. The authors distinguished between authentic activity and school 

activity (which is seen as a hybrid). A drama pedagogue’s activity can be understood as an 

authentic activity since it is subject-specific. However, it can also be understood as a school 

activity when the drama pedagogue uses drama as a tool for teaching within other subjects. 

Drama pedagogues’ common interest, engagement and commitment creates the base for a 

shared identity, the domain of their CoP (Wenger, 1998). The common interest of a profession 

refers to its target and result. For a drama pedagogue, this would refer to the result of the drama 

process, the professional object—change in understanding, individual learning through 

impersonation (gestaltnung) (Bolton, 1979). This refers to the mutual engagement of drama 

pedagogues, the common striving that drives all interactions and relationships (Wenger, 1998). 

Learning is related to a teacher’s domain, knowledge, but another interpretation of learning is 

more focused on an ongoing process than knowledge which is fixed. Drama pedagogues often 

refer to a drama process when they discuss what they do.  

Like the actor’s domain of staged performance, acting and performing are related to the 

drama pedagogue’s work in many ways. Drama is not only about learning, it is also about art, an 

aesthetic and educative duality where enactment is the hub (Courtney, 1995; Sternudd, 2000). It 

is this dual meaning of drama that constitutes the uniqueness of the subject. Even though the 

subject and tools of drama practice form the common interest of drama pedagogues, the main 

interest is how to teach drama and how to lead drama processes to enable participants to 
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transform their understanding or learning (within drama or another subject). Based on the 

argument above the suggested domain of the drama pedagogue is learning. The process 

generated by teaching participants, using all the tools of the drama craft with the goal of 

transforming understanding or learning, is the joint enterprise of the drama pedagogues’ CoP 

(Wenger, 1998). This can be termed the drama process. 

In addition to a common understanding of the field, an interest in competencies and social 

and situated learning is central for a CoP (Lave & Wenger, 1991). This includes the practice 

context in which practice is exercised, but also the environment in which the education takes 

place. Von Wachenfeldt (2014) described the practice community at folk high schools as 

important for preserving and developing the folk music tradition in Sweden. Many drama 

pedagogues in Sweden received their education for two years at a folk high school, and it is 

therefore reasonable to assume that a practice that arose in that context has a bearing on how 

drama pedagogues design their practice. However, not all those who work with drama have 

attended a folk high school, and the authorisation issued by National Association of Authorised 

Drama Pedagogues (RAD) has likely influenced the image of drama and drama pedagogues. It is 

possible to apply for authorisation without having received drama education at folk high school, 

but it is the RAD that decided guidelines on the equivalent education and experience. The 

authorisation process has been aimed at securing the quality of drama education in Sweden and 

its impact on the labour market. It may have also influenced how drama students not studying at 

folk high school have directed their education and practice. In this way, drama education 

programmes in a folk high school context have been of great importance to the field in Sweden.  

Grünbaum who worked for many years at the best-known school for educating drama 

pedagogues, Västerberg, emphasised the importance of connecting the group in drama work to 

the individual’s own perspective. This is a focus many drama practitioners would agree with. 

With an understanding of the whole folk high school environment, the group focus can be 

understood on further levels. The group training to become drama pedagogues spend full days at 

the institution in each other’s company. In addition, they also live together and spend some spare 

time together. The folk high school environment may then contribute to an enlargement of the 

group focus. 

Drama pedagogues can work in widely different environments but often in an educational 

context with children and young people such as preschools, schools and schools for arts. Drama 
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pedagogues can also, like those in this survey, work within a professional theatre. When reading 

Viveka Rasmussen’s dissertation in the journal DRAMA (2000), it becomes clear that the main 

focus of the Nordic drama debate and related research has been the compulsory school system. 

With this link to school context, the drama pedagogue could then be part of a school code, as 

described in the teachers’ practice community. However, although school-based drama has been 

the main focus of debate and research, this link is obvious in practical work. Drama is not a 

subject in Swedish elementary school, and therefore, the drama pedagogue has no obvious 

workplace there. In a thesis that interviewed 113 drama teachers, it became apparent that the 

municipal schools for arts are the largest employer of drama pedagogues in Sweden (Karlsson & 

Sonnerby Ljungestig, 2017). 

Even though a drama pedagogue might participate in a school code, theatre code or another 

code depending on where she works, there may also be a certain drama code. This code is rooted 

in drama values and the growing field during the 1900s. With help of Sternudd (2000) and the 

four drama pedagogic perspectives, these values can be interpreted as social and personal 

development; creativity and activity of the individual; conscious reflection; understanding of 

humanity, democracy, solidarity and liberating action. These values permeate the practice of 

many drama pedagogues and resonate with chosen themes. Today, these values are related to the 

use of drama in different contexts to fulfil varied objectives, such as democratic development, 

community-based projects or drama as a tool for teaching sustainability. Regardless of the 

context, it is always about supporting the learning process. These values can also be related to 

drama and drama teachings’ shared history and theoretical perspectives.  

Unlike other teaching, drama has always been related to fostering in some way (Sternudd, 

2000). The anti-authoritarian and individually focused values based on practical activities can be 

related to Dewey and the progressive movement (NE, 2018). Progressivism also influences 

teachers’ education today (Carlgren, 2015). This connection to society and the urge to change the 

premises of individuals and groups using the critical liberating perspective of drama is rooted in 

the work of Paolo Freire (Sternudd, 2000). Freire’s ideas derive from the Christian radical 

tradition (NE, 2018). 

The practice of teaching drama is often performed in a certain room dedicated for drama 

practice. This drama room could also be a temporary space created within a classroom or in any 

open area. Another aspect on space in a drama pedagogues’ practice context is that some of the 
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work is done in a fictional room, a mindscape. This may be compared with the physical room 

where the drama process is situated, the landscape (Bragby, Söderhäll & Vilhelmson, 2012). The 

activities that take place both in the mindscape and landscape could also describe an actor’s 

work. However, an actor is always aiming to create a staged performance using all the tools of 

the theatre, which makes it theatre-specific. A drama pedagogue’s competence can be used to 

meet various aims in many different environments, with a lot of different aesthetic and 

pedagogical tools. The drama pedagogues’ practice context is not site-specific. However, it is not 

enough to say what drama teaching is not. Drama involves both a landscape and a mindscape in a 

context that can be called drama-specific. 

Those who participate in a particular CoP have a common understanding of a particular 

field and are interested in gaining skills in that field (Lave & Wenger, 1991). When trying to 

discover what a general CoP for drama pedagogues might look like, it is necessary to understand 

which competencies need to be achieved. Understanding how drama pedagogues interpret the 

field, i.e. drama, is also necessary. One suggestion is to call the core competency drama 

pedagogic competence. This contrasts with drama competence, which is more about what 

constitutes learning within the subject itself. Drama pedagogical competence should be 

understood as the competence required by educators who practice drama leadership by teaching 

drama. This is an important difference. 

As argued above, the drama pedagogue’s competence and knowledge can be defined as the 

knowledge needed to transforms participants self-understanding. This process uses both aesthetic 

and pedagogical tools. These tools were described above in the section on the drama 

pedagogue’s craftsmanship. The tools are didactic, related to a teacher’s knowledge, but also 

arts-based, related to an actor’s knowledge (Johansson, 2012). The working methods include 

preparation, coordination, intuitive decision making, reflection and courage. The core 

competencies can be defined as professionalism-in-relationship and performative capability. All 

this was described above. This knowledge is subject-specific because it involves learning about 

drama as a subject. 

A detailed description of the repertoire of a drama pedagogue related to Wengers concept 

(1998) would need a thesis of its own. The tools and working methods are described above in the 

section on the drama pedagogue’s craftsmanship. This omits any description of the tacit 

knowledge of the trade (Janik, 1996; Schön, 1987). Adhering to the premise that a drama 
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pedagogue most of all is a teacher, understanding how tacit knowledge informs a teacher’s 

expertise is useful. As described above, experienced teachers are very much aware of the room 

and what is going on between the students. This way of seeing forms a pattern that serves as a 

base for analysing and assessing situations and informs a teacher’s decision making and actions 

(Björklund, 2008). These were termed above as abilities to read the room and read the group. A 

capacity to ‘read the group’ and detect emotions and needs in the room were described as 

important skills for drama teachers by Eva Österlind. The aim of the reading is to create a safe 

and trusting evironment (Österlind, 2011).  

Other indicators of tacit knowledge included the leader’s use of interplay between the 

group, the room and the leader as well as the use of self, their own body, expression, stories and 

leadership experience. Like other teachers as well as actors, drama pedagogues use anecdotes as 

part of their practice (Björklund, 2008; Johansson, 2012). These anecdotes could, for example, 

be a story about a child encountering a circus. Anecdotes are used to mediate drama in the 

process of transferring knowledge and experience (Balic, 2012). 

The shared routines and language of drama pedagogues in a Swedish context might be 

inherited through training, and as argued above, the training at folk high schools has had a major 

impact. This training is in turn influenced by different pedagogues and practitioners. Examples 

of people who have influenced the Swedish drama context are, according to Sternudd (2000), 

Winifred Ward, Elsa Olenius, Keith Johnstone, Peter Slade, Brian Way, Dorothy Heathcote, 

Gavin Bolton, Dan Lipschütz, Anna-Karin Waldemarsson, Björn & Helena Magnér, Augusto 

Boal and Katrin Byréus. Some of these are known to an international drama community, such as 

Ward, Slade and Way. Their heritage includes a child-centred perspective and a focus on 

personal development (Sternudd, 2000). According to Sternudd (2000), Heathcote and Bolton 

are representatives of a holistic perspective, mainly associated with education within the formal 

school system. Drama is a way of bringing education to life here and facilitating students’ 

emotional and cognitive understanding of a subject. The aim is the transformation of the 

students’ self-understanding in relation to the world (Bolton, 1979). This perspective is rooted in 

both Piaget and Vygotskij (Sternudd, 2000). An important component of Vygotskij’s (1997) 

theory proposes that learning is developed through meaningful dialogue based on social 

relations.  
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Another well-known practitioner and drama theorist is Boal, whose ideas are rooted in a 

critical liberating perspective that focus on ‘a future action in purpose of changing society’ 

(Sternudd, 2000, p. 82). In Sweden, Byréus has developed Boal’s methods very successfully and 

combines forum theatre, values clarification (Steinberg, 2013) and drama pedagogy. The 

remaining people are less known: Lipschütz, Waldemarsson and Magnér. What connects them 

are their roots in sociology and psychology.  

In conclusion, the key influences on the routines, language and concepts of drama 

pedagogues in Sweden comprise a combined international tradition of drama in education, social 

psychology, performing arts and community engagement. Compared with teachers’ and actors’ 

shared routines, the community of drama pedagogues also rely on text and language, like other 

educators in a school context. They also depend on the body, like actors, and the whole drama 

tradition. Finally, they have a shared interest and mission that combines community engagement 

with psychology. 

Drama can be related to theatre and acting and is also rooted in a practical knowledge 

tradition (Ahlstrand, 2014). Drama can also be related to a theoretical knowledge tradition due to 

its position in the humanities and social science traditions and its relation to the school context 

(Sternudd, 2000). In Sweden, pioneering work was conducted using drama education in a girl’s 

boarding school between 1909 and 1936 (Hägglund, 2001). As in Anglo-Saxon countries, drama 

has continued to have a place in education, although not a core subject in elementary school, but 

dependent on teachers’ own initiative and knowledge. School drama was very much connected to 

literature and also fostering through school theatre, and certain school plays were written to be 

performed by children (Hägglund, 2001). Historically, school theatre has been performed far 

from the ‘real’ theatre performed professionally. However, this cannot be related to debates 

about a subject vs. a school subject (Carlgren, 2015), as in a practical subject being theorised 

when it reaches school. Children have been able to perform in school and not just read about 

performing. The subject drama is almost impossible to learn without performing it practically. 

Drama is both practical and theoretical and is related to both episteme, techne and fronesis 

(Gustavsson, 2000). 

In sum, based on the argument presented above, the drama pedagogues’ CoP can be 

characterised as a domain of learning, a practice of teaching as authentic activity and school 

activity, in a drama-specific context and culture, i.e. a drama code. The knowledge processed is 
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subject-specific, arts-based and didactic in a practical and theoretical knowledge tradition, i.e. 

techne, fronesis and episteme. The CoP’s joint enterprise is the drama process, and the task in 

today’s environment is to support learning processes, enrich society and enhance democracy. 

The repertoire consists of drama tools, drama methods, the ability to read the room and read the 

group as well as the interplay of the group, room and leader and the use of self and anecdotes. 

The shared routines of the repertoire are text, language, body, community engagement and 

psychology. The CoP’s shared history comprises fostering, progressivism and Christian 

radicalism. 

 

Model of the CoPs 
After this discussion, relating CoP theory to the teaching, acting and drama pedagogue 

professions, ways of viewing their CoP’s are presented in the model below. The chart 

summarises the characteristics of the CoPs of the three professions. This is the model used when 

analysing CoP data in this study.  

In addition to describing the professions above in terms of craftsmanship and CoPs, I wish 

to understand their roles in their own organisations as well as in collaborative processes. Hence, 

next I introduce the third theory chosen, which is Goffman’s (1959) role theory. 
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Table 2  

CoPs of the Three Professions 

 

CoP 
 

Actors Teachers Drama pedagogue 
 

Domain (area of mutual 
interest) 
 

Staged 
performance 

Knowledge Learning 

Activity (Practice) Authentic activity 
Performing 

School activity 
Teaching 

Authentic activity; drama as subject 
School activity; drama as method 
Teaching 
 

Context and Culture 
(community) 

Theatre specific 
Theatre code 

School specific 
School code 

Drama specific (not site specific, 
landscape and mindscape) 
Drama code 
 

Knowledge Subject-specific 
Arts-based 
 

About subjects 
Didactics 

Subject-specific 
Didactics 
Arts-based 

Knowledge Tradition Techne and 
Fronesis 
Practical 

Episteme 
Theoretical 

Techne, Fronesis and Episteme 
Practical and Theoretical 
 

Joint enterprise Creative process Learning process Drama process 
 

Task in today’s 
environment 

Enrich the society 
Democracy 

Support learning processes 
Record and assess progress 

Support learning processes 
Enrich the society 
Democracy 
 

Repertoire 
Tools, working methods, 
tacit knowledge 

Theatre tools 
Workable images 
Positioning 
Openness 
Introversion 
Trust 
Anecdotes 

Teaching tools 
Teaching methods 
Read the room 
Read the group 
 

Drama tools 
Drama methods 
Read the room 
Read the group 
Interplay of group, room, leader 
Use of self 
Anecdotes 
 

Repertoire 
Shared routines and 
language 
 

Text 
Language 
Body 

Text 
Language 
 

Text 
Language 
Body 
Community engagement 
Psychology 
 

Shared history and 
perspective 

Theatre forms 
Radicalism 
 

Christian fostering 
Progressivism 

Fostering 
Progressivism 
Christian radicalism 
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Role Theory 
Understanding the roles of the participating professionals is an important part of this study. 

The questions address how roles are located in social interaction in social situations, both in the 

observations made during the field study and in the role plays that complement the material. The 

focus on roles and social interaction has led to a choice to use the theories on social roles 

according to Nilsson & Waldemarson (1988) in combination with theories and metaphors of 

Goffman (1959) to illuminate the material. A description of social role and some of Goffmans 

concepts on roles follows, as used in the analysis. 

Social role 
Swedish educators Björn Nilsson and Anna-Karin Waldemarson (1988) define role as ‘..//..the 

sum of the expectations that are aimed at a certain position’ (p. 7, my translation). Here, 

‘position’ is understood as an individual’s social location or social space or status (Biddle, 1979). 

The role is a socially defined category and becomes a way of explaining people’s behaviour 

towards each other in everyday life. All the rights and obligations related to a given status are 

realised within the concept of social role, which can involve one or many roles (Goffman, 1959). 

People can have different roles in different situations and positions, for example, colleague, 

daughter, wife, mother, friend and so forth. Roles are most often internalised and are related to 

certain behaviours, thoughts and emotions along with expectations from others. According to 

Nilsson and Waldemarson, a role has to do with the expectations that delimit and determine the 

roles we receive.  

The roles become a kind of image of us, labels we put on ourselves and others in 

order to name what we are and do, an explanation of what’s happening and a 

prediction of what’s going to happen. These explanations and predictions make it 

easier and are also necessary to make the social interaction to run smoothly. (p. 

40, my translation) 
 

When taking on or receiving new roles, people might have difficulties knowing how to act or 

interact. This has to do with a new orientation of the demands and expectations from other 

(Nilsson &Waldemarson, 1988). This labelling of ourselves, the image, is thus connected to 

identity and how a person appears, as professional as well as private, to herself and to others. An 
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important point of role theory, interpreting Nilsson & Waldemarson, is that a person can not 

fully control her identity since it always is in relation to other roles. These are roles inherited in 

the individual and roles of other people. Also, the roles of one person is important to other 

peoples identities (Nilsson & Waldemarson, 1988).  

A basic understanding of role in this study will then be an image of self and in relation to 

other roles. Here, expectations of various kind are included. This is used in the analysis to 

understand why professional behaves and interacts the way it does during collaboration based on 

roles desired for as well as roles taken and given in the process. The labelling and naming of the 

roles are all social, though I chose to separate social roles, for example, mother from professional 

social role, for example producer. This way of describing roles is useful but also rather general. 

There was an urge for a complementary theory which I found in Goffmans concept on role. With 

his book The presentation of self in everyday life (1959) he offered a systematic approach to 

social role. A distinct and apprehencible metaphor of social situations and namings of roles and 

their position, as argued by Goffman, brings a further clearness needed when analysing roles in 

this study.  

Goffman’s Concept of Roles 
The framework of Goffman’s theory, using the metaphor of theatrical performance, is 

mainly about the roles we play in different social situations and the positions we take while 

doing this. He proposed concepts as the formation of different teams as well as discrepant roles 

taken or given during social interaction (Goffman, 1959). The metaphor offers a systematic 

approach to the concept on roles (Cuff, Dennis, Francis & Sharrock, 2006). Although the theory 

is 60 years old, it is frequently used in contemporary research in various fields, but mainly in 

those studying social interaction (Aceros, Belli & Ninova, 2019; Aromaa, Eriksson & Mills, 

2019; Miller, 2018). A recent article by Denzin (2018) linked critical ethnography and 

ethnodrama with the concepts of Goffman in the form of a theatre script. Swedish examples 

include numerous theses in recent years that have used Goffman’s theories in the humanities and 

social sciences (Eklöf, 2014; Klinton, 2014; Sivenbring, 2016; Skowronski, 2013) 

Theatre as metaphor 
Goffman proposed three major players in an act of communication: the performers who act 

(the individuals and their roles); the recipients of the act, i.e. the audience; and those who are 
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outsiders and do not act or observe. Goffman used the metaphor of theatre to understand 

communication in terms of the roles the actors play in relation to each other. We all play roles in 

everyday life interactions and like to make an impression like the actors. The information role 

players possess is of interest in the interactions. The performers have most of the information and 

the outsiders almost none. Goffman seemed to distinguish between the individual’s self and the 

role the individual plays, which is adapted to the other roles played by other individuals and the 

auditorium. In all situations involving interaction, each role seeks to influence other roles. 

Goffman (1959, p. 23) defined interaction as ‘the individuals mutual influence on each other’s 

activities and a way of function when they are located in each other’s immediate presence’.  

Areas for communication 
The roles have access to different spaces or areas and behave in different ways depending 

on where the interactions are located. Using the language of theatre, Goffman referred to the 

stage and talked about front stage, backstage, outside and different borders. These spaces are 

demarcated or limited in one way or another and have their own rules and norms, which 

influence communication and behaviour. Those who act do so front stage and backstage. The 

audience only observe the front stage, and outsiders are not allowed access to any of these stages. 

Front stage frames the act where the ‘official’ communication takes place. Here the actors are 

occupied with communicating with other actors and the audience. It is also the region where the 

actors are visible without being in focus. Backstage is the area where communicating actors wish 

to share or express hidden or other roles to the audience or the outsiders. According to Goffman, 

backstage talk is in some way opposed to the front stage act. 

Aims in communication 
The individual can have different aims in communication with others, but the main interest, 

driven by many motifs, is according to Goffman, to control the impression on the other roles 

from the situation. Then the others will treat the individual in a way that is of interest for 

him/her, for example, by ascribing a certain status or performing an act in a wished direction. 

This is enacted by controlling the behaviour of other roles. A way of doing this is to influence 

the others’ definition of the situation, which will persuade them to act freely in a direction that is 

of benefit for the individual and in line with the norms and rules of the situation. These activities 

can differ according to the situation and different motifs of the individual. These activities are 
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not always part of an individual’s personal agenda. It could be related to a specific tradition or 

social status within a certain culture. This relates to theories about CoP, which is at the centre of 

interest for this study (Lave & Wenger, 1991). In short, Goffman’s theory describes why an 

individual performs and enacts his/her role or roles in different ways in different situations: to 

convince others that he/she is the person he/she says he/she is. It is not clear if the person ‘he/she 

says he/she is’ also is the person he/she wants to be. One of the tools the individual may use to 

control the impression made is the personal front. This includes signs that the individual is able 

to highlight or play down, for example, age, gender, clothing, appearance, speech, gesture and so 

on. Adopting different behaviours and manners are part of the influencing process. This personal 

front can be part of a collective representation, which could lead to stereotyped expectations 

which might be in the individual’s interests or not (Goffman, 1959). 

Team 
Goffman is thus emphasizing two areas of interest and situations: the individual’s self and 

role(s), including how he/she stages his/her own role(s), the other roles and the whole situation 

of interactions. The third area is when some individuals create a group and cooperate in the 

interaction to produce a routine. Goffman called this a team. The team may share the same type 

of appearance but will, in some way, present similarities that create the impression of a team. 

Although the team is formed by individuals in a group, the team is not understood as a group in 

relation to a social structure, social organisation or status. The members of the team are part of it 

because of the wish to maintain a certain definition of the situation. The team exists in relation to 

an interaction or interactions. 

Members of a team are not always aware of it, and the team can also be temporary in the 

given situation. It seems two different teams generally emerge in communicative situation. 

Goffman meant that one of these two teams will become the active and that one will become the 

audience or observers. Team members are joined in a mutual dependency, which has the ability 

to bridge structural or social differences within the institution and/or situation. This means that 

instead of being divided by a different status, for example, the team will bond individuals 

together. An environment of intimacy and familiarity can emerge in communication within the 

team, and the team almost has the character of a secret society, eager to keep their secrets safe 

and support each other. This familiarity is not always an advantage; sometimes the team may 

punish a team member who has done something wrong, something that is opposite to how the 
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team should think or behave. The team can also designate a ‘star’, someone who plays a major 

part and is in the centre of the attention (Goffman, 1959). 

Discrepant roles 
In Goffman’s theory, the three main roles, actors, audience and outsiders, can be divided 

into different discrepant roles. This is underpinned by the thesis that all teams wish to be in 

control of the information and keep their secrets to maintain the impression of the team. In this 

landscape of strategic intelligence operations, there are some less pleasant roles that might be 

played by manipulators who wish to present other roles as false in some way. These roles are 

those of The Informer, The Shill, The Spotter and The Competing Spy. The Informer pretends to 

be part of a team and is able to receive destructive information, which will be revealed to the 

audience. The Shill acts like he/she is an ordinary member of the audience but is, in some way, 

working for one of the teams and will influence the actors in different ways through that 

position. The Spotter is a sort of ombudsman and speaks in the interest of the ‘unsuspecting’ 

audience. This can be a mission that is open and clearly communicated to the other roles but also 

a more secret operation. The Competing Spy is found in the audience; as soon as the play is over, 

he/she will go to his/her true employer and reveal the information. Maybe less unpleasant but 

still discrepant is the role facilitating interactions between the teams. This is the role of the 

Mediator, the go-between. The mediator will act as if he/she can be trusted with information, but 

he/she will most certainly also act falsely towards both teams and give them the impression that 

he/she is loyal to their team. The Mediator has many tasks, for example, to ensure the teams 

come to an agreement or to clarify or highlight the message of one team to enhance mutual 

understanding between the teams. The mediator is also able to deliver messages and proposals 

from one team in a way that will suit the other team. In this case, the mediator softens the sharp 

edges of the message. The advantage of being a mediator is that both teams will hand over their 

secrets. The disadvantage of the mediator’s role is the individual risks being worn out by the 

constant changes in the teams and their competing attitudes and loyalties. Goffman explained 

that the wobbly activities of the individual who plays the mediator will seem ‘bizarre, 

unsustainable and unworthy’ (1959, p. 133). 

Other roles in Goffman’s theory are the non-person, The service specialist, The confidant 

and the colleague. The non-person is present during the performance, front stage but mostly 

backstage, although he/she is not part of the play. According to Goffman, this might be an 
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example of a servant. The service specialist offers some kind of specialised service and is invited 

by the performers to serve by supplying information or skills. This role is part of the team due to 

their ability to discover secrets and knowledge backstage. Goffman highlighted a certain form of 

service specialist, which is the specialist in education. This role’s task is teaching the performers 

how to act to make the desired impression. This role might also take on the voice of the 

audience. The performers might feel uncomfortable in front of the specialist in education since 

she will reveal individual secrets, hidden memories of being a less skilled person. The confidant 

receives the confessions of others’ sins and their emotions about these actions. The colleague is 

not present in the performance or part of a team but shares the same status as the performers and 

might be referred to during the play. Goffman also talked about the guest colleague, the stranger 

who will enjoy the respect and favours of a team when they realise she is in fact one of them, for 

example, shares the same education. The team jargon and manner will differ when meeting 

someone unknown to them. A group of colleagues might be so tied to each other that if one 

individual makes a mistake, the punishment or shame will hit the whole group. This might also 

be the case with colleagues from the same community of practice who do not necessarily know 

each other as individuals. This kind of team is not in contact with each other but the culture and 

rules of the group, for example, membership of a certain trade, affects its actions (Goffman, 

1959). 

Criticism on Goffman 
One criticism directed at Goffman's theories is, among other things, that he has little 

foundation in empiricism. His analyses can be brilliant with rich details but makes a ‘nonchalant 

and self-evident’ impression (Skowronski, 2013, p. 80). In contrast to this, one image of 

Goffman is his consistent interest in social interactions and developing theories about orders of 

interactions (Giddens, 2000; Skowronski, 2013). Another criticism is that the view of the 

individual in Goffman’s theories depicts someone who primarily wants to achieve their own 

goals and cares less about other people (Manning, 1991; Skowronski, 2013). 

Following this introduction to Goffman’s role theory and other key theories of 

craftsmanship and CoP, next comes the methodology chapter. This describes how I designed the 

study and an explanation of the methods used. 
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3. Methodology and Methods 

The research approach was based on subjective experiences of reality, an ontology of 

existentialism and an epistemology of phenomenology, requiring a closeness to what is being 

researched. This way, many qualitative methods suit the possibility of an overall picture of and 

close contact with fields and informants. I have chosen to base the study of the two contexts, 

professional theatres and their collaboration with schools, on case study and ethnography. In this 

chapter, these methods are described in relation to how they have been used. The data-generating 

methods during the survey were observations and interviews. These are representations of the 

subjective perspective – the world as shown to the informants and the researcher (Alvesson & 

Sköldberg, 2008). Other representations and complementary data-generating methods are 

narrative enquiry, autobiography and various ABR methods. These are also perceived as part of 

the analysis process. The combination of methods has helped me obtain insight into the situation 

and activities of the individuals (Holme & Solvang, 1997). The chapter continues to describe my 

pre-understanding and how I have proceeded with planning the study, access to the field and an 

introduction to the theatres and the schools’ organisations, missions and projects. Data 

collection, processing and analysis as well as ethical issues are then described.  

Case Study and Ethnography  
Conducting a case study opens the opportunity to delve deep into the phenomena in a 

detailed manner. It is about real people in real situations, and the main idea is that the 

investigation of the unique and specific may say something about the general (Cohen, Manion & 

Morrison, 2018; Winston, 2018). The character of closeness makes the method appropriate for 

approaching drama processes as well as practical knowledge and CoP (Janik, 1996; Winston, 

2006).  

I have chosen to perform a case study in an explorative and descriptive mode, that is, I ask 

questions about the phenomena and describe how it is expressed. This comes with a focus on the 

individual professionals and their encounters. The limitation of the case study is that with the 

focus on personal and subjective perspective, it can be difficult to generalise the results. One way 

to deal with this problem is to use several sources when describing phenomena (Cohen et al., 

2018). In this study, the sources are arts-based and shown through different stories—narratives 
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built on collected data. Using these methods, I also support the requirement of case studies to 

bring the material to life, show its complexity and richness and create a ‘thick description’ 

(Cohen et al., 2018). Instead of remaining satisfied with a possible explanation for phenomena, 

the researcher strives for many alternative answers, interpretations and understandings. Here, I 

have endeavoured to use case study principles according to Winston (2006) as part of the 

research design, applied during data collection and analysis. The principles are as follows:  

 

- Challenge existing forms of knowing through using different ways of seeing  

- Approximate the way of the artist in aspiring to describe and interpret those 

encounters 

- Embrace the paradoxes inherent in the people, event and sites we study and 

explore rather than try to resolve the tensions embedded in them  

- Seek out rather than solve problems 

- Provoke rather than answer questions 

- Deepen our understanding rather than rush to closure (Winston, 2006, p. 45) 

 

 When observing processes, there was an openness for what happened and which questions 

were raised. Interpreting provocation has been an interactive approach; for example, challenging 

questions were asked to stimulate interesting discussions. A spectrum of voices were expressed 

in the result and analysis to deepen the understanding of the findings. The participants in the 

study constituted some of these voices along with the chosen theories and the researcher’s own 

view of the processes. The multitude of stories has helped establish different ways of seeing. 

Although the contexts (theatres) have been treated as cases in the study, their presentation is 

outside the case study tradition, which would mean a large separation of different cases. Case 

studies usually present cases separately, but in this study, I have presented data from the two 

contexts as equal parts in the final analysis. 

During data collection, I adopted an ethnographical approach, which aims to understand 

people’s experiences through the way they express themselves (Kullberg, 2004). This meant an 

urge for closeness to the social context of the professionals (Cohen et al., 2018). This implied 

that the research design would include a survey that largely followed the three typical stages of 

ethnographic research: watching, asking and reviewing or rather experiencing, enquiring and 
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examining (Cohen et al., 2018). First, I went out in the ‘terrain’ and observed the projects and 

contexts which actors, teachers and drama pedagogues encountered. These observations formed 

the foundation for the next step: to ask those involved what they do, why they do it and how. 

After obtaining that data material, it was time for the next step: analysis.  

While case study and ethnography established the base for the research design, there was a 

need for a complementary method to allow for some subjectivity. The use of methods related to 

narrative enquiry could help achieve this. 

Making Meaning Through Stories 
Narrative enquiry was chosen to highlight the empirical material and the respondents’ 

voices. This was a way to make meaning out of the stories told and to reshape the individuals’ 

lived experience into fictional interpretations (Clough, 2002; Leavy, 2015). Within the narrative 

method, I used the autobiographical perspective because the narratives are much influenced by 

the subjective researcher (Leavy, 2015). With a starting point of first-person stories 

(autobiography) by the informants, I reproduced the stories in the third person (biography) 

(Freeman, 2007). I purposely used myself, my experiences, thoughts, emotions and associations 

(Leavy, 2015). As a researcher, I then related to two sorts of data—both the life lived and the 

story told (Leavy, 2015). The focus is not on the essence of what happened but on the essence of 

the story, the narrative of what happened. According to Freeman, when the reflected memory is 

given a subjective form, the poetic level may offer a better truth than when researchers try to 

relate objectively to a phenomenon (Freeman, 2007).  

Inspired by Freeman’s suggestions (2007), I systematically used autobiography as an 

additional data-generating tool. I looked back on events, observations and interviews; made a 

selection; reflected on it; and gave it shape to create understanding and meaning (Freeman, 

2007). This shape is supposed to be as interesting and artful as possible. When the text 

encounters a reader and the reader’s self, another meaning will be created. Freeman’s suggestion 

could look like this when interpreted as a figure:  
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Figure 1. Practical understanding of autobiography 
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In the study, narrative enquiry is then understood as an autobiographical story about 

stories. As a researcher, I weaved my own experience into the study while trying to shape the 

empirical material. This is the foundation of how the empirical material is presented and 

interpreted in the study. The presentation of data, observations and interviews is therefore not to 

be understood as an objective model of the world or a mirror of truth but rather as different 

images of the world.  

Different kinds of narratives covering different genres have contributed to the 

understanding of the material: reportages, portraits, poems, play scripts, readings and role plays. 

These methods are related to ABR. The aim of using these methods was to find alternative ways 

to explain the material and create new material within the frame of the chosen genres. Role plays 

had a further purpose of adding material where, for various reasons, it proved difficult to 

encounter representatives of different professions, which are the main interest of my study. Then 

came the idea of adding material by making the professionals encounter as if they were in role 

plays. This led to the writing of and preparation for two role plays and a workshop where these 

were performed.  

Narrative enquiry and the major research approach, partly based on the researchers’ 

subjective view, claim a recognition of my own pre-understanding and how it could affect the 

outcome of the study. The next section presents my own background and knowledge of the 

investigated field to add transparency to the research process. 
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Pre-understanding  
Clough (2002) argued the importance of understanding oneself in their relation with the 

research object. Interpreting Clough, I find it impossible to describe stories that people tell, but it 

is possible for the researcher to show an image of what is told—to tell a story about the stories 

(2002, p. 64). The research will become a story about what the researcher has seen with own 

eyes, heard with own ears and told with own words. Considering this, the research might also 

become a story about the researcher. This is why, as in all qualitative research, it is important for 

me to relate to my own pre-understanding of the phenomena I am studying so that readers 

understand the principles underlying the analysis (Kvale & Brinkmann, 2009).  

My background, according to the field I am investigating, is that of a trained drama 

pedagogue. In Sweden, we have a standard for this profession in the form of a certification or 

authorisation (RAD, 2014). I have worked as a theatre teacher in upper secondary school but 

mainly as a drama teacher at the university in teacher’s training and drama courses. I am also 

trained as a creative and cultural producer and have worked as a producer in professional theatre 

and opera. In my bachelor’s thesis, I focused on drama and was interested in what young people 

learn in drama. In my master’s thesis, I took an interest in craftsmanship and investigated the 

characteristics of the drama leader’s expertise. During my professional career, I have gained 

experience from school, professional stage art and drama pedagogy—the three fields that interest 

me in my study. This does not mean that I am an expert in these areas, but I carry experiences 

and previous encounters with representatives of various professional groups. This obviously 

affects how my interest in the area works and how I confront the issues raised in the thesis. 

After this intention of transparency regarding my own pre-understanding, I move on to the 

research design, a description of how the study was managed and how I used and combined the 

methods during fieldwork and analysis. 

Research Design 
The fieldwork was based on observations of and interviews with three groups of 

professionals—teachers, actors and drama pedagogues—encountering each other in the 

collaboration between their respective workplaces: theatre and school. The professionals were 

recruited from the organisation and sphere of two theatres, with significant experience and 

interest of collaboration with schools as well as a drama pedagogue among the staff. These 
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theatres and their partnership with schools were the basis of the two contexts in the study. This 

means that instead of single projects as contexts, it was the theatres and their connection to 

schools in different projects that constituted these contexts. Observations and interviews from the 

contexts were then understood and managed as different stories, where narratives as portraits, 

reportage, poems, scripts and readings supported the analysis. The stories were based on 

empirical material but with some fictional material added to complete them. In the analysis, the 

fictional level was used complementarily and was viewed ‘as if’ what could happen in 

encounters between the professionals.  

The research question of why artists and schools choose to work in collaboration is dealt 

with on three levels, each requiring different approaches. As for the policy level, I read official 

documents, previous articles and studies. The organisational level is about giving an image of the 

reasons for cooperation from the management of the school, art department and other 

organisations involved in the project. Here, it worked well to conduct interviews with various 

representatives. At the individual level, I strived to provide rich images, i.e. portraits, of the 

individual teachers, actors and drama pedagogues participating in projects. These individuals 

became the very foundation of the research design, and the best way to elicit their views on the 

research questions was to interview them (Kvale & Brinkmann, 2009). 

With the interpretation of narrative enquiry as a story about stories, analysis was 

conducted by creating stories that followed up on previous stories. The consequence of this 

action was built on different stories, in different genres, on five different levels (Figure 2). For 

example, the story of an interview became the base of the story portrait, which then became the 

base of the story poem. Although this was the way the analysis was structured, the result was 

presented by the research questions and not by the different levels of the stories.  
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Figure 2. Analysis through stories 

 
 

The fieldwork consisted of four major steps: (a) finding contexts and making contact, (b) 

preparing for the visit, (c) performing participant observation and (d) conducting interviews. An 

important part of the fieldwork was the process of selecting different kinds of projects and 

people that could constitute the sample.  

Selection and Field Access  
The first part of the selection process was to find professional theatres that had a drama 

pedagogue as part of their staff. Another important thing, according to the study questions, was 

to ensure the theatres were involved in events where the three professions of interest—drama 

pedagogues, actors and teachers—encountered one another in some way. Collecting the data 

with an ethnographic perspective meant an interest in depth rather than in broadness. The focus 

was to closely follow and interview professionals: one from each CoP in each context, if 

possible. The selected persons had to be competent or even proficient within their own practice, 

which means they had to be quite experienced craftsmen (Dreyfus, 1986). This was equally 

important for teachers, actors and drama pedagogues. To widen the picture and understand the 

context, it was of interest to observe and/or interview other professionals involved, for example, 

a school principal or a theatre manager. These professions were also of interest when trying to 

describe the level of organisation.  
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To find contexts, regional and national theatres in Sweden were contacted. Most of them 

were interested in the research and wished to have a second contact. However, only a few 

institutions were involved in longer collaborative projects. Many had previously worked like that 

but no longer, and a couple of them were just in the finishing phase of their projects. In my 

correspondence with some of the institutions, it became clear that many had focused on 

packaging concepts that could be sold within the framework of the national programme called 

Creative School. The ‘readiness’ of these packages were not of interest for the study because the 

opportunities to observe qualitative encounters among the professionals could be diminished. 

Teacher involvement in this kind of concept would also be quite small. The search for contexts 

ended in the choice of two theatres that suited the requirements of the study: Theatre A and 

Theatre B. Both institutions had a long experience of cooperation with schools and had drama 

pedagogues in their staff. They were also deeply interested in establishing research-related 

activities. After the initial meetings involving the management, the drama pedagogues at both 

theatres became the main contacts. In both cases, there were several contacts via e-mail and 

telephone with producers and drama pedagogues to set appointments with for meetings and 

observations. Finding the time for observations that worked for everyone—the theatres and the 

schools—proved to be one of the project’s biggest challenges. 

When selecting persons to interview (i.e. the respondents), I wanted to find representatives 

of the professions of interest in the study: drama pedagogues, actors and teachers. I also wanted 

to highlight the perspective of the organisation, and thus, theatre and school management 

personnel were interviewed as well. Respondent selection was based on a discussion with my 

contacts and the management staff at the theatres. Thus, it was mainly the drama pedagogues and 

the producers who selected the school’s representatives in the study. This was done considering 

the fact that there were schools and teachers with whom they had good contact in various 

projects. 

Field Studies in Two Contexts 
The two theatres on which the empirical study is based are presented with a focus on 

organisation, ways of working, collaboration with schools and the current project at the time of 

the study. There is also a presentation of the two participating schools, their organisation, their 

association with art and culture and their collaboration with the current professional theatre. 
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Context A. Theatre A is both a non-profit organisation and an incorporated company 

financed by grants from foundations and other private and public funders. Their purpose is to 

play high-quality theatre for all children and adults and to develop theatre art from children’s 

perspective. They produce 3–4 performances a year with approximately 10–15 full-time 

employees. They usually run 2–3 productions simultaneously, along with workshops and 

lectures, guest performances and festivals. At the time of the study, the organisation consisted of 

a board and theatre staff: one CEO, two artistic directors, one business developer, one producer, 

two marketers/communicators, two project managers, two technicians, one dramaturge and one 

drama pedagogue. The theatre had access to a large network of schools and preschools, and they 

constantly worked on reaching and finding new partners. They invite schools to watch 

performances and participate in workshops and invite some classes as test audiences. They 

organise teacher seminars four times a year and work on projects within Creative School. 

Theatre A works from an investigative approach in a rather long rehearsal period where the 

whole ensemble and staff tackle a theme from many different perspectives as part of and in 

preparation for the rehearsals. Encounters with test audiences early in the process are common, 

and they have different reference groups connected to the projects. They often invite different 

experts within the area of interest to enlighten the theme. Children and youths are viewed as the 

most important experts and are therefore invited during different parts of the process. 

Periodically, depending on projects, Theatre A has employed drama pedagogues who have been 

able to work full time with the traditional skills of the profession. The current drama 

pedagogue’s experience included marketing performances to schools. 

At the time of the study, Theatre A based their work on themes of artistry, creativity, 

aesthetics and genius in which certain artists work. The main goal of the whole project was to 

inspire children and young people to become artists and to broaden the image of what an artist’s 

life might be like. The theme was explored before, during and after the performance with the 

target group, mainly students at secondary schools and their teachers. The project offered schools 

two performances and so-called creative workshops related to the plays. Teachers were also 

offered seminars and a written tutorial with tips on how they can work with the themes in the 

classroom. Another important part of the process and method for Theatre A was to conduct a 

reflection with the team after each performance, a kind of debriefing where they could talk about 

what happened and how things went. Before each performance, Theatre A, primarily the drama 
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pedagogue, contacted the teachers in charge via phone call. Not booking a group online was a 

conscious choice by Theatre A because they want to personally contact the teacher, not least to 

talk about preparing for the performance.  

School A is a free school, which means it is independent and not managed by the public 

sector although tax-funded. The school is established as an incorporated company and the 

school’s leaders are also the main owners of the company. The school follows state-imposed 

guidelines in accordance with the Education Act, regulations, curriculums and other policy. The 

school is small, approximately 130 students aged 6–16 years and located in a town of 5,000 

inhabitants. It employs 13 teachers and a total of 30 people, including the staff. According to the 

headmaster, the staff is very much ‘into’ aesthetics because the former headmaster was 

especially interested in arts and culture. It is important to the school that the children encounter 

professional artists and continuously try to work with an aesthetic approach. This includes 

visiting concerts, theatres and cinemas and a variety of collaborative projects with artists and art 

institutions. Funding for these events mostly comes from Creative School but also from the 

municipality along with the school’s own funding. According to the headmaster, it is well 

anchored among the staff that the organisation encourages them and the students to be involved 

in cultural activities and projects. Since those at the municipality working on professional arts 

and culture planning and coordination in connection to schools know how interested School A is, 

the school receives many good offers. The school is also often used as a theatre hall by visiting 

theatre companies.  

At each term start, the school organises a theme week that engages the entire school at all 

levels. The week means no usual lessons, but the content relates to several of the curriculum’s 

objectives. The theme is always kept secret to the students beforehand and includes study visits 

and inspiration from invited guests such as Theatre A. The period ends with a camp outside the 

school. The week is planned jointly by management and all teachers in collaboration with guests, 

which during the year of the survey was Theatre A. The students worked on the theme 

‘friendship’ in both teacher-led classes and workshops with different participants from Theatre 

A. Some of these workshops were observed within this research project. The teachers had started 

processing the theme before summer break and then discussed what they themselves could 

contribute to the theme. Tasks were created for the subjects Swedish, religion and fine arts. The 

theme thus did not include all subjects, but the ambition was to try and allow the students to be 
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consistent with the theme on several occasions during the period. The reason Theatre A was 

invited to the theme week was that Ava, a teacher at the school, had an ongoing project with the 

theatre at the time. This led to the school contacting the drama pedagogue to initiate further 

collaboration. The school applied for funding from Creative School, and when the money was 

granted in April, they confirmed the project with Theatre A. In August, a team from the theatre, 

including the drama pedagogue, came to the school during the teachers’ first week of work and 

led drama exercises with the staff, exercises they would then do with the children such as paired 

or group improvisations. As usual during theme week, the school was responsible for planning 

and implementing the start-up day and how the theme could be linked to the curriculum. The 

principal described how they had two big mind maps—one for drama and one for friendship—

and brainstormed on how they could relate to this in each subject. From each mind map, they 

then chose what they could do with the students and how to divide the chores among the 

teachers. Theatre A planned for each workshop and also set a time frame.  

At the time of the theme week, Theatre A had prepared several tracks for the theme 

‘friendship’. This was physical theatre, poetry and drama. Participants from Theatre A met each 

student for a total of 1 to 1.5 hours each day followed by the teachers who also worked with the 

theme during their own teaching hours. Theatre A gave students and teachers ‘homework’ that 

they would work on from day to day.  

Context B. Theatre B is a foundation funded mostly by the County Council and the 

Swedish Arts Council. Their purpose is to play professional theatre in the region for adults as 

well as children. The theatre produces 3–5 performances a year with approximately 35 full-time 

employees and is one of 19 so-called county theatres. Their performances are held at the home 

stage in a small city, but they also tour in nearby counties. When county theatres were formed in 

the 1970s, the idea was to geographically and socially increase theatre accessibility and 

opportunities for high artistic quality. For many years, Theatre B had been working 

pedagogically in their productions developing pre- and post-drama processes connected to their 

performances. In this work, they had met many challenges, not least in terms of convincing the 

artistic staff. They had experienced conflicts and discussions around the need for artists to also 

be educators. Despite this experience, the producer and the director described their work as 

successful, and they had a strong belief that this was a good way to interact with young people. 
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At the time of the survey, Theatre B wished for a new start for their children’s and youth 

activities, and they wanted to work more interactively during a play—not only before and after. 

Could they as artists become a tool for the audience? In a meeting with the producer, the director 

and the drama pedagogue, they described the challenge for the actors to be interactive and still 

take on a role, being able to communicate with the audience differently from what they and the 

audience were used to. Here, they could see a shift in power that they found interesting and 

challenging for everyone involved. To move forward, they visited other theatres to watch and 

learn different interactive processes. They had tried some methods and models, such as devising, 

community theatre and other interactive methods. Now they tried to work with ‘simulation’, 

which would become the pedagogical frame for the production of Performance B. This was 

described as a type of role play or process drama which includes a briefing and a logbook. 

According to the drama pedagogue, the difference between process drama and simulation is that 

process drama is participant-driven rather than leader-driven. To interact during the play, the 

theatre found it important to have really good communication with the teachers of the children 

they were to perform for. The producer also described an awareness of the importance to involve 

the teachers. Visiting the theatre should not be a reason for the teacher to do something else or 

take a break, which, in their experience, could happen. They talked about different problems with 

and possibilities regarding teacher participation in the play and exercises. Sometimes, it is useful 

for the teachers to observe the students. Observation is also part of the simulation method. The 

director, the producer and the drama pedagogue were interested in using research to further 

determine how they can interact with the school, teachers and thus the children.  

School B is a primary school in a medium-sized Swedish city, with about 360 students and 

45 employees. Most teachers are certified in their subjects. The management consists of the 

principal and a deputy principal. As the school is centrally located, there is great opportunity to 

interact with organisations in the city and take advantage of the many offers such as in arts and 

culture. School B and Theatre B are very close to each other geographically and have had 

collaborated several times. 

 The municipality has a central organisation for Creative School, which means that all 

schools have to collaborate with professional artists. Examples include year 5 students working 

on photography for a period. This organisation’s structure means that School B does not request 

for funds. The school emphasises in official documents that their mission is to educate and 
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foster. By this, they mean transferring and developing values, traditions, languages and 

knowledge. They would like to cooperate with homes and families as much as possible. The 

school has an ongoing cooperation with drama pedagogues from the local school for arts and 

culture. A drama pedagogue visits the school every semester and works on team building in 

grade 7. These events are paid for by the schools’ own resources. The drama pedagogues also 

make an annual contribution in preparing students for national tests and courses aimed at public 

speaking. School B is a partner school for Theatre B, which means, among other things, that the 

school and classes serve as a test audience during the process of creating a performance. 

Teachers and staff are also offered lectures and seminars. The school is well-known to Theatre B 

for being a school with great commitment to art and culture. 

Data-Generating Methods 
The primary methods for generating data were observations of events at the theatres and 

the school, performances and workshops and interviews with different professionals.  These 

became story 1, tales in the first person, largely captured in the raw material from recordings 

from the interviews and field notes from observations. As I see it, story 1 is what was told there 

and then by the participants: a story that cannot fully be captured. It includes actions and words, 

deliberately chosen or not made by the participants during the process. Here, it is important to 

remember the impact of the researcher’s presence.  

Observations 
In Context A, two different performances were observed. I visited Performance 1 in the 

daytime at an art gallery and Performance 2 in the evening at the theatre’s own stage. I also 

observed a creative workshop for school classes and their teachers based on issues from the 

performances. The first workshop was held immediately after Performance 1, and the second 

was held in the theatre’s own premises but not in direct connection to the performance. The 

participating students and their teachers had recently watched the performance. I also observed a 

Creative School project at School A in cooperation with Theatre A. Workshops were held for 

children aged 12–16 years by a team from the theatre. Some students from this school had seen 

the performances and had also participated in workshops at the theatre. The theatre team 

consisted of the drama pedagogue, three actors, the dramaturge and a spoken-word artist. The 
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drama pedagogue and one of the actors were interviewed in the study. There was also the 

opportunity to interview one of the teachers and the principal who participated in the school 

workshops.  

In Context B, I observed the same performance at two occasions, both times during 

daytime when 10- to 12-year-old elementary school children participated along with their 

teachers. I also observed one workshop that took place right after the play. There was no 

opportunity to interview the observed teachers at that time. Instead, I got to interview a teacher 

who watched the play at another occasion with youths aged 14–16 years.  

The observations can be viewed as open, where the participants were informed about who I 

was and what my research was about (Svensson & Starrin, 1994). During the performances, I 

was a participating observer in the sense that I was seated in the audience, watched the 

performance and participated in interactive events. Then I wrote down my experiences after the 

performance. During the workshops, it was beneficial to sit in a corner and keep accurate records 

because I wanted to focus on the interactions among drama pedagogues, teachers and actors. I 

then became more of a passive observer (Repstad, 2007). This could lead to uncertainty among 

participants, but I had made it clear to the students that I was mainly interested in what the adult 

professionals did. Obviously, my presence might have led to insecurity even among the 

professionals, which in turn could affect how they interacted with each other. Table 3 presents 

the number of observations performed, the location and time and additional information about 

leadership in workshops.  

 

Table 3  

Observations 

Observations Performed Location and Time Additional Information 

Context A   

Performance A1 Art Gallery, November 2013  

Performance A2 Theatre, April 2014  

Creative workshop 1 Art Gallery, November 2013 Led by drama pedagogue from the 

theatre and the actors.  

Creative workshop 2 Theatre, May 2014 Led by drama pedagogue from the 

theatre and audience host.  
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Workshop A1 School, October 2014 Led by two actors 

Workshop A2 School, October 2014 Led by drama pedagogue from the 

theatre. 

Workshop A3 School, October 2014 Led by drama pedagogue from the 

theatre. 

Workshop A4 School, October 2014 Led by two actors. 

   

Context B   

Performance B1 Theatre, November 2013  

Performance B2 Theatre, November 2013  

Workshop B1 Theatre, November 2013 Led by drama pedagogue from the 

theatre and the actors.  

Interviews 
The interviews represent the majority of the empirical material and were conducted as 

conversations based on prepared questions. These were carried out primarily at the participants’ 

workplaces, in a separate space and recorded digitally. I also took notes during the interviews. 

Two of the interview participants, the drama pedagogue Anne and the actor Blanca, were 

interviewed in their home environment. Each interview lasted about an hour and a half and was 

conducted on one occasion except those involving the drama pedagogues, with whom I met on 

two occasions. There were efforts to interview the drama pedagogues, actors and teachers 

previously observed in relation to each other in performances and workshops; however, this was 

not always practically possible. In Context A, I interviewed the drama pedagogue, an actor, a 

business developer, two teachers and a headmaster. In Context B, I performed interviews with 

the drama pedagogue, an actor, the theatre manager and a teacher. 

 

Table 4  

Interviews 

List of interviews   

Context A Profession and organisation Interview session 

Anne Drama pedagogue, Theatre A February 2014, April 2014 

Ayla Actor, Theatre A September 2014 



 
 

102 

Astrid Business developer/management, 

Theatre A 

August 2014 

Ava Teacher, School A July 2014 

Andy Teacher, School A October 2014 

Arvid Principal, School A October 2014 

   

Context B   

Bonnie Drama pedagogue, Theatre B June 2014, July 2014 

Blanca Actor, Theatre B August 2015 

Birgitta Theatre manager, Theatre B June 2014 

Britt Teacher, School B November 2015 

Bill Principal, School B January 2017  

 

Before each interview, I prepared an interview guide with enquiries based on my basic 

research questions. Each interview category (drama pedagogue, actor, teacher, theatre 

management and school management) had its own template. The first interviews with the drama 

pedagogues were about getting to know their professional role, their education, training and 

experience and roles at the theatre. I also wanted the drama pedagogues to give their view of 

their theatres’ work. At the second interview, we thoroughly discussed their task and duties as 

well as their thoughts on their collaboration with schools and teachers and cooperation with 

artistic colleagues in the theatres. We also talked about the current theatre projects, workshops 

and teacher’s tutorials the theatres offered the schools. The interviews with the teachers 

concerned their profession, education and experience along with their thoughts on theatre 

collaborations and their own roles in those projects. We also talked about what their colleagues 

thought about regarding their collaboration with artists and drama pedagogues and the 

interviewee teachers’ involvement in the projects. The interviews with theatre management were 

about the theatre’s mission, organisation and what they thought about collaboration with schools 

and why they choose to collaborate. The interview with the headmaster was also about 

assignments and organisation as well as motives for theatre interaction. This particular interview 

was also largely about the current project and the benefits the school expects to gain from the 

collaboration. 
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Complementary Data-Generating Methods  
The first part of the analysis was when I, as a researcher, with my experience and frame of 

reference, told the stories about the stories relayed to me during the empirical survey. This is 

Story 2, framed by arts-based research methodology. I chose three kinds of genres for the 

presentation: reportage, play scripts and portraits. These subjective stories constitute my attempt 

to present the empirical material: observations and interviews. Here, the concept of 

representation is important, a common goal within qualitative research (Richardson & St. Pierre, 

2008). It is through the presentation of data, notes from observations and description of 

interviews that the qualitative researcher creates a representation of the fieldwork: what 

happened, whom the researcher met with, what the informants said and what the researcher 

perceived during the study. The representation, to be there again, is when the world is presented 

to the readers the way the researcher and the subjects in the study understood it (Alvesson & 

Sköldberg, 2008). The aim is to give the readers of the thesis an image of what I saw and heard 

at the site. The second part of the analysis was to create poems, readings and role play scripts 

out of Story 2, which then became Story 3. The poems complement the portraits because they 

constitute my reflected image of the interviewed respondents. After writing the role-play scripts, 

it was time to use them in a workshop; the role plays became Story 4. To be there again, the 

purpose of the reportages was not anything I tried to achieve while writing and performing the 

role plays. This level was more about what if we were there, as I was interested in bringing the 

roles into play and see what would happen when they encountered one another. Below is a 

presentation of how I proceeded with each method and how I assembled all the stories into a 

final analysis, Story 5.  

Reportage 
There are many views on how to define a reportage, but here I chose to relate to the 

definition of a neutral but personal text with a certain length about an actual event. A writer 

should build a story from onsite experiences and not from secondary sources. A reportage should 

also be newsworthy in some sense, which means interesting and important, close to the readers 

in time and content (NE, 2017). The reportages in the study present an image of the 

performances that the participating theatres and schools collaborated in and around. The material 

is mainly based on field notes from observations of the events. Some of the information about 

Theatre A’s creative workshops comes from interviews with the drama pedagogue. The three 
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reportages are based on Performance A1, A2 and the creative workshop at Theatre A; 

Performance A2 and the creative workshop at Theatre A; and Performance B1 including the 

workshop at Theatre B.  

Play Script 
The material from workshop observations at School A is rich and multifaceted, with an 

abundance of people, interactions and dialogues. To provide an image of this swarm, I chose to 

present the material, the story, through a written play script. Research material transferred into a 

text that looks like a play writers’ script, data-informed scripts, can be called ethnographic 

performance text (Leavy, 2015). The scripts produced in the study can be understood as 

ethnodrama. This literary genre refers to converting research material and nonfictional 

researched reality into scripts (Saldaña, 2011). Because I had plenty of material from the six 

observed workshops, I had to choose which events to highlight. I then chose to concentrate on 

the workshops that involved the persons I had interviewed. I also chose to focus on events where 

the professionals interacted with each other in some way. These delimitations made me choose 

two of the workshops to process into play scripts.  

Portraits 
The function of the portraits was to create written images of the individual professionals, 

who they were, their reasons for collaborating and their experience of collaborative processes. 

The portraits were also an attempt to bring forward the voices of the individuals, how we ‘tell 

these stories in ways that allow the participants’ voices to be heard’ (Owens & Yamani, 2010, p. 

14). The portraits constitute the only section in the thesis where the respondent’s own words are 

displayed as a whole. This comes with the knowledge that the researcher is part of the 

constructed conversation that is the interview. The word portrait comes from French and means 

depict or imaging, but it also comes from the Latin word pro’traho, which means bring out to 

light or an image that reflects a person (NE, 2018, my translation). It is the last meaning of the 

word—an image that reflects a person—that is of interest here. The portraits consist of 

approximately 50 pages and are not included in the thesis.  
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Poems 
Using poetry as a research method is not only a way to present and represent data but is 

also a way to create meaning, produce knowledge and understand while interpreting the data 

(Leavy, 2015). The challenging part of writing the poems in this study was to find the perfect 

words, rhythms and metaphors that could capture what I experienced from the portraits and the 

recorded interviews. This struggle with the precise words is always an issue in writing poetry; it 

is a premise of the craft. Here, the struggle had other layers, as I had to combine the requirements 

of the craft with those of research (Leavy, 2015). When choosing poetry as a method, I was 

inspired by the Swedish drama researcher Birgitta Silfver, who used poetic ethnography in her 

doctoral thesis about clowns in classrooms. By writing haiku poems as a meta-commentary to 

the narratives, she managed to capture and communicate events from observations and 

workshops (Silfver, 2011). Rouhiainen (2010) considered the function of the poem as ‘an 

emblem of lived experience’ (p. 143). I agree with this definition considering the context of this 

study, but I also claim that the poems are signs of my work as a listener and my experience of it. 

It is what remains when reducing my own perception of the interview, my extracted perception 

of the person, after listening, recording and reading the conversation. The poems are written 

rather intuitively, where I tried to reach the volatile core of a personality. The words and 

sentences the informants expressed met with my own frame of reference: presumptions, 

knowledge and experience. This would make the poems researcher voiced as opposed to 

participant voiced (Prendergast, Leggo & Sameshima, 2009). The risk with using poetry is that it 

might be too personal, something I find challenging in terms of ethics. The aesthetic level 

implied by poetry risks exposing respondents as persons to a certain extent. On the other hand, 

the interviewed persons were informed about that I might use the material for a poem or a drama 

workshop, and they all agreed to this. The poems have not been shared with the professionals.  

Reading  
With the understanding of the scripts in the thesis as ethnodrama, the semi-staged readings 

of them became pieces of ethnotheatre (Saldaña, 2011). The reading in the study was conducted 

by four colleagues, experienced drama practitioners and researchers, who read different roles in 

the scripts. The idea was to use their professional experience along with their knowledge of 

drama, teaching and artistry in a collective reflection on the text and the interactions among the 

roles in it. This way, these persons contributed to an important part of the analysis. Each reading 
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including the discussion took approximately two hours and were recorded. As common during 

readings, the usual theatrical expressions were excluded, and the voices reading the texts were 

the main focus.  

Role-Play Scripts 
The main purpose of using role play as a method was to study what happened when the 

professionals were ‘put to play’ and interacted with one another. Fictional encounters would 

work as a headline for this part of the study, and the form was inspired by educational role play 

(Nilsson & Waldemarson, 1988). The role plays were designed to partly answer the first two 

research questions about reasons to collaborate on the individual level. The final purpose was to 

answer the fourth question in the study about what happens in the collaborative process. The two 

role plays were both built on data from Context A because I thought this to be the richest context 

concerning the collected data and also because of the limited time for the workshop I planned 

for. Each play was situated as meetings between the three professionals: actor, teacher and drama 

pedagogue. When writing the instructions for the roles and the role plays, I tried as much as 

possible to remain neutral to Story 2, the portraits. This means I tried to not add or subtract 

information but to choose and summarise the parts I felt were important. In the background 

information, Theatre A and School A were described as neutrally as possible from the authentic 

information available from the survey. I completely made up the description of the situation and 

the premise for the role play although it could have been a realistic situation.  

Role Play as Research Method 
Role play can be defined in many ways (Westrup & Planander, 2013). It refers to real 

persons presenting real problems in real situations (Ackroyd, 2018). The script is an outline of a 

situation and a relatively brief introduction of the characters. The role descriptions and the 

prerequisites, often written, are given to the participants shortly before the play with minimal 

preparation. The role play is led by a facilitator, mostly some kind of educator. The focus of the 

role play is to produce an interaction among people, and it often deals with a single defined 

situation (Hallgren, 2018). In this thesis, role play refers to a fictional situation setup where 

participants take on roles and, during improvisation, deal with questions and problems ‘as if’ 

rooted in reality.  
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Role play as a research method is not new. For example, different kinds of techniques have 

been used to study interpersonal behaviours (Robinson, 2011). Role play can be a valid and 

effective method of collecting data (Demeter, 2007), and the possible research questions are 

related to the themes of this study, such as ‘what if’, ‘what happens if’, among others 

(O’Sullivan, 2018). The method enables the participants to be active throughout the research 

process (Rendahl, Risenfors, Pipping Ekstrom, Korp & Berg, 2017). The advantage of role play 

in research involving people’s interactions is that it focuses on relationships and can make us 

understand human behaviour if well applied (O’Sullivan, 2018; van Ments, 1994). Role-play 

data are similar to naturalistic interactions, but they have also been proven to show differences 

between datasets that might be related to a particular method (Bataller, 2013). Role play is not 

dependent on acting skills or a deep work with the role’s character; it is acting, but a special type 

of acting (Ackroyd, 2018). When a person takes on a role, something interesting happens. It is 

not only about the person immersed themselves in different situations using their experience of 

people and places. It is something more: Participants gain behaviours from the role which make 

them do or say things they normally would not. At the same time, the individuals are aware of 

this, therefore creating tension between fiction and reality (O’Toole & Haseman, 2017). The role 

becomes part of the individual, and it is almost like someone else’s mind is using the individual’s 

body (Ackroyd, 2018).  

Since educational role play is an improvisational form of theatre, this part of the research 

where the data is dramatised could, as the written play script, be referred to as ethnodrama 

(Saldaña, 2011). The role plays in the study can be viewed as researcher-initiated 

ethnodramas—more precisely, researcher-initiated role play (Yaacob & Gardner, 2012). This 

because I, as the researcher, invited participants to share their perspectives on something while 

interacting with others (Morgan et al., 2002). The participants of the role plays in the study did 

this based on their own experiences of their professions and the field. Although this was a useful 

part of the process, the participants were not the main informants, as in other researcher-initiated 

role plays (Yaacob & Gardner, 2012).  

Inspiration for the planning and setup of the role plays was based on the educational role 

play concept by Björn Nilsson and Anna-Karin Waldemarson. During the educational role play 

process, participants take on roles and interact with one another, mirroring a real situation. A 

facilitator leads the play and the discussion. Some of the participants are observers and might 
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perform certain tasks. The role play is mostly composed of three parts: introduction, play and 

discussion. The introduction is an opportunity for the participants to get a picture of the situation 

and their roles. Here, the facilitator will present important information, which, according to 

Nilsson and Waldemarson, are magnified by the participants’ own experience and imagination. 

The facilitator can use various techniques such as shadow, sculpture, role change and teacher-in-

role. The examined issues include how the roles relate to one another, how they communicate 

and what options for action becomes visible. The improvised scenes are about real people and 

their behaviours, acting in realistic, everyday situations dealing with realistic problems with an 

educational aim. ‘The role play is an as-if-situation. It means that the role play seems like the real 

world but is not’. (Nilsson & Waldemarson, 1988, p. 14, my translation). It creates the 

opportunity to get as close to reality as possible—as O’Sullivan puts it, ‘almost real life’ (p. 

608). The participants use their own experiences in taking on a role and interact with other roles 

in plays, combining thought, emotion and action. The benefit of bringing situations and roles to 

life through a play here and now is that the situation becomes concrete, defined and focused. 

This, according to Nilsson and Waldemarson, makes for easier enquiry and analysis. The 

simplification of a situation will bring out the essence of the problem and highlight its core. An 

unclear situation may become clearer, and we might be able to see what is important and what is 

not. For a qualitative researcher, it is important to alternate between closeness and distance 

during the process of enquiry (Repstad, 2007). This process of moving between closeness and 

distance is what educational role play could contribute in this study.  

Role Play Workshop 
I invited a group of drama colleagues, four women and one man, to participate in staging 

the role plays in a two-hour-long workshop. The workshop was performed during daytime in 

June 2017 at Stockholm University. The groups interpretation of the roles and their choices 

during the improvised role plays, along with the collective reflection, became in itself a part of 

the analysis. It became the participants’ stories about the stories I told them about the narratives 

that my respondents relayed to me. The event was preceded by a pilot workshop which I found 

useful since it made me notice things that I almost missed while only reading the portraits. While 

planning for the workshop, I felt the urge to add to the concept of Nilsson and Waldemarson by 

performing a warm-up with the participants. As a drama practitioner, I feel the need to prepare 

the participants and make them alert and ready for the task and the stage. I also wanted them to 



 
 

109 

be in the mood to improvise as required by role play. Some of them did not know one another, 

and the warm-up could help create a safe and trusting atmosphere. Finally, I thought that a 

warm-up with prepared participants would be a good investment in the workshop since I hoped 

to obtain much information from the role plays despite the limited time.  

I started the workshop by informing the participants about the research project and 

explaining why I chose to try educational role play as a method for analysis. I also informed 

them about ethical issues and the reasons I asked them to participate in the role play. The 

workshop was recorded by film and audio. Afterwards, we continued with the warm-up, games 

and drama exercises. Since there were only a few participants, I decided to be part of the game 

while facilitating it. The first game was ‘tag’ where the actors chased the teachers, and vice 

versa. I had decided on the lines for the participants to use when they hunted or released each 

other. These lines, along with certain pre-determined movements and poses, were made out of 

my own stereotyped pre-understanding of the roles. For example, the teacher would say, ‘Quiet 

and order, grade as rewarder’ (my translation of a common Swedish proverb that rhymes). The 

actor would recite Shakespeare rather exaggeratingly at the first round, and on the second round, 

they had the line, ‘Shout it out loud - free art for all’ (another rhyming expression in Swedish). 

While facilitating the game, I realised it was much more interesting to ask the participants for 

lines and ideas of lines and how the roles should move around. From the teachers’ rather rigid 

and stiff walk, pointing at others with a raised finger, they began using warm and inviting 

gestures along with lines to the tune of ‘Oh, how aaaare you today?’ In the next exercise, ‘the 

circle of association’, we connected the words school and theatre. I instructed the participants to 

be open to whatever came to them when they heard a word. There could be no faults in the 

exercise—just an oral expression of the individual association. The final task in the warm-up was 

to create sculptures in pairs on the themes ‘five frozen images of what a teacher does at work’ 

and ‘five frozen images of what an actor does at work’. The participants then performed two role 

plays which I facilitated.  

Each role play took 10–15 minutes to perform and was  Each play was followed by a short 

reflection, a discussion in circle. The participants were allowed to reflect on their roles and their 

interactions, and the observers could contribute by commenting on what they have witnessed.  

After describing how I managed the fieldwork and the steps I took during the process, I 

will now move on to how I analysed and processed the data.  
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Data Analysis and Processing  
In narrative enquiry, it might be problematic to separate data from analysis (Clough, 2009). 

These are assembled, and the narratives become a way of presenting data simultaneously with 

analysis. The stories speak for themselves and are self-analytical (Clough, 2009). Presenting the 

collected data through stories has some advantages. The story can help not only the researcher 

but also others to see patterns that otherwise would not become visible. However, there was a 

need for an additional step, an analysis of what was found in the stories, what was experienced 

through them and how this was interpreted. The analysis then consisted of two steps: (1) The 

data is assembled and converted into narratives, a kind of stand-alone work of art. (2) The stories 

are interpreted and such interpretation is described as the researcher (and others involved) 

reflects on these stories. All the material in the study, all the stories consisting of reportages, 

portraits, play scripts, role-play scripts, poems, readings and workshops were used for this 

second step of the analysis. During the process of choosing from all the material, I tried to 

concentrate only on content that could be related to the research questions. When reading the 

material, I tried to focus only on what was written in the particular story, not trying to ‘listen’ to 

other voices from other parts of the material. I used a highlighting pen to identify the most 

important parts. This way of structuring the material could be called suspense structure or 

executive summary, where the most important findings in relation to the purpose of the study are 

summarised (Cohen et al., 2018). While analysing the role plays I watched the filmed material of 

the workshop. When writing about the fictional events in the role plays I chose to complement 

the text by illustrating the interactions of the roles with help of images cut from the filmed 

material.  

The analysis of the entire material became Story 5. With the view of narrative enquiry 

presented previously, this third step would mean a story about a story about a story about a 

story. With an analysis such as this, in several steps that are built upon each other, the original 

motive risks becoming diluted. The truth as it was shown to the respondent might become lost 

along the way, and the lens then becomes blurred instead of sharpened. On the other hand, the 

advantage is that every story can speak for itself, and it is possible to analyse each story 

separately.  

Related to the research questions, the analysis of reasons to collaborate are based on stories 

2 and 3: portraits, reportage and poems. The analysis of roles are based on stories 2, 3 and 4: 
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portraits, poems, scripts and readings and role play. The analysis of the creative process is based 

on stories 2 and 3: reportage, scripts, reading. The analysis of community of practice applied are 

based on stories 2, 3 and 4; reportage, scripts, reading and role plays. Finally, I made conclusions 

from all parts of the analysis and discussed them with help from the chosen theories.  

The roles were identified from the portraits, reportages, scripts, poems, role play and 

reading. According to Nilsson and Waldemarson (1988), because a role is understood as the sum 

of the expectations aimed at the individual’s social space or position, it was relevant to look for 

expectations. The role is also understood as an image of the self and in relation to other roles. 

This self-image and how the person perceive others and is perceived by others were searched for 

in the material. The naming of a social role was used as a metaphor for how the persons view 

themselves and how they are perceived by others. Although all where social roles I chose to 

name some social role, for example, mother and some professional social role, for example 

producer. These social roles are combined with Goffman’s theory, which distinguishes between 

the self and the role the self is ‘playing’ in different situations (Goffman, 1959). The roles are 

presented in an overview where the roles interpreted from the as-if level (role play) and the 

poetic level (poems) are distinguished from the other sources. Finally, the identified roles are 

discussed in terms of theories.  

An important part of data presentation was to relate to levels of anonymity for the 

participants. I did not use the real names of the individual professionals or their workplaces. 

Some details about content in performances and workshops have been changed in the reportages 

to anonymise the context and the individuals. The images illustrating parts of the role plays have 

been approved by the participants. One person playing the role of dramaturg, Aiden, did not want 

to appear in any image. I therefore cut the images to comply with the wishes of this person, 

showing only their hands and feet (see Role Play 2). The whole process of fieldwork and data 

analysis has several issues related to ethics. I now point out the most important of these related to 

the nature of the study at large and narrative enquiry in particular.  

Ethical Issues 
While the study is based in Sweden, the doctoral programme I attended has been in the United 

Kingdom. Therefore, I have referred to legislation on research ethics in both countries. In the 

United Kingdom, I applied for ethical review in 2013, for which I gained approval before the 
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survey was conducted. In the ethical application form, I was to demonstrate my awareness of 

ethical issues. The Swedish legislation God forskningssed (Good research practice)(Swedish 

Research Council, 2017) summarises the most important ethical guidelines which I have strived 

to follow during the whole research project:  

1. You should speak the truth about your research. 

2. You should deliberately review and report the starting points for your studies. 

3. You should present the methods and results openly. 

4. You should present commercial interests and other bonds openly. 

5. You should not steal research results from others. 

6. You should keep track of your research, including thorough documentation and 

archiving. 

7. You will strive to conduct your research without damaging humans, animals or the 

environment. 

8. You should be fair in your assessment of other peoples’ research. 

 

I have tried to maintain a respectful approach to all individuals involved: the professionals and 

the young persons. During observations, I have always informed them about the study and how 

the information will be collected and displayed. All the interviewed and observed individuals as 

well as the organisations they worked for have been anonymous. Recorded, filmed and written 

document from observations and interviews have been kept secure and locked in or protected by 

passwords. Filmed or recorded data will be deleted from the files in my computer after the 

dissertation is completed. Printed notes from observations will be discarded in a paper shredder. I 

have saved a few samples of the interactions in filmed material for presentation purposes, though 

I will be sure to obtain approval from those appearing on the film.  

The main focus of the study has been the adult professionals. Since the professionals are 

working in a context that involves children and youths, it became important to secure the young 

persons’ and their parent’s agreement to the study as well as that of the professionals. Therefore, 

there was one version of the participant information sheet and informed consent form for the 

adults and another for the young persons and their parents.  

During the survey, I held regular meetings with the supervisors both on Skype and on location 

in Chester. Ethics was one of the issues discussed during these meetings. If there were changes 
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or questions related to the approved ethics plan during my survey, I asked my supervisors for 

advice.  

Several ethical problems emerged in connection to narrative enquiry. Clough’s (2002) well-

portrayed story about a boy doing ‘bad things’ and is mistreated illustrates some of these. Clough 

successfully gave flesh and blood to the data through language and aesthetics. This makes the 

reader experience different perspectives. Was it not to leave out the boy and his family too much 

by revealing all those details? Clough’s story was based on a variety of material, observations 

and interviews from many boys. The story was a sort of ‘essence’ from the material and a typical 

case based on several of the boy’s stories. Narrative might then offer greater protection for the 

individual and a greater opportunity for anonymity. Clough seeks to serve those he investigates 

‘rich justice’ through the stories. This could be seen as a good ethical perspective in research. 

Trying as much as possible to do justice to those we involve is to strongly respect them with an 

intent of honesty. The professionals in the study where also informed about my intention to 

create narratives like poems out of the interviews. That way, they gave me an artistic license 

(Leavy, 2015, Saldaña, 2011).  

Protecting audience members is of importance in Arts-based research practice (Leavy, 2015). 

The role plays and readings in this study were a sort of staging of data, though without audience. 

However, with a drama perspective, I view the participants as spect-actors. The term stated by 

Boal (1993) captures the duality of being both a spectator and an actor, as participants in drama 

processes mostly are. In protecting this specific audience, the spect-actors, I consider the 

informed consent as the most important tool. Complementary I also view my way of facilitating 

the workshops as important. By making choices based on when a scene should continue or not, 

when reflection should occur, etc. I can control the process, make sure questions are investigated 

in-depth, but also prevent activities and discussions from becoming personal and private. 

The next chapter presents the result of the field study of the two contexts through the stories 

created from the data.   
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4. Data presentation through Contextual Studies and Stories 

In this chapter, the context studies are shown through the different levels of stories. This 

means the data, that is, the observations and the direct voices of the informants, have been 

transformed into various artistic forms. These narratives constitute the core of the analysis: 

stories about stories. First, the individual professionals are presented through a short version of 

the portraits, along with the poems which are the researcher’s subjective images of the 

professionals. Then, there will be a concentration of encounters of the professionals in the 

observed practice, represented by a presentation of the stories’ reportages, play scripts, readings 

and role plays.  

Participating Professionals 
The professionals have their unique background, training and practice within their trade. 

The following presentations of each individual focus on this as well as their view on 

collaboration with other professions.  

 

Anne, drama pedagogue. Anne has worked at Theatre A for almost four years. She has a 

major in storytelling and dramaturgy and completed her education in pedagogy and didactics. 

She is not an authorised drama pedagogue or member of RAD. Anne is the one at the theatre 

who is mainly in contact with schools concerning information and performance and workshop 

bookings. She is also responsible for the pedagogical parts such as planning and conducting 

workshops as well as all reference groups and rehearsals for audiences. During the study, Anne 

participated in Performances 1 and 2, Creative workshops 1 and 2 and Workshops 2 and 3. In 

Anne’s experience, access to teachers’ time and communication with teachers through the whole 

process are the most important issues for the school collaboration to succeed. A good way to 

communicate is through the teacher seminars organised by the theatre. From the way Anne talks 

about school encounters, it seems the teachers are keen on communicating with her and telling 

her about their frustration with the system. By listening to many teachers, Anne is able to state 

that the school’s management has a crucial role to play in the collaborative projects, as they 

control resources such as teacher’s hours. When it comes to teacher collaboration, Anne 

problematises their participation in workshops. She also says that the success of her and the 
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theatre’s work depends on the teachers’ activity and communication with the students. In relation 

to the artists, Anne believes that her work is valued less and that her profession has lower status.  

 

Ayla, actor. Ayla has worked at Theatre A since she graduated with a bachelor’s degree at 

Theatre University in 2011. She has been involved in five productions and has not worked at 

other companies. Before university and after senior high school, Ayla went to a folk high school 

where she studied theatre. During the study, Ayla acted in the two different plays and also held 

workshops at the school. Ayla experiences an ambivalence towards teachers. Overall, the image 

is positive, and she understands their difficult role. She thinks it is important to clarify their role 

in the collaboration, and she wishes they would respect the students’ artistic work to a greater 

extent. During the project, she experienced a teacher who responded to the emotions of a student. 

The confirmation from the teacher encouraged the student to take further steps in the creative 

process. Ayla recommends different drama pedagogic exercises to help the young audience open 

up their minds to become creative and prepared for the art of theatre. 

 

Ava, teacher. Ava is a teacher in fine arts, French and English and has worked at school A 

since 2009. This was her first job as a teacher; she had previously lived in the United States for 

many years where she worked in marketing and studied French at university. She has not yet 

finished her Swedish education as teacher but plans to do so the coming year. During the study, 

Ava took part in Creative workshop 2 at Theatre A together with her students and also Workshop 

2 at School A. Since Ava wants to find ways to reach out to students and knows about art, she 

found that professional artists are able to contribute with the opening of new doors. This means 

the artists and the arts could really help her succeed as a teacher. These include the drama 

pedagogue, as she bridges the theatre with the school in planning and coordinating projects. In 

Ava’s experience, the drama pedagogue is the best person in the theatre staff to open new doors 

with the way she leads workshops. Art, professional artists and drama pedagogues serve as Ava’s 

tools in her own creative process. For Ava, the process works really well when the actors work 

from their role characters, combining some parts of the role with their own personality when 

encountering the students. Here, she believes that the tools of the actor’s trade, body language 

and verbal language are key aspects in reaching out to the students.  
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Andy, teacher. Andy is a teacher in social studies and Swedish and has worked as a 

teacher for 14 years at various schools. He has worked at School A for eight months, and the 

interview took place in the beginning of his second term. He has a bachelor’s degree in history, 

and he recently took his formal exam as a social studies teacher. He started teacher’s education 

in 1998, but it is not until now that he finished it, as he has been working. During the study, 

Andy participated in Workshop 1 at School A. During the project, Andy was keen on preparing 

the students as much as possible, according to the time and information given. This preparation 

was also something he highlighted when assessing the outcome of the projects. The reason he 

enjoys participating in workshops himself is because he likes role plays and improvisation. He 

also believes that showing a good example through participating is important for the students. He 

then considers himself a key factor to success. Andy is always looking for new tools and material 

for his teaching. The collaborative project contributed to this, and he particularly talked about 

stealing ideas from the drama pedagogue. For him, the most valuable parts of the project were 

the wonderful work of the students in the process and the individual performances of certain 

students who usually do not express much. He thinks these performances depended on the work 

done both by the teachers in their lessons as well as the artists and the drama pedagogue in their 

workshops. 

 

Bonnie, drama pedagogue. Bonnie has worked for two years at the theatre and is a trained 

teacher of English and Swedish for secondary school. She has taught these subjects and drama 

for 10 years before she came to the theatre. She is not an authorised drama pedagogue or a 

member of RAD. Bonnie is responsible for the educational parts at the theatre, which includes a 

repertoire council where children and young people produce ideas for themes to be performed. 

She is responsible for all contacts and communication with schools and reference classes. In the 

new project, Bonnie has been able to work closely with the whole creative team at the theatre. 

This has meant a lot for her, not least when it comes to status and respect for her profession at 

the theatre. During the study, Bonnie took part in Performance 1 and 2 and Workshop 1 at the 

theatre.  

In Bonnie’s experiences, teachers often do not relate theatre visits with the school’s 

activities. The performances and workshops become more of an amusement, ‘a break’. If 
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teachers do not receive a specific task during the project, Bonnie believes they often become 

passive or take on the function of a guard. Bonnie talks a lot about the importance of finding the 

‘fiery spirits’ at the schools to collaborate in a good way. She also testifies that teachers like to 

approach her after performances and workshops and, for example, talk about how their views of 

their students have changed because of their opportunity to observe.  

 

Blanca, actor. Blanca has worked at Theatre B since 2009 where she started immediately 

after finishing her bachelor’s degree at Theatre University. She has been involved in several 

plays, mostly for children and youths. Before university, she studied theatre at a folk high school. 

At the time of the interview, Blanca had moved from the town of Theatre B and worked at a city 

theatre. Blanca was not observed in a performance since she performed her role in the 

performance at a different period. Blanca does not have much experience in collaborating with 

teachers, but she says that teachers will usually act as guards for their students during 

performances if the performers do not tell them to hand over the responsibility. For her, the 

teachers’ presence disturbs students during pre- and post-work. The performance will not be 

influenced by the way the school has organised a visit in its premises. What would be influential, 

though, is if the artists had the opportunity to greet the students before they go on stage. They 

always do this at the theatre but rarely do so when they visit schools.  

 

Britt, teacher. Britt is a teacher in Swedish and social science for years 7, 8 and 9 at 

School B. She has worked as a teacher for 15 years, two of which at School B. Britt is a 

förstelärare (lead teacher) in aesthetic learning processes. The title of lead teacher is a career 

position introduced in Sweden in 2013. Lead teachers are not common within aesthetic learning 

processes, and usually the title is connected to a school subject. In Britt’s experience, the 

school’s organisation was an obstacle to art encounters; thus, her role is crucial in ironing out or 

removing such obstacle. The most important task for her in the project is to carefully plan, 

prepare and anchor the work among colleagues and students. Also crucial is finding the right 

teacher and the right students for the current theme. Britt is aware of the regulations and frame 

factors connected to each organisation and their CoP. She can see how these obstacles create 

problems and uses such knowledge when coordinating projects. She also sees the differences 

among professions as advantages in student encounters. Participating in workshops herself, while 
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painful to Britt in many ways, is also an important part of her process. This way, she is able to 

show an example to the students and also attain personal growth. The collaborative project has 

given her a repertoire of drama exercises to use in her teaching, and she also uses aesthetic 

elements in her daily work in the classroom.  

Poems 
The poems in this research design are the researcher’s subjective images of the 

professionals. In these narratives, the individuals ‘I’ are present, as interpreted by the researcher 

when reading the portraits and listening to the recorded interviews. The first poem, ‘The Birch’, 

differs from the others since it presents the researcher’s voice are more present than those of the 

individual professionals. The perspective here is a view of the individual from the outside while 

the other poems describe the inside of the individual. The poems are presented as a poetry 

booklet, Verbal Fanfare. The title refers to the use of the expression ta-da, which illustrates one 

of the actors. Ta-da is ‘used to accompany or draw attention to a dramatic entrance, 

announcement’ (OED, 2018). In Swedish, the word would be Hepp, which includes both a verbal 

fanfare and a bodily expression. To illustrate this, one could think of a circus acrobat who, after 

performing a somersault and landing on their feet, stretches out their arms and puts their chest 

forward waiting for applause.  
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Verbal Fanfare 

 

 

Anne, Drama pedagogue 

 

The Birch  

 

I notice her translucency  

And simultaneously her proud strength  

 

A Birch  

With upright shape  

the branches facing the world  

calm in her swaying  

Integrity in the uprising stem  

 

Ethereal beauty in serious reflection  

close to laughter 

And just imagine! 

She makes my voice pleasant to listen to 

 

Birch becomes bridge 

Bridging safety 
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Ava, Teacher 

 

Scent and sentiment 

 

Sometimes I really long for 

Return 

Returning back to the scent of creativity 

And fingers’ meeting with materials 

 

Pungent impregnation on textile texture 

Fresh wood shavings 

Moist ball clay 

‘Dad – can I use this chicken wire?’ 

 

Now other scents, other creativity 

Other doing, other reach, other do, other reach, other do 

Other reach, other do, other reach 

But important! 

Words and images that evoke eyes 

Melodies of language 

 

Lalalalalalalalalalala 

Good morning! 

 

Hoping to reach further 

Maybe next week? 

Next term? 

Next class? 
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Ayla, Actor 

 

Verbal fanfare 

 

I am my body 

I am my voice 

I am my words 

I am I 

 

I am your body 

I am your voice 

I am your words 

I am you 

 

But 

 

I want to be 

 

Our body 

Our voice 

Our words 

Be us 

 

Ta-daa! 
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Andy, Teacher 

 

Beads in motion 

 

I have a clear complete picture of me 

Me. I 

Society is me. Society is us 

 

I have a clear complete picture of a teacher’s role 

Me. I 

Society’s voice. Society is me. 

 

I always carry within. Squares of reflection 

Forming patterns of further squares 

Well I mean. Check patterns 

 

Buuuuuut ... Play around a little! 

We need to have fun 

The kids and I 

Fun! 

Beads in motion 

 

I take on a role 

I am a role 

Though I am mostly 

Me 

 

Come on, kids! 

Thump. Thump, thump, thump 

Fun! 

Yes, damn, it´s so important!  
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Bonnie, Drama pedagogue 

 

The floor 

 

The floor might frighten 

I try one step out on it 

That floor 

Not my usual, secure floor 

Finding balance 

Although unsteady 

Wiihiii! 

 

Now I get further space 

I contribute 

I’m one of the important persons 

Growing 

And the world opens up 

To other than myself 
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Blanca, Actor 

 

Roommates 

 

Here we are  

Woop woop! 

You and me in a room 

A room we built together 

Furnished 

 

Here we may stay 

A moment 

An encounter 

 

The others 

Think that we have ugly wallpaper 

Bad taste concerning textiles 

And wobbly chairs 

But they actually have not understood 

Anything 

 

And I´m not particularly interested 

In what they think 

Or what they say 

Or do 

 

Here we are  

You and me in our room 

Woop woop! 

Furnished by mutual respect 
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Britt, Teacher 

 

Jeanne d’Arc 

 

I want to be amidst Art 

Often 

 

Not the one creating 

Just be 

Amidst 

 

Remove obstacles 

Inspire, coordinate, full check in advance 

 

Ah 

The colleagues are afraid 

The students are afraid 

 

I will rescue them 

 

In school, not always comfortable 

 

Yes, I know 

I have also been there 

On the floor completely omitted 

That abnormal creativity of Artists 

You’re Slemmy and I’m Trippy 

Well, hello! 

I have no desire to be a Slemmy!  

Or Trippy for that matter 



 
 

127 

 

I understand how it feels 

And I can tell them that 

Students must understand what is said 

That must be the primary condition, right? 

 

Finds windows to The Arts every day in the classroom 

Amidst 

And in between 
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Encounters in the Observed Practice 
The collected data from the participating professionals provide the study with rich material. 

The encounters are apparent in the Reportages, Play scripts and the Role Plays created from the 

observed practice of performances and creative workshops. The Reportages provide images of 

the practice in each of the two contexts. The Play scripts are presented through their content and 

through the views of colleagues performing a reading and what they found apparent and 

interesting in relation to interactions between the participating professionals. Finally, the 

fictional level is presented in a description of the events in the performances of the Role Plays. 

All this data is used in the further analysis of the applied Roles, Craftsmanship and CoP of the 

professionals.  

Reportages 
In the journalistic definition of the genre reportage, it should be personal, mirror actual 

news events and be built on the reporter’s first-hand knowledge. As with the word 

‘representation’, reportage is also related to being there again. I have tried to stay close to those 

definitions, which also fits with the methodology of presenting data in case studies in a way that 

brings the material to life (Winston, 2006). The reportages which now follow are based on the 

performances and creative workshops. 

 

Reportage 1: Theatre A, performance A1, A2 and creative workshop.  

 

Rebecca Reel deconstructed  

By Sofia Cedervall 

 

In their new project, Theatre A focuses on creativity, aesthetics and artistic geniuses. 

As always, their mission is to offer art of high quality to children and youth. Our reporter 

was invited to follow the team during the performance of two plays and creative workshops 

in collaboration with schools.  

 

I am way too early, 40 minutes before the performance at an art gallery in one of the city’s 

more prosperous suburbs. It is a radiantly beautiful sunny day and with a little chill in the air. Yet 
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there is no snow. This is my first visit to this art gallery, and I am once again amazed by the 

number of exciting initiatives and venues for arts and culture available in Sweden. The venue is 

not a big place; you walk right into the lobby, which is integrated with a small museum shop. 

There is only one small bench to sit on. Here I find a few youths seated along with their teachers, 

a man and a woman. Other youths are standing and walking around the room, examining the 

range of items in the shop. Eventually, another group of youths enter with their teachers. I find it 

difficult to stand and wait for extended periods and wonder how the students and teachers are 

experiencing the relatively long wait. And no coffee in sight! A woman in a long, medieval-

inspired dress then enters the lobby. She says she works as a guide and that the play will be about 

the artist Rebecca Reel. Do we know about her? Most of the youths raise their hands. I get the 

feeling they must have talked about Reel in school. The teachers seem slightly more colourful 

and ‘alternative’ in their style than what I perceive is common among Swedish teachers. This 

also applies to the youths. When the guide mentions the school names, I understand that at least 

one is a Waldorf school. When the teachers talk to each other, I can tell that two of them are 

theatre teachers. The guide tells us that the actors will soon come and talk to us. When they do, 

they spread themselves around the room, approaching the groups of youths. I notice that they 

talk to the groups about Rebecca Reel. The guide tells me the team has learned that it is valuable 

if the actors talk to the youths before the performance. 

Performing the Life and Work of an Artist 

Rebecca Reel was a surrealist artist during the 1900s. To get to know Rebecca Reel as part 

of the project and to tell others about her, Theatre A commissioned a play about her life and art. 

The play was staged for young people and adults during a couple of months in different art 

spaces all around the county. These could be art galleries, community centres for arts and culture 

and libraries. The play covers Reel’s 75-year career and follows her artistic development. 

According to Theatre A, Rebecca Reel always went her own way and was sort of the opposite of 

the myth of the young genius who lives hard and dies young.  

When I attend the performance, it is put on for youths from two different secondary 

schools during the daytime. The staging is a mixture of text and a surreal theatre game with some 

interactive elements. The audience is invited to participate by, for example, wearing certain 

clothing or wigs, holding an object or helping to paint on a large sheet of white paper. One could 

say that the interactivity is more or less voluntary. Sometimes the actors ask if the youths want to 
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do a certain thing, and sometimes objects are suddenly placed in their hands. Besides the actors 

there is a ‘guide’ who functions as a link between the stage and the audience. This guide can, for 

instance, request different movements.  

Playing with Theatre  

We are invited in and down to the art gallery. The stage is built in the middle of the floor, 

and we are to sit on folding chairs in two rows along one wall. The performance is about 

Rebecca Reel’s life and work, and her creativity and works of art. The role of Rebecca is played 

by three women at the same time. The staging is what I perceive as a mixture of text and a 

surreal play with the concepts of theatre art. This involves some interactive elements where we 

are invited to participate more or less voluntarily. This means wearing some clothes or wigs, 

holding an item or helping to paint on a large sheet of white paper. We are asked to change our 

position (or swap perspective) occasionally by moving our folding chairs. At one point, boys are 

allowed to sit on one side and girls on the other side (here a girl with a beard went to sit with the 

boys). I get the feeling that the interactive elements work as a way to clear our heads a little as 

well as make our bodies ready to take on the next part of the text. The guide serves as a link 

between the stage and the audience and tells us when to do different things. The guide sometimes 

also performs the part of a character in the play. I later find out that this guide is the drama 

pedagogue at the theatre. It is quite unusual for her to be on stage as a character.  

Space for Imagination and Own Creativity 

White canvases are set all around the stage space, with blank sheets said to represent 

different things during the play. This tickles my imagination—the canvases are white and yet I 

‘see’ images on them. Two empty frames also stand on each side of the floor. By framing 

various events in the play or sometimes taking photos, both text and image are accentuated. They 

become frozen moments, like paintings of the events in the play. Here, in particular, the portrayal 

of the self-expression of each of the three women appears.  

After the performance, the audience is invited to attend a creative workshop. They can 

choose to do drama, write, paint or learn more about Rebecca Reel. With what I perceive as great 

commitment, the youths and the adults enter the workshop. I have to go but leave the art gallery 

with a warm feeling of happiness and excitement. In my body moves the will to stand up for 

everyone’s right to create and express themselves and to be who they are and who they like to 

be.  
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Reportage 2, Theatre A and performance 2 

 

A surreal adventure 

By Sofia Cedervall 

 

Among dead deer, crazy hounds and funny wigs, I am again seeking the community 

of youths, teachers and professional artists who have joined together for a performance 

and workshop within the premises of Theatre A.  

I enter the theatre building in the centre of the city to attend the evening performance of 

Performance A2. This is a play by Rebecca Reel, who according to Theatre A, was forgotten for 

a long time. My own experience of surrealist theatre is shallow, but I imagine it involves a 

playfulness and a story that is not ordinary and linear. Rather, there might be fragmented and 

dreamlike images where parts that apparently seem eccentric are joined or forced together. I get 

the idea that I can read the performance as a sequence of paintings, watching each image 

separately although they are put together by a curator.  

Warm-up in the Foyer 

We are waiting in line in the elongated lobby. On the floor is a long glass top, and A4 

sheets of paper are laid out quite randomly under it. I understand that this is the script of the play. 

Furthermore, on the walls are pages from what I believe are the original scripts in English. They 

are hung on a rope with clothes pegs. At the small counter, there are snacks to buy and postcards 

and books. A thick, and as I understand ‘lavish’, book contains pictures of rehearsals of the play. 

A couple of persons I recognise from Performance 1 show up in the lobby and start talking with 

the audience in small groups. Another person jumps up at the counter and grabs a microphone 

that beeps and howls. She lays it aside and talks loudly instead. She wishes to welcome us and 

tells us that we are going to participate in an ‘all-time slaughter fiesta’. The doors open, and we 

pass through a corridor on the side of the stage space into another stage space. The first thing I 

think of when I enter the room is that it is a magnificent venue. The audience is seated on 

spectator stands in a half arena form. From the ceiling hangs a giant chandelier decorated in pink, 

white and gold. The setting gives the appearance of a nifty but eccentric parlour. When I look 

more closely, I see more details. Small toy animals are placed in a row above the fireplace, and 
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there are other items made of fur scattered all over the room. I am startled when I realise that the 

fur work on the floor is the back, buttocks and legs of a deer. Indeed, it is half an animal with a 

perfect illusion of dried blood on the part that is cut off (or chewed off)  

Liberation and Dead Deer  

The play is performed mainly for schools during the daytime but also in the evening for a 

public audience. It is about a newlywed young woman who lives with her husband and his 

mother in a Gothic castle. The young woman spends most of her time in the nursery and 

socialises with toys rather than her drunken husband and his bizarre mother. The mother-in-law 

and her dog once gave birth to a second son, who is now living in the woods around the castle. 

The young woman falls in love with this creature and sees an opportunity for liberation and a 

way out of the suffocating and bizarre castle. Throughout the play, dead deer are found in the 

fields outside the castle.  

We are invited to move around through three different venues: the castle’s drawing room, 

the nursery and a kind of open stage, which I understand as the castle, the forest and the nursery 

at the same time. From the ceiling hang tree roots, which bring to mind that we are located in the 

underworld or perhaps Lewis Carroll’s Wonderland. I start thinking of all the possibilities there 

are to use this set-up, with the rich material from the play as a starting point for a creative 

workshop. I am eager to be close to the core of my interest in the theatre and its work and how 

they collaborate with schools. I have to wait a few days to see how the production turns out.  

Creative Workshops 

The youths have already arrived when I enter the theatre building. They are seated in the 

lobby on benches. I am told there is one group from junior high school and their teacher and one 

group from the last year of secondary school. They are to meet for approximately two hours with 

five people on the staff of Theatre A, the drama pedagogue, the dramaturge, the audience host, a 

man doing documentation and a trainee. The drama pedagogue hugs me and tells me that one of 

the teachers is ill and the other one is late since she has to meet up with a student who got lost. 

So here I am to observe professionals in the process: a drama pedagogue, artists and teachers. 

And no teacher is in place! The drama pedagogue welcomes and introduces the crew as well as 

me and tells everyone the reason I am here. I tell the students about my purpose and how the 

observation might influence them. We are shown into the first stage space of Performance 2. 

Everything is prepared and set for the next performance. The dramaturge now enters and starts to 
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talk about the set design, what the play is about and the interpretations made in the staging. He 

tries to ask the students questions about the play, which they have seen. But they sit still and 

quiet, although they seem to listen carefully and attentively. The dramaturge fills in the answers 

to the questions, sometimes with the support of a colleague. The drama pedagogue is seated on 

one of the benches, keeping her back straight and looking intently towards the dramaturge. She 

sits so that she can see the students (and also be seen by them). 

An Invitation to Create 

Each school which has booked a performance is invited to attend a creative workshop. In 

addition to Performance 1, youths and teachers can choose workshops based on different aspects 

of Rebecca Reel and her artistry: painting, writing, drama exercises or talks about Reel’s life. 

The teacher for the class I am to observe had a discussion beforehand with the drama pedagogue 

about what would suit this group in particular. The teacher wished to focus on a certain theme, 

for example, ‘identity’, ‘surrealism’ or ‘forbidden love’. Other teachers desired to come and try 

our fun, pleasurable and inspiring drama and theatre exercises since the students might not have 

taken part in a theatre workshop before. Schools particularly interested are coming back for a 

workshop, the drama pedagogue told me. There could also be teachers who want to do 

something extra for their students. The workshop I visited was focused on practicing drama and 

theatre. But it started with a recapitulation of the plot of the play and also an explanation about 

the ideas behind the set design. 

As if … a Horse 

It is time for us to move to the next venue, the mirror room. I realise I had forgotten the 

hall of mirrors. It is such a short part of the play, and I saw it only as a transport route into the 

nursery. We stop and the dramaturge shares some thoughts on what mirrors may mean. Here 

stands a model of a horse of natural size, and the dramaturge tells us that it is the only one of the 

horses used in the play that one can actually sit on. The drama pedagogue pats the horse over the 

mule as if it is a real horse. We move on to the next venue, the last in the play. Tree roots hang 

from the ceiling, and the dramaturge says that this has to do with Rebecca Reel’s paintings, as 

her motifs were situated in the underworld. I cannot help but think that the dramaturge and the 

man documenting the process are using what I call ‘fake questions’ when talking to the students. 

By this, I mean questions the adults already know the answer to and which the students also 

know that they know the answer to. Probably the students know the answers as well. Questions 



 
 

134 

like that, as I see it, do not engage and do not evoke creativity. The emotion that lasts, as I 

experience it, is a feeling that someone is making me more stupid then I am. Why should I fill in 

the obvious answer? Now the teacher enters who was previously missing. The teacher slides into 

the group with hardly anyone taking notice.  

From Warm-up to Improvisation 

The creative workshop now becomes a drama lesson led primarily by the drama pedagogue 

and the audience host. The rest of the team from Theatre A participates in exercises and games, 

and as I understand it, supports the process when they find it necessary. Initially, the participants 

are invited to do a warm-up of the entire body where muscles and joints become relaxed through 

small movements. Then a name game follows that also includes elements related to 

concentration. After that they do an exercise about association. The drama pedagogue introduces 

the exercise by telling briefly about how the surrealists worked: they brought two things together 

that did not seem to match. She also says it is important to let the mind run without thinking 

when the participants associate on a word they hear. The group stands in a line next to each 

other. The idea of the exercise is that a person is to move around and stand in front of a friend at 

a time in line and give him or her a word. In the beginning there is one person (the audience 

host), but after a while, every third person is moving to stand in front of another participant, one 

person at a time. The last exercise invites the participants to imagine that they are walking on 

different surfaces and moving in different ways: quietly, loudly, slowly, on glass, in high snow 

and so on. After a while, the participants are asked to portray different animals. The exercise is 

led by the man doing the documentation. After this, the drama pedagogue takes over again and 

now the participants work in pairs with small scenes. 

Dialogues and Dress up 

The drama pedagogue says that it is important to engage your senses when it comes to 

theatre. This has to do with using our imagination. She then introduces the next task where the 

participants must find someone to pair with. They receive no instructions on whom to pair with, 

and I think it looks like the students are finding their usual friends. The teacher pairs up with a 

student (one of her own). The task is to make up a location where the scene will take place, for 

example, the desert. Then they are to decide what will happen in this place. I notice the body 

language of the drama pedagogue and think that it is open and clear and, in my opinion, 

aesthetically beautiful. She holds out her arms in a welcoming manner and makes clear 



 
 

135 

movements. The pairs are now to create a scene out of lines they are given. They receive a note 

with the lines, which are the same for everyone: 

 

A: Why are you doing it? 

B: It’s for the best 

C: I don’t think you can handle it 

W: Come and help me then 

 

The pairs may now try out wigs and clothes, which they find on a rack. Most participants 

seem delighted and help each other to try out different outfits. The teacher finds and tries out a 

costume herself but soon switches to another one. She also helps the students find different 

garments. I notice the dramaturge in a corner, trying out a Morph costume. He seems to like it. 

Most students appear to throw themselves into the work of the scenes with enthusiasm. Only 

three pairs sit down and do not seem to want to try out any outfits. The audience host sits down 

and talks to the girls in one of these pairs. He will leave shortly, after the drama pedagogue 

comes by. She asks something, gets an answer from the girls and gives them a thumbs up before 

she moves on.  

The work with the scenes lasts for 20 minutes and ends with an offer to show the rehearsed 

scenes to the entire group. The drama pedagogue moves among the pairs during the rehearsals 

and then takes charge of the short performances. After each pair presents, the drama pedagogue 

asks both the audience and the actors about what was happening on stage. She varies the 

questions somewhat. Not all pairs wish to perform their scene, and the drama pedagogue does 

not force them to. Instead, she offers to let them tell what they were thinking when they made up 

the scene. I notice that those who do not want to go on stage are active when it comes to 

reflecting on the other scenes. The workshop ends when all participants who wish to do so have 

performed their scenes. 

A Participator on Equal Terms 

The teacher involves herself a lot in the exercises. She does not seem to be doing anything 

extra to make sure her students participate. She takes part like everyone else. I think she probably 

knows her students well and trusts them; she has no need to keep after them. When I reflect on 

that thought, I am surprised that she takes part on equal terms along with the whole group. After 
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having read previous research on the issue, I expect her to take on the role of ‘prefect’, or of 

helping out the leaders, or of sitting and observing or stepping aside and doing something else.  

The workshop comes to an end, and the youths are leaving the building in, it seems, a good 

mood. Some people linger in the foyer. The teacher and the drama pedagogue are among them, 

and they hug each other and talk about how pleasurable it was to collaborate. The teacher thanks 

the drama pedagogue for providing the opportunity to be part of the project and for all the 

fantastic experiences they had doing this. I wait until the last student has left, quite exhausted by 

all the impressions, all the interaction I observed during the workshop. After a moment of mental 

paralysis, I pull myself together and move to the exit. On my way out, I pick up a postcard by the 

reception area. The image of wide-open jaws ready to chomp me is frightening and funny at the 

same time. It all depends on the focus I choose.  

 

 

Reportage 3, Performance and workshop with Theatre B 

 

The Switch 

By Sofia Cedervall 

 

For many years, Theatre B has used drama as a tool for reflection before and after 

plays performed for children and youths. Now they are starting a new era with a play 

where drama is used as part of the whole performance. By involving all the senses, they 

hope to engage the young audience in the theme of refugees and what it would be like to 

leave their homeland.  

 

Has any one of you been here before? Some of the hands among the 30 children and their 

teachers are raised. The drama pedagogue has just welcomed us to Theatre B, and we have all 

been asked to keep an eye on our belongings and to turn off our mobile phones. Then the drama 

pedagogue disappears with the words that she has to go check whether everything is set. We all 

stand there, feeling somewhat shy and forgotten. Booom! Suddenly two girls run in at full speed 

and start to pull open the door to the toilets. They talk about running away and hiding, and we 

are told we had better leave the building since it is not safe. Then the fire alarm goes off. The 
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drama pedagogue runs in and takes down a jacket from an opening in the ceiling. She asks us to 

come along, and we go out the front door, out to the parking lot and around the building in a line. 

We are moving around the house and onto the loading dock. The teachers are chatting with each 

other. On the loading dock the drama pedagogue asks us to be quiet, to take off our jackets, 

shoes and bags and to sit in a circle on the floor when we come inside. The female teacher 

whispers to me that she has kept her phone on because she is waiting for a call; it is a provider of 

some sort who needs to get in touch with her. We enter the room at the loading dock. There are 

cushions and furs in a circle on the floor. A man is sitting on a box in the circle. A candelabra 

with lighted candles stands in front of him. On the floor in front of the candelabra are small 

stones, shells and sand in a pattern. The children sit down while giggling a little bit. The man 

takes up a larger stone in his hand and starts talking about stones, pebbles and memories he has 

of them. When he was a little boy, his grandma got to see his rocks and then he recalls an old 

story which she would start to tell.  

If We Were to Leave Our Homes 

Performance 1 of Theatre B is a play mainly performed for children from grade 5 and older 

during school hours. The play is about being on the run. What would happen if two children 

from a family in Sweden were forced to leave the country and become refugees? The audience, 

by interacting in the performance, are able to put themselves into such a situation. Theatre B 

wishes to enhance the audience’s experience of encountering the unknown and really finding 

themselves on the run. Therefore, they are exposed to different sensory experiences through the 

interactive performance: sight, hearing, smell, taste and touch. The artistic team did a lot of 

research before the rehearsal period. Among other things, they visited the Immigration Service. 

They also spoke with a paediatrician who has experience with children seeking asylum and 

undocumented immigrants. They watched movies and talked to the children about their thoughts 

on the subject. I watched the performance on two occasions, at both times during the daytime 

when children from elementary schools participated along with their teachers. I also observed a 

workshop that took place right after the play.  

An Interrupted Fairy Tale  

Back at the circle of cushions and furs, the actor tells a tale about two girls whose father 

and stepmother forced them to remain in the forest since they could not afford to take care of 

them at home. The children and the teachers pay close attention to the storyteller.  
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But the story is interrupted by a disturbance in a speaker. One of the teachers jumps up and 

goes over to the drama pedagogue, standing close to the door we came through. They whisper to 

each other, and I guess that the teacher tells her what she told me: that she must keep her mobile 

phone on. The other teachers seem to listen to the story but do not quite sit within the circle and 

instead are a little bit behind it. They have contact with the children in the circle, though. The 

storyteller continues the fairy tale but is interrupted by a strong element of surprise: a bang, and 

the whole wall behind the storyteller opens. Light and strong music with a heavy bass sound 

intensifies the experience. Several children are screaming. Two actors, those who appeared in the 

foyer at the beginning of the play, come out and tell us to leave. We cannot stay here as it is not 

safe. We are invited into a ‘secret passage’ located on the right side of the opened wall. Both 

children and adults seem enthusiastic about the idea of going into it. I have to wait my turn in 

sort of a queue before entering the passage. I am almost the last person to go into the tunnel. I 

hear the teachers comment to each other that it is ‘scary’. The tunnel has an uneven surface, 

made from fabrics and rugs in different materials. There are strips of fabric hanging down from 

the ceiling of the tunnel. In my imagination, this is the pathway to a secret wood, a cave or a 

haunted house.  

In a Foreign Country, Far, Far Away  

I reach the end of the tunnel, and when I come out I am to stand in line, waiting to be 

blindfolded by people dressed in uniforms who wear sunglasses. We are being led to a place 

where we are seated. It feels like wooden boxes. Orders in English are shouted all around us: ‘Be 

quiet’ and ‘Sit down please’. A short audio file with two voices is now played. The voices are 

debating for and against sending their children to Nigeria where they would have a better future 

than in Sweden. The male voice (the father) is for it and the female (the mother) is against it. I 

recognise the mother’s voice as the drama pedagogue’s. The dialogue ends, and now the sound 

from the speakers creates an illusion of a foreign country. There is traffic noise and voices that 

speak in an unknown language. Unknown persons spray us with different spicy aromas. We are 

also fanned by something. After a while, we are requested to take off our blindfolds and are now 

able to see that we are all seated on boxes in a circle. One of the uniformed persons stops and 

points to one of the kids, saying, ‘Stand up’. The child obeys and stands up, although giggling a 

little. Another child is told to stand up but shortly after to sit down again. Other children are 

asked to stand up and also the teachers. They have to stand up for quite a while, and everyone is 
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looking at them. One or two of the children giggle, but most seem to take the fiction seriously. 

The uniformed persons are now mostly interested in questioning one person in the circle that I 

recognize as the girl who hid in the toilet in the foyer – an actor. Close to her in the circle is also 

the second actor, whom we now understand is her sister. They are forced by the uniformed 

persons to separate and go in different directions. We are asked to move to a new stage space in a 

confined corner of the hall. Here we are told to build a wall out of the boxes we sat on. Some of 

the children are invited to ‘watch TV’ in the opposite corner of the room. In the new stage space 

defined by the boxes, a play begins about a family who is forced to let their children flee. 

The Leave 

If it is no longer safe to live in Sweden, where can we go? The short scene within the 

whole drama experience is about a family where the parents decide their two daughters are to 

leave for Nigeria. They do not like the decision at all but maintain a good mood in front of the 

daughters and are determined to stick to the plan. The oldest girl is 17 and has just been arrested 

for participating in a demonstration. She does not want to leave but promises to take care of her 

younger sister, who is 12 years old. When a car comes to pick up the girls, the scene is 

interrupted and the actors ‘unrole’ and switch back to themselves. While watching the scene, the 

audience is divided into two groups. One is able to watch the scene close to the actors and the 

other watches in front of a TV where the play is shown, filmed in real time. The actors unrole by 

removing a small item from their costume and altering their body language along with the way 

they talk. The audience is told the performance is over and that the work will now continue. 

Reflected Conversation  

Directly connected to the performance, we are invited to a workshop to process our 

impressions and thoughts from the experience. We are divided into two groups and the 

discussions are led by two actors. They question us about what we remember from the 

performance and what events we were part of. We are to tell our thoughts in the form of ‘a 

round’, where everyone gets the opportunity to tell what they remember, one at the time. Could 

something like the events in the play happen for real in Sweden? The children agree when they 

get the question. I notice that the teachers are not taking an active part in the discussion. When 

the reflection ends, we are invited to move to the middle of the room.  
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Drawing the Reflection 

The children gather, and a long sheet of paper and coloured pencils are placed on the floor. 

The drama pedagogue instructs them that they now have the chance to draw something they 

remember from the performance. The children sit around the paper and get started. The teachers 

help out so that all the children will get a place by the paper. They do this by asking some 

children to move a little bit. The drama pedagogue says that they only have a short time to make 

their drawing but that they can continue to draw when they return to school. The time is up really 

quickly. I can tell that the children had just gotten started when they were interrupted. The drama 

pedagogue says they must end now for lunch. ‘Yes, this is what it’s like everywhere’, a teacher 

says. ‘At school too. Just when the kids got started with something properly, then it is time to 

stop and move on to something else’.  

Preparing for the Next Event 

Clothing and bags arrive, rolled in on a clothes rack. The participants’ shoes are brought in 

from another room. The children get dressed and are off to the theatre’s lunchroom to eat their 

own packed meal. They will continue their day at the local museum where they are to make 

graphic prints. The drama pedagogue and the actors remain in the stage area. They briefly go 

through what they thought about the workshop. The drama pedagogue is coaching the actors 

about how to perform the conversation. It is soon time for the next performance, and the crew is 

getting ready to meet with a new audience. I am preparing myself to watch the performance a 

second time. This time I will not be blindfolded.  

 

This was the reportages written from observations of performances and workshops at the 

theatres. Now follows a summary from the reading of the Play Scripts written from observations 

of the workshops held in schools premises.  

The Play Scripts 
The play scripts have been written to capture what happened during the observations of 

workshops at School A and to help the reader get a glimpse of the atmosphere and the 

interactions, as perceived by the researcher. The full scripts are not included in the thesis but are 

related to in the reading and available with the rest of the data. When constructing an 

ethnodrama, it is important to maintain the true voice of the participants. As Saldaña put it: ‘an 
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etnhodramatist´s first responsibility is to the people he or she interviewed and observed‘ 

(Saldaña, 2011). This is an ethical matter since it is not possible to bring forward all details. The 

play scripts are more or less true to the events written down during observation, but the dialogue 

is sometimes made up. An attempt was made to highlight the voices with respect for the 

individuals’ integrity. In Script 2, the rhymes are written by the researcher, not the participants. 

The reading was conducted by colleagues, experienced drama practitioners with knowledge of 

schools and theatres as organisations. The session took approximately two hours and was led by 

me, the researcher, in daytime, October 2017 at Stockholm University. The four colleagues, two 

women and two men, where seated in a rather small room around a circle shaped table. I thought 

the seating promoted the dialogue and the circle was also related to a traditional seating during 

drama workshops.  Here follows a description of the content of each play script along with the 

themes discussed during the readings of the scripts.  

Reading of Script 1 ‘The Theatre Workshop’ 
Script 1 is a scene with the aim of capturing a theatre workshop in a classroom at School 

A. The roles consist of Ayla and Alrik, actors and workshop leaders from Theatre A; Andy, a 

teacher at School A; the Assistant from School A; Students from School A; and the Researcher. 

The script is rather close to the events captured during the observation as a whole. The parts 

where the students worked in groups, making statues, have been shortened. Below follows an 

example of the text: 

 
Andy: Excuse me for being late. 
 
Ayla (in a loud and distinct voice): Well … hrm … hello everybody! I am Ayla and this is 
Alrik. 
 
Alrik: Hello! 
 
Ayla: We are from Theatre A where we work as actors. Now we are very curious to hear your 
names. 
 
(All pupils tell their names in) 
 
Ayla: We will begin with a game where you greet each other. When you get somebody´s 
name, that name will be yours next time you greet another person. 
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 (They start the game, which becomes confusing and has to be restarted three times) 
 
Ayla: Ooops, did you get confused? Lovely! Let´s try again. 
 
 (The game continues for a while) 
 
Ayla: Good work! Now, let´s do another exercise, an improvisation exercise. Stretch out your 
hand and pick tings from each other’s hands. Say the first you think about when you pick up 
the thing. 
 
 (The teacher Andy and Alrik work together during the exercise. Alrik looks at Andy. Andy 
just stares at his own hands.) 
 
Andy: Boat 
 
Alrik: Racetrack 
 
Andy: (hesitate) Flower 
 
Alrik: Princess 
 
Andy: Kitten 
 
Alrik: Banana 
 
Andy: Orange 
 
(They both laugh, slightly embarrassed)  
 
(Script 1, The Theatre Workshop, page 1-2) 

 

The story is about the two actors from a theatre, Andy and Ayla, who visit a school with 

the mission of leading a theatre workshop. The workshop is part of a project at the school on the 

theme of ‘Friendship’ on which Theatre A and School A collaborate for two weeks. Children 

aged 11–12 years participate in the workshop along with their teacher, Andy, and the assistant. 

They are presented with theatre games, improvisations and statue work. The children are 

engaged in the work and so is Andy, the teacher. Every now and then, he draws a lot of attention 

with his voice and body in the exercises. He also makes comments in relation to the work. For 

example, he associates a statue with an event from the history books. Sometimes he reminds the 

students to focus on the work. Andy and Alrik work as a pair during the exercises and seem to 

have a good time exchanging creative ideas. Two of the children receive small injuries during the 
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physical interactions, but this is taken care of by the assistant. During the workshop, the children 

get really tired, but the highly engaged and alert leaders keep on introducing and conducting new 

exercises. At the end of the workshop, Andy declares to the actors and the students that he is 

taking on the responsibility again. The scene ends with Andy and the actors mutually thanking 

each other for the opportunity to work together.  

After the reading of Script 1, ‘The theatre workshop’, the colleagues’ discussion focuses on 

the teacher, Andy. He takes a lot of space in the workshop and maybe he wishes to use his own 

body and energy to keep up the tempo when he realises the students are tired. In this respect, he 

might wish to be a role model, the colleagues reason. Andy is not working with the students, he 

pairs up with Alrik, the actor in the exercises. Or rather, Alrik pairs up with him. Andy likes to 

show that he is one of the team, that he understands and knows something about acting and 

improvisation. When Andy starts to give a short lecture or make a comment on something related 

to a school subject, it might be because he is assuming a task not done by the actors/leaders: 

reflecting. It might also be because he is searching for a possible task, something he might lack 

in the workshop when he is not acting as the leader. Andy seems to be keen about the students 

behaving and performing their best when there are visitors. He excuses the students for being a 

little bit ‘stiff’. One of the colleagues comments that this is a common feeling among teachers 

since they take personal responsibility for the students. A significant moment is when Andy in 

the end declares to the actors that he is ‘taking them back’, referring to the students. Then and 

there he gives a signal to the students to change their mindset, from the unusual to business as 

usual.  

The actors seem to be rather well attuned to each other and interested in the stories of the 

students. They might have performed the workshop before. The colleagues discuss their 

leadership role a lot from the perspective of all the colleagues being drama pedagogues. The 

actors are conducting a drama workshop, a pedagogical task, but are not trained in the profession 

of a drama pedagogue. This means they have to lead based on the perspective of their own 

profession or imitate a drama pedagogue or a mix of these professions or something else. The 

colleagues think that the actors were doing their best but were presenting a pale version of a 

drama pedagogue. They had a lot of exercises that were given at a really fast pace, with no time 

to rest. Even though Ayla can see the students are tired, she doesn’t let it influence the events or 

the plan. They just keep going. The chosen exercises are quite difficult ones, which becomes 
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obvious when they have to restart a game three times. The artists seem to like and give in to the 

confusion instead of providing clear instructions.  

The purpose of the exercises becomes unclear to the students. It also seems the theme of 

‘friendship’ is somewhat not apparent since it is not reflected by the leaders/the actors. Actually, 

they do not seem to entitle or comment much at all on actions related to the content. The 

colleagues discuss whether this could have to do with the actors not being comfortable with their 

role. A reflection is threatening in a way since you do not know where it is going to take you or 

end. This could challenge the planned workshop. There is an alternative explanation as well: 

maybe they think the reflection will be taken care of by the teacher.  

There is an event in the script where an injured student who sits beside, not participating, 

suddenly walks into the circle (where the focus of the workshop is) and answers the question 

about what kind of monster they are making. ‘A monster of horror’, says the student. ‘But you 

were not part of it’, says Alrik. The student slinks back, muttering, ‘I was not part of it, he said’. 

The colleagues find this event peculiar since a workshop leader should be interested in the 

participation of everyone in the group. This comment is certainly not meant to be mean, but the 

effect is that the student feels rejected. The actor, Alrik, is perhaps commenting out of 

astonishment and in a mode of improvisation, where you say out loud what you think.  

The discussion about the actors not offering clear instructions and choosing quite difficult 

exercises, along with their confusing and tiring the students, makes it clear that they are not 

educators. The colleagues wonder why they are leading the workshops since they are not suited 

for it. Wouldn’t it be better if they shared the secrets of their own trade, showed and told how 

they work and why they do certain things? This would be more appropriate than trying to imitate 

a drama pedagogue. At the end of the workshop. they have the chance to respond to the students 

desire to see what theatre is about (‘show us a scene’). This is rejected (‘I can never do it as well 

as you’).  

Reading of Script 2 ‘Spoken Word’ 
Script 2 is a little bit more processed in its form since I wanted to experiment with the form 

of the scripts to see how that would influence the perception and the reading. The events as 

captured from observation are present in the script and so is the dialogue, though the setup of an 

empty stage and four actors placed in a semi-circle makes the image different. The Script is 

about events in a classroom, a workshop about Spoken Word, but the scene is not a classroom as 
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in Script 2. The interactions of the students are transformed into sort of an inner monologue 

where one character is the voice of all students. The roles consist of Anne, the drama pedagogue; 

Ava, the teacher; Arvid, the teacher and principal; and the Student. Below follows an example of 

the text: 

(The stage is empty and the four actors stand up in a neutral position a bit apart from each 
other in a semi-circle. They are illuminated by a spot each.) 
 
Ava: I am a Teacher 
 
Anne: I am the Drama pedagogue 
 
Arvid: I am the Principal and a Teacher 
 
Student: I am a Student. But I am also all the other Students. 
 
Anne: First of all, I want to say I am sorry because Adam didn´t manage to come. He is a 
Spoken word artist. Today he is ill. 
 
Arvid: I want all of you to put your mobiles on the table, please. 
 
Anne: Now I want to hear your names. Let´s make a round, one at the time. 
 
Student: When I said my name, she looked right into my eyes. 
 
Anne: Spoken word has to do with words and storytelling. And storytelling has to do with 
theatre. Now, listen! 
 
Student: And then she told us a story about a fisher-man and a golden fish who could fulfil 
wishes.   
 
(Script 2, Spoken Word, page 1) 

 

In short, the story is about the drama pedagogue, Anne, who is leading a workshop about 

Spoken Word in a class at School B. The students are aged 15–16 years. They are participating 

along with their teacher Ava and their teacher Arvid, who is also the school’s principal. The 

workshop was supposed to be led by a Spoken Word artist with Anne as a sidekick. But the artist 

is sick, and Anne has to facilitate the workshop on her own. Anne tells stories and in this way 

tries to create a magical atmosphere. The intention is to introduce Spoken Word and invite the 

students to rhyme and make up their own stories and poems. She gives clear and short 

instructions and explains briefly the purpose. Most students are doing what they are told with 
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different levels of engagement and ambition. There are small disturbing events during the 

workshop, for example, students doing something with their mobile phones. Anne notices this 

but lets it pass and continues to keep up the magical atmosphere.  

Anne: I saw that eraser that was thrown. I heard that mobile buzzing. I felt that not 

all people did what they were supposed to do. But I sat down close to them. But I didn’t 

bother them. I let them be. (Script 2) 

Anne calls the students ‘my young spoken-worders’, and when they share their stories, she 

seems to listen carefully to each person and repeats their words. She also makes short positive 

comments about the form, the content or the creative braveness. Arvid seems to enjoy writing 

and sharing poems. He also directs his attention to smaller groups of students during the 

workshop and makes comments on how to understand certain words. Ava is rather passive in 

terms of her interactions and words, but she shows that she is listening closely, especially to the 

drama pedagogue, by the change in her posture. In the end, she surprises everyone by sharing a 

written text she has produced during the workshop. The scene ends with Ava standing alone on 

the stage telling us that she takes responsibility for encouraging the students to accomplish a 

challenge given to them by the drama pedagogue.  

After the reading of Script 2, ‘Spoken Word’, the discussion of the colleagues focuses on 

the drama pedagogue Anne and her leadership, sometimes in comparison to the actors leading 

the workshop in Script 1. Anne seems to be a skilled educator and knows how to give short and 

clear instructions, something the colleagues say is of great importance for a drama educator. She 

recognises the students and make them feel recognised, which is highlighted by the fictional line 

‘When I said my name, she looked right into my eyes’. She repeats what the students read from 

their work, which in a way highlights the sentences. Her status is rather high since she is one of 

the theatre crew. The fact that she herself is leading and not acting in collaboration with someone 

else will also influence the outcome. Here the leadership is ‘in her hands’ and not between her 

and someone else. One of the colleagues refers to experiments she did during training for drama 

pedagogues. Then they compare an exercise being led by two persons or one. In the first case, 

the leaders mainly focus on interacting with each other. In the second case, the leader depends on 

communication with the group. There are of course advantages to both cases, but each will lead 

to a different outcome.  
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The colleagues think that Arvid in a way is portraying the myth of a principal: high 

status, authority and elevated. He is also much more human and personal, especially when 

associating words and creating texts. He cannot resist being the person responsible for order 

and he also points out the definitions of different concepts. Morals are important to Arvid. 

In all these respects, he is a classic educator.  

Student: I got the word ‘astonished’ but could not think of anything. What does 

‘astonished’ mean? 

Anne: Is it possible to have a positive feeling for the word ‘astonished’? 

Arvid: There are different ways to understand the word ‘astonished’. Often, one 

means a reaction of surprise that concerns something unexpected. (Script 2) 

Ava, the teacher, seems to like the workshop a lot and is happy that the children will 

experience all this. Maybe she is also happy about the training and tools she will benefit from. 

She shows great support for and trust in the drama pedagogue and lets her take the lead. She does 

not try to correct or complete anything during the workshop. Her attitude toward the students is 

‘Hi everybody, as you know I am your ordinary teacher but today we have a special guest’. On 

the whole, her relation to the workshop is uncomplicated.  

When the principal asks the student to repeat a word (Excuse me, did you say haze?), Anne 

takes command and stops the interaction. She may be signalling that she is in charge of the 

group, not he. In the next sequence, the principal makes a new attempt, now praising the student. 

It seems he has perceived that this is a reasonable way to behave under the leadership of the 

drama pedagogue. And he wants to show that he doesn’t wish to be outdone, even though he is 

not challenging the leadership.  

There was a reflection about the specific environment that constitutes a school and a 

classroom. Someone is absent, someone is late, someone has forgotten something, there will be 

comments and there will be unwanted interactions. The circumstances are not the best for 

creating a magical atmosphere, which the drama pedagogue, however, is trying to do and 

maintain.  

The Scripts, the Reportages and the other complementary Data-Generating Methods, 

portraits and poems where built upon actual events during the study; observations and 

interviews. Now I will describe the level of ‘as-if’, the role play scripts and the role play 
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workshop. The role plays are to be seen as fictional events in the study remembering ‘the role 

play seems like the real world but is not’. (Nilsson & Waldemarson, 1988, p. 14, my translation). 

The Role Plays 
The manuscripts of two role plays were created to make the professionals encounter as if in 

a fictional setting. The role plays were then performed by five drama colleagues, four women 

and one man, in a workshop during daytime in June 2017 at Stockholm University. The 

conditions for the workshop and the warm up of the group is further described in chapter 3. The 

workshop was filmed and I chose to illustrate the text below with help of images from the film.  

The prerequisite for Role Play 1 is a meeting between Ayla, an actor at Theatre A; Anne, 

the drama pedagogue at Theatre A; and Ava, a teacher at School A. Theatre A and School A 

have decided to collaborate, and the aim of the meeting is to plan a creative workshop involving 

the students at School A. In the play, the participants were asked to decide the content of the 

workshop and what tasks the grown-ups would have during the workshop. The observers were 

asked to look for interactions, what the roles communicated and how. The prerequisite for Role 

Play 2 is a meeting among Aiden, the dramaturge and dramatist at Theatre A; Andy, a teacher at 

School A; and Anne, the drama pedagogue at Theatre A. The situation is that Aiden and Anne 

want to interview Andy in order to gather ideas for an upcoming play about the relation between 

teachers and students. Andy had just watched a first version of the play. They would also like to 

discuss ideas for a Teacher’s Guide, an educational material connected to the performance. The 

new observers of the role play had the same task as in Role Play 1. The reflection on the roles in 

action is based on a discussion among participants, observers and the researcher after the play 

concluded.  

The Plot of Role Play A1 
The role play started with Anne and Ayla being a bit late for a meeting with Ava at the 

school. Ava walks around the room, straightens the chairs, watches the clock and sits down to 

wait for the guests. When they arrive, she stands up and greets the visitors warmly. She offers 

them coffee, but Anne asks for a cup of tea instead. While Ava goes to get the drinks, Ayla tells 

Ava that they are in a hurry and will need to go soon. Anne points out that they have time. Ava 

marks the start of the meeting by commenting on the previous collaboration, which she thinks 
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was very successful. This will bridge to the main purpose of the meeting, the forthcoming 

cooperation, the planning of the creative workshop and the roles of the adults.  

Mainly Anne and Ava speak during the meeting, and Anne brings up several suggestions 

about the cooperation. The proposals are artistically anchored, but Anne constantly tries to find 

ways to meet the school’s goals. It is apparent that she knows a lot about this. For example, she 

talks about ‘text analysis’. After a few minutes, I stop the role play and ask the participants to 

think out loud while in their role. Each person is interviewed about what they are thinking at the 

moment. After this interview round, I ask them to become more concrete in the discussion and to 

reach for the purpose of the meeting: planning the creative workshop. 

They discuss the location of the workshop: the theatre. The word theatre seems to wake up 

Ayla, who now talks about the importance of young people encountering real theatre, where ‘we 

can offer something beyond school’. Anne explains what professions the students will come in 

contact with at the theatre, for example, costume maker, scenographer and so on. Ava looks 

delighted, leaning forward and nodding in agreement (Figure 3). Suddenly she changes her 

posture on the chair, leans back and puts both her hands in front of her face and rubs it (Figure 

4). She says that it will take at least half a day to visit the theatre. Anne suggests that it will 

instead take a whole day, including travel. Ava then says she will have to rearrange the plan and 

talk to her colleagues.  

 

Figure 3. Nods in agreement 
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Figure 4.Hands in front of her face 

 
 

Anne suggests that the content of the theatre play might be of interest to Ava’s colleagues 

who work with history. Ava agrees, and Anne says that the historical angle can be linked to 

today’s society. ‘In that way, it’s almost a social science lesson’, says Anne. Anne gestures and 

leans forward while talking to Ava. Then Anne turns to Ayla, saying that they will probably need 

the teachers’ help for the historical part because they won’t have time to deal with this. Ayla 

answers briefly ‘no’ to this. Ava now wants to talk about leadership during the workshop. She 

turns to Anne and mentions how well it went the last time when Anne led the students. Anne 

then turns to Ayla and says that it is best if those who are employed at the theatre are responsible 

for the framing, for welcoming the students and leading the initial exercises. Ayla sits silently, 

but then asks if Ava can send her the documents related to the curriculum. Anne says that they 

will need the teachers’ support during the workshop in order to connect the content to what the 

students do at school. She emphasizes how important Ava’s role is here. Ava again makes the 

same change in her posture as before, from leaning forward to now reclining. Now her hands are 

in front of her mouth instead of her face. The change occurs with the words exercise and 

reflection.  

Ava says that she did not think the previous workshop turned out well when the actors led 

the exercises. She demands a more educational perspective and says they should come to 

agreement on how to work pedagogically. Ayla suggests that they choose to do exercises from 

the available teaching material so that the students feel more familiar with it. She also suggests 

that the teachers should participate in the workshop. They end the meeting by discussing the 

number of students and how to divide the groups. Anne wants the school to be responsible for 

this. Ava tells us that two assistants will attend, and Anne confirms that she knows there are 

children with special needs in the group. Ayla reminds them that the teachers should participate 
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in the groups. Here I break the role play and ask the participants to form themselves into a still 

image of what they think and feel right at this moment (Figure 5).  

 

Figure 5. Frozen image of thinking 

 
 

Reflection on the Roles in Action 

The overall reflection on the conversation is that the participants seemed to listen to each 

other and take in what each person tries to say. It was primarily Ava and Anne who were active, 

and it was mainly they who had a conversation with each other. Anne often physically turned to 

Ayla like she was asking for her agreement. Anne was then focused on both Ava and Ayla 

during the meeting. Ayla often sat quietly but could sometimes come up with sudden responses 

and suggestions.  

The Plot of Role Play A2 
The role play begins with the dramaturge Aiden and the drama pedagogue Anne sitting on 

chairs, facing each other and talking about all the material they have for the new play. They are 

in the theatre’s premises and are waiting for the teacher, Andy, to arrive for the meeting. Anne 

thinks it’s going to be good to hear what the teacher thinks. This will be a missing piece of the 

puzzle. She emphasizes that they need everyone’s voices and everyone’s perspective on the new 

play. Aiden hints that there is an exciting conflict between teachers and students in the material. 

Then there is a knock on the door and Andy comes in. He greets everyone with a strong 

handshake and broad body language. When he sits down, he mentions how fun it is to be at the 

theatre, especially because he himself is something of an actor. He laughs when saying this. 

Aiden and Anne lean forward toward Andy, with their hands on their knees, laughing with him. 
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They are now in a semicircle, with Andy at the far right, Aiden to the left and Anne in the middle 

(Figure 6).  

 

Figure 6. Semicircle 

 
 

There is a short pause. Aiden seems like he is searching for a comfortable position on the 

chair, and Andy turns his head and whole body as he looks around the room. Anne takes the 

initiative to start the conversation again and calls on Andy’s attention. She gesticulates a lot and 

appears to invite Andy into their community with her hands. Aiden has found a slightly reclined 

position. Anne says that they now want to know what Andy thinks about relationships between 

teachers and students. Andy says he thinks relations are important but that it can be ‘messy’ 

sometimes. Aiden responds to this word and asks how it would be messy and also which kinds of 

relations are difficult to handle. Andy talks about concrete situations and the difference he 

experiences between boys’ and girls’ relationships. Both Anne and Aiden seem to listen carefully 

(Figure 7).  

 

Figure 7. Listening carefully 
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After a while, Aiden breaks in and says how interesting he thinks it has been to see how 

teachers do not intervene in different situations. From leaning forward, Andy is now leaning 

back with his arms crossed, shaking his head and saying he does not recognize himself in this. 

He says he usually intervenes but knows that there are other teachers who do not. Anne is now 

changing the subject, talking about boys and girls. Is there really a difference, or is it more how 

we talk about it? Andy expresses how difficult it can be with groups of girls and their hidden 

ways of bullying each other. Aiden asks clarifying questions, such as ‘What do you mean?’ 

Aiden also tries to get Anne’s attention by asking how she behaves when she leads children, but 

Anne does not seem to hear him and instead is deeply focused on Andy’s story (Figure 8).  

 

Figure 8. Deeply focused 

 
 

When Anne has finished listening, she gives a sort of monologue about the importance of 

focusing on situations in the new play and not consolidating groupings or certain behaviours 

related to girls versus boys. She also emphasizes the purpose of the project: relationships 

between teachers and students. From almost exclusively focusing on Andy, she now turns 

distinctly, almost appealing to Aiden. She speaks from a ‘we’ at the theatre, for example, ‘Maybe 

we can write it like...’ Andy opposes the idea of not focusing on group behaviour connected to 

boys and girls because that is what happens in society in general. Anne tries to emphasise again 

that they should focus on the issues and situations and not gender but is interrupted by Aiden, 

who wants to hear more about how Andy pictures his own role and task. Aiden connects this to 

the play and how the role of a teacher links to society in general. He now opens his body 

language, gesticulates and talks about the important role of school in social development. Anne 

then comes up with the idea of using role play in the classroom with the students. Andy thinks 

that sounds like a good idea and says he already uses role play a lot. 
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Here, the one who plays Anne comes out of her role and starts laughing. Then the play 

freezes and the characters are asked about what matters to them during the meeting. Teacher 

Andy says he wants to tell about his own work but also hear the theatre’s perspective. Drama 

pedagogue Anne says she became an agent of society in her commitment to the difference 

between boys and girls. The dramaturge Aiden says that it is important for him to observe, and 

that the meeting itself and the person Andy give him material. He also has a little bit of a bad 

conscience because he did not listen enough to Anne. The role players are now asked to fast 

forward the role play to the end of the meeting. Anne is asked to summarize what they have 

come up with. She opens her arms to both Andy and Aiden and talks about how much fine 

material they have received. She also asks Andy about finding time for feedback and to schedule 

a new meeting. Andy now has a posture of leaning backward with his arms crossed. He says it 

would be great to meet, but there is a lot to do right now. Anne then asks if it would help if they 

came to the school. Andy thinks those from the theatre need to come to the classroom and see 

what it looks like. ‘It does not really feel like you’re right on track about that’. Aiden does not 

seem to react to this, but Anne takes the word and gesticulates a lot when she says they will write 

down what was said at the meeting, that they need to settle things with Andy and that they 

should definitely attend a lesson. Aiden accepts this and says that they are grateful to be able to 

observe, and that they can learn a lot from the teachers. I ask them to conclude, and Anne says 

they should set up a new time, and that they need another interview. Andy turns his body and 

face away from Anne and Aiden. Here I stop the role play and ask the characters to freeze into an 

image of how they feel right now (Figure 9).  

 

Figure 9. Frozen image of feelings 
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Reflections on the Roles in Action 
The overall reflection was that Aiden had a relatively laid-back position during the 

meeting, both physically and verbally. He does not seem to be particularly interested in Anne’s 

perspective except before Andy enters the room. It is clear that both Anne and Aiden have made 

Andy the centre of the conversation. It is an interview more than a meeting (this was also in the 

instructions of the role play). Anne is the chairperson of the meeting and the conversation, and 

she coordinates upcoming events. Andy is at first very keen to make an impression of being one 

of the artists, but after awhile, he returns to the school and the role of a teacher. He is obviously 

provoked by Aiden and shows with his body language that he feels threatened by the question of 

when teachers should intervene or not in difficult situations. At the end of the role play, it seems 

he does not want to be part of the meeting, and maybe the project, anymore.  

This was the presentation of the role plays performed, the fictional level of as-if in the 

study, showing events that could had happened in interactions between the three professionals. 

This presentation ends the chapter on context studies and stories created. The next chapter covers 

a discussion and analysis of the stories and the contextual studies in relation to theories, offering 

possible ways of understanding what the stories can contribute within the study.  
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5. Discussion and Analysis of Stories and Contextual Studies 
 

In this chapter, findings from the study of the two contexts are discussed and analysed in 

relation to the chosen theories. First, there is a discussion of reasons for collaboration between 

art and schools at a policy level based on the literature review of curriculum and policies. This is 

followed by a discussion of reasons to collaborate and experience the process at the 

organisational level based on opinions of representatives from the schools and theatres in the 

study. As the chapter’s main thrust, findings are presented at an individual level in light of the 

study’s main theories. Here, craftsmen and their views on collaboration are presented 

individually, along with a summary of each profession’s reasons for collaboration. This is 

followed by suggested placing of each individual within Craftsmanship and CoP. Next comes 

interpretation of what occurred during the collaboration and encounters between professionals. 

Suggested roles of professionals are discussed, using mainly Goffman’s (1959) concepts. The 

Craftsmanship and CoPs applied are discussed using models from the theory chapter. Finally, the 

research questions are revisited to summarise the findings. 

School and Cultural Policy Reasons for Collaboration 
From a position of almost no writing about collaboration and encounters with 

professional artists in the national curriculum of Swedish elementary schools, there has been an 

increase since the 1980s. There are no longer ruling targets and wordings of should in the current 

curriculum as it was in the curriculum 40 years ago (Lgr11, Lgr80). Considering this school 

policy perspective, it is puzzling to read that implementation of the Creative School Programme 

should be based on the school’s needs and interests (Prop. 2009/10:3). Since there is neither need 

nor interest to be found in collaborating with professional artists in school policy documents, 

reasons for collaboration must come from another perspective. During recent years, however, 

interest in aesthetic learning processes has grown, and the curriculum contains writings about 

the importance of children’s experiencing various arts. This could be interpreted as a school’s 

internal work with arts as well as collaboration with professional artists or other organisations, 

such as schools for arts. Clear direction on how to fulfil these goals is lacking. Instead, each 

school must decide. In brief, at a school policy level, there is no expressed will for or against 

schools collaborating with professional artists.  
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Cultural policy and the Swedish Arts Council assume much responsibility for 

pedagogical issues, for example, in the Creative School program. Two main reasons for doing so 

and for urging professional artists’ collaboration with schools are, first, to provide unemployed 

artists an opportunity to work in a different market than usual. The other is that cultural policy 

documents highlight children and youth as a main target group. If one is interested in reaching all 

young people, school is where to find them.  

In sum, at a cultural policy level, there is a willingness connected to labour market policy 

as well as to all children and youths’ right to encounter professional arts and culture. 

Organisational Reasons for Collaboration  
From interviews with managers and drama pedagogues at theatres and principals at 

schools, reasons for collaborating are presented next. This is followed by managers and 

principals’ experience of collaboration and how it affects organisations and their goals. 

School’s Reasons for Collaboration 
As mentioned in SOU 2006, schools’ engagement with arts and culture has changed from 

participating in the arts for the experience; arts are now part of schools’ improvement process. 

Principals in the study focus on improvement. Both principals work for schools that have 

decided to profile themselves within the arts. Both highlight how the arts can work to reach 

students in a different way and therefore improve learning, that is, help achieve the schools’ 

main task. Aesthetic learning processes in collaboration with professional artists have become a 

method of doing so. Financial opportunities through Creative School are of importance in 

accomplishing artistic projects. School A decided on this as part of their projects, and the 

municipality of school B decided on it. Both principals are business-minded, that is, they discuss 

the arts and collaboration with artists to make the school unique or more attractive. Bill, principal 

at School B, argues that art projects can lead to an increased number of students, in turn 

providing positive economic conditions for other student-support efforts. When Arvid, principal 

at School A, touts good results from teachers and artists’ collaboration, he indicates more about 

the total experience and high-quality art than about benefits to learning and assessment. To 

succeed in collaboration, both schools need someone who can communicate well with 

professional artists, perhaps a teacher with special interest in the arts. Artists must be aware of 
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schools’ need for long-term planning and must respect schools’ experience regarding teachers, 

students and projects. The drama pedagogue’s personality and competence in leading groups—

students, teachers and parents—has been important for project A’s outcomes and quality.   

Theatres’ Reason for Collaboration 
Theatre management largely accedes to arguments from national cultural policy 

regarding reasons to collaborate with schools. Of course, schools are the place to find all children 

and youth, one of, or the main, target group of their organisation. The task of reaching all young 

people lies in both theatre funders’ policy documents and on their agendas as art institutions. 

Theatre management seeks schools sharing their perspective on children, and this serves as a 

foundation for mutual respect. An open-minded and non-prestige approach also aids the 

collaboration. Involving teachers in previewing concepts and exercises before the artists 

encounter the students provides greater opportunity for success. Both theatre managers, Astrid at 

Theatre A and Birgitta at Theatre B, talk about the importance of having a drama pedagogue to 

manage contacts with schools and bring people together. Drama pedagogy is a core theatre 

method, and management wish all employees to have knowledge of drama.  

School Management’s Experience of Collaboration 
Arvid, principle at School A, experienced the collaborative project with Theatre A as 

successful and high-quality. Factors in this success were the project’s distinct framing by the 

theatre and the school’s knowledge of how to include students in decision making. If the project 

had been a fixed system with different stations, as Arvid believes Theatre A had originally 

wanted, students would likely have experienced more conflicts and less engagement.  

That the artists spent time at the school and got to know the teachers in prior workshops 

was also important. When the theatre’s representatives contribute with their expertise and the 

teachers with theirs, it grows into something unique. Here, Arvid refers to framing factors of 

school organisation concerning policy, funding, environment, time aspects and competence. In 

this, he is forecasting how his organisation should address framing factors in relation to the 

project. He is also forecasting how the theatre, as an organisation, will relate to the framing 

factors. Even though he reflects on and understands that time and planning are important issues 

for the theatre organisation as well, the driving force is the school’s needs. The project’s aim is 
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the school’s aim, that is, formal learning and knowledge. This is not surprising, but obviously, 

more than being part of a collaborative partnership, the school seems to be purchasing a service.  

According to Bill, principal of School B, the main benefits of projects with Theatre B are 

enrichment of subject education and tools and methods presented for teachers to use if they wish. 

However, involvement in projects does not always benefit students. Sometimes, in fact, the time 

visiting the theatre could have been better spent preparing for a test, even though collaborating 

with artists can make the school attractive and, in turn, provide resources to support students in 

other ways. Bill is referring to the school’s aim and the framing factors of policy, organisation, 

management, funding and time. Whether to collaborate is not actually a choice; the decision was 

made higher in the organisation. Even so, the choice concerns quality, and School B can have 

such high-quality projects because of their lead teacher and her engagement. Learning time is not 

insufficient; it actually concerns prioritising time in relation to teachers’ tasks and to the value of 

the individual student. Finally, everything relates to the organisational aim: formal learning and 

knowledge. In the process of achieving this goal, art and culture become both material (media) 

and equipment (teaching methods).  

Theatre Management’s Experience of Collaboration 
Astrid of theatre A had difficulty persuading the school to prioritise discussions about art 

and projects, thus affecting the theatre’s ability to target the school’s specific needs. Getting in 

touch with teachers and maintaining existing contacts and networks are also difficult no matter 

how many teachers’ seminars they arrange, but, of course, seminars offer other benefits. Astrid 

experienced collaboration with School A as successful in planning and performing, especially 

because the school’s management was keen about involving teachers in the process. Trying out 

the drama exercises made the teachers feel secure about the process. Overall, management at 

both the theatre and the school seemed to share the same commitment.  

Astrid discussed liberally the constant dilemma connected to the framing factor of 

finance and funding. She often mentioned difficulties and frustrations around getting in contact 

with schools, which are the theatre’s most important target group. The school’s organisation 

itself disturbs the theatre’s whole production and aim—bringing art to children and youth. With 

her knowledge about schools and communication with teachers, the drama pedagogue becomes 

crucial to theatre management.  
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Birgitta of theatre B experienced teachers as too passive when they visited the theatre. 

She believes they would derive great benefit from participation. In addition, Birgitta believes that 

the different professions—teachers, actors and drama pedagogues—have different ‘keys’ for 

working with themes and students. The question is how to combine the keys so that the 

professions want to collaborate. For instance, not all actors, reasons Birgitta, are able to 

comprehend drama’s value in a school’s formal learning.  

Birgitta referred to framing factors like policy, organisation, management, material and 

equipment. In contrast to Theatre A, Theatre B’s organisation seems little worried about funding. 

Since Theatre B receives most of its funding from grants and because it sells well, managers and 

actors can concentrate on the work itself. Birgitta does not think there are problems related to 

contact with schools. With that obstacle erased, Theatre B can concentrate on collaborative 

projects’ quality. Teachers’ limited time is still a problem, however, and Birgitta is much aware 

of their work situation.  

Individual Reasons for Collaboration  
Three categories presented here of professionals’ reasons to collaborate; drama 

pedagogue, actor and teacher. Within each category, individual professionals are compared. The 

presentation is based on individuals’ portraits and connects carefully to theories of craftsmanship 

(Dormer, 1994; Sennett, 2008).  

Drama Pedagogues’ Reasons for Collaboration 
Anne works at the theatre because of its high quality and special methods connected to 

what she wishes to accomplish: to help children and youth experience the magic of artwork. 

Bonnie’s main driving force is working with the ensemble, who become representatives 

accomplishing her goal: raising people’s awareness of important social issues. Obviously, these 

two drama pedagogues have different goals; Anne’s is connected to art itself, and Bonnie’s is 

somewhat connected to community engagement, a connection to the repertoire and values of 

drama. For both of them, collaboration with a school is a consequence of working at certain 

theatres where the schools become important in fulfilling the theatres’ missions. Another mutual 

driving force is that the task claims all their professional skills and experience from both art and 

education. They put much effort into their work and like to do a good job related to their goals. 
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Sennett (2008) defined craftsmanship as the desire to do a job well for its own sake. The drama 

pedagogues, however, seem to desire to do their jobs well for the sake of something else, a goal 

larger than themselves (art and community engagement) in connection to people’s changed 

understanding of these matters. Still, they are deeply engaged in what they do; in that sense, they 

are close to Sennett’s (2008) definition of craftsmanship. 

Actors’ Reasons for Collaboration  
Ayla works at Theatre A because of its special method and the opportunity to be part of 

the entire creative process. Like the drama pedagogues, she is aware of the high credibility of 

working with the well-known company. When it comes to driving forces, actors Ayla and Blanca 

share the same mission: to have real encounters with children and youth during which they can 

communicate values and interesting themes. Ayla takes this further, mentioning contributions to 

children’s well-being. Since they are deeply engaged with their work, the actors are recognisable 

within Sennett’s (2008) definition of craftsmanship. They approach the drama pedagogues’ 

motivation, that is, they like to do a job well for something else, in this case, art or 

communicating values. Although each collaborate with a school as a consequence of their 

driving forces, they remain sceptical about school as a system and its pedagogical methods. They 

wish to show students alternative ways of living and behaving.  

Teachers’ Reasons for Collaboration  
Teachers collaborate with professional artists and theatres mainly because they know the 

arts function as support tools for learning, which is their craftsmanship’s professional object and 

product. The theatre’s offer has to be of interest in relation to the school’s curriculum, and, in 

some way, the teachers all have a relation to and an interest in art. Ava and Britt function as 

agents of culture (kulturombud) at their schools. For them, it is a joy to be amid artists. They 

have chosen their schools because of the opportunity to work with aesthetic learning processes, 

which are of significant personal and professional interest to them. In this, they wish to reach not 

only their students but also their colleagues. Still, Andy does not seem to have much personal 

interest in the arts per se, but as part of his teaching, he takes on different roles. Thus, 

collaboration with actors functions to further Andy’s workable images. When it works for 

students, it works for him. When he experiences happiness and achievement amongst students, 

he will continue to say ‘yes’ to collaboration. This evaluation ‘Is it working?’ relates to Dormer’s 
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(1994) definition of good practice for a craftsman, the quality of craftsmanship. The 

collaboration is of interest to Andy because it contributes to the development and quality of his 

craftsmanship teaching and the product of learning.  A craftsman is, according to Dormer 

interested in developing his/her skills on a continuum and Andys approach imply that he is 

willing to use the collaboration as part of his own learning.  

This view on the three professionals’ reasons for working in collaborative processes is a 

foundation for the following discussion in which individuals self-report about their crafts.  

Belonging in Craftsmanship 
Individual professionals are now discussed in connection to theories of craftsmanship and 

the model of Three Craftsmen from the theory chapter. The aim is to categorise these 

professionals’ belonging in craftsmanship based on portraits created from their interviews.  

Drama Pedagogues’ Craftsmanship 
Anne is mainly an artist working among other artists. Because she is rooted in art, her 

personal mission in collaborative projects is to help participants see and feel what theatre is like: 

The goal is to make the art truly find a place in the mind of the audience. This summarises the 

purpose of Anne’s work as a craftsman. The purpose of a craft is according to Risatti (2007) the 

key aspect of craftsmanship. This is related to the usefulness of the object made. When it is 

useful it fulfils the purpose of the craftsman. Anne use her self in order to fulfil the purpose and 

her mission. She works as a bridge from the theatre to the school; she is well aware of this 

important organisational role. Her driving force is to increase each organisation’s understanding 

of the other’s mission. Two tools for linking groups and individuals are communication and 

coordination. Communication is part of the drama pedagogue’s tool box, and coordination is one 

working method (see Table 1, Three Craftsmen). Bolton (1979) stated that drama is much about 

social interaction and communication aiming to change understanding. Thus, Anne’s functions 

of bridging and linking are deeply embedded within the craft of drama. The difference is that 

Anne’s work is done at the office, on the phone and by mail, outside of drama practice itself. 

Even though Anne’s professional object is artwork, specifically staged performance, she calls 

herself a drama pedagogue and uses the material, tools, working methods, skills and technical 

processes of a drama pedagogue’s craftsmanship. 
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Bonnie is both a teacher and a drama pedagogue working among artists. Her main driving 

force is to work with the ensemble at the theatre, interest them in the theme and help them 

understand it: in other words, an educational activity in an artistic context. This is her main 

purpose as a craftsman (Risatti, 2007). She wants artists to link dramatic themes to what is 

important here and now in society. In this, she serves as the drama pedagogue for the staff as 

much as for the children they encounter. In the most recent project, she has used all her 

knowledge and tools and has also been challenged by new tasks. In addition, with a theme that 

really engaged her, this project became her perfect mission. Bonnie calls herself a drama 

pedagogue and is somewhat interested in being part of a larger drama community. Although she 

uses most of the drama pedagogue’s tools and working methods, she chooses different tools for 

different target groups. She might use one tool with the students and another with the artists, thus 

making her flexible in her craftsmanship. She also uses the drama pedagogue’s skills and 

technical processes. Despite that, her main interest seems to be learning among the artists at the 

theatre. Thus, she assumes the teacher’s professional objectives, and this suits how she identifies 

herself—as a teacher. She is also interested in learning about specific subjects that matter to her, 

for example, being a refugee, as in the current project. This can be interpreted as interest in 

changed understanding, a drama pedagogue’s professional object. Such reasoning leads to 

understanding Bonnie’s self-identification both as teacher and drama pedagogue, using a drama 

pedagogue’s tools and working in an artistic context.  

Artists’ Craftsmanship 
Ayla likes Theatre A’s specific way of working, the explorative creative processes, the 

ensemble work and the focus on children and youth. There, she can communicate and realise her 

values, work with interesting themes, be a human among other humans, encounter people and 

contribute to their well-being. These are her craftsmanship’s purposes. In collaboration with 

schools, this means contributing to children and youth’s well-being, helping them be secure and 

brave and sharing themes of value with them. But space for student initiative is also needed. To 

achieve all of this, the artistic work goes one way and the pedagogic work another. Therefore, 

Ayla’s professional object is not entirely stagecraft but also changed understanding through 

impersonation, that is, the professional object of a drama pedagogue. This does not mean she 

likes being a drama pedagogue; she likes to lead exercises but only when she considers them fun. 

In stagecraft, when creating and acting out a role, Ayla is mainly using an actor’s material, tools, 
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working methods, skills and technical processes. Thus, Ayla’s professional object and product 

are staged performance. 

Blanca really likes to perform for and create with children and youth. The work methods 

at Theatre B, with audience encounters and pre- and post-work, contribute to Blanca’s main 

driving force: to create authentic encounters, especially with a young audience. Blanca 

understands the importance of a pedagogical approach in productions, but she does not like to be 

associated with it herself. Her way of getting past this problem is to rename it, for example, 

conversation instead of pedagogical work. Artwork is Blanca’s professional object: She uses 

bodily acts as material and tools, intuition and courage as working methods, skills of 

performative capability and a technical process of creative action in communication with other 

professions. In her creative process, Blanca considers encounters with children and youth normal 

in connection to or within a performance. Such encounters are also her personal craft’s main 

purpose. This implies that Blanca, like the actor Ayla, might envision a different product than 

actors’ traditional product, that is, staged performance and impersonation (gestaltnung). This 

product might relate to one of the drama pedagogues’ products: change in understanding 

(Bolton, 1979). Because Blanca is very clear to the organisation, to me and to herself about not 

doing anything ‘pedagogical’, it seems that she suspects it might negatively influence her craft. 

This leads to the conclusion that she uses an actor’s entire process to create the dramatic product, 

change in understanding. According to Bolton’s meaning, this concept could be related in many 

ways to democracy, a major theme for today’s theatre.  

Teachers’ Craftsmanship 
Ava has chosen her school because it focuses on aesthetic learning processes. She also 

likes to work with children and youth. She shares teachers’ core professionalism in that she 

wishes to teach others what she has learned (Carlgen & Marton, 2002). Ava collaborates with 

professional artists because she knows that the arts work as support tools for her profession’s 

main interest, learning, which is her purpose and her professional object (Carlgren, 2015). Ava 

worked in crafts before she became a teacher, but now she has changed her materials from 

textiles, wood and so on to students. She has also gathered other tools and working methods; she 

talks about planning a learning process and then reflecting on a student’s process. She has 

developed other skills, especially professionalism-in-relationship. Ava shows her great concern 
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for students, knowing them and making choices that will contribute to their growth and learning. 

This makes her ‘a person who is related to her students’ (Aspelin & Persson, 2009, p. 3). 

Andy works in the school because of his values and interests, but there is no particular 

reason he works at School A except that he needed a new job. He likes to be the voice of society 

and wants to mediate the idea of a good society to students. This is his craft’s purpose, related to 

a teacher’s professional object: learning. From Andy’s comments about how he teaches, his craft 

also relates to, at least, one professional object of a drama pedagogue, that is, change in 

understanding through impersonation. This professional object suits Andy, but since he 

sometimes teaches by assuming a role, he uses part of the tool authenticity (Aspelin & Persson, 

2009). In combination with a personal purpose, Andy’s taking on of roles literally embodies his 

message. Andy’s craft seems to be that of a teacher in everything from professional object and 

material to tools, working methods, skills, technical process and, finally, the product: individual 

learning. Although Andy is aware of the whole school’s collaborative work connected with the 

students, he is somewhat of a ‘loner’ in his craftsmanship. He feels very much responsible for the 

crafting process to create individual learning (Risatti, 2007).  

Britt works at School B because it offers a good platform for integrating professional art 

and culture into her teaching. She chose to become lead teacher because of the possibility of 

influencing colleagues and thereby spreading aesthetic learning processes. Her purpose and 

professional object are learning, not only by her students but also by her colleagues. When 

‘teaching’ her colleagues about aesthetic learning processes, she uses the same tools, methods, 

skills and technical process as she would with her students. When Britt needs to be an example 

for students in an exercise, as mentioned in the poem, she uses the method of courage. Courage 

is to be found among artists and drama pedagogues’ tools; Britt has learned it during 

collaboration. It takes much courage to do something she really dislikes, but since she is a 

teacher, she uses reflection to internalise the importance of doing the exercise to share the 

experience with her students. 

This analyse and reasoning of the professionals craftsmanship will now be overviewed 

according to the model of craftsmanship created in chapter 3. The aim with the overview is to 

recognise where the individuals are situated in comparison with the expectations of their 

craftsmanship, where they are similar to each other and where they differ. This knowledge will 

further in the thesis be used to analyse what happens when the professionals encounter.  
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Professionals’ Craftsmanship: An Overview 
Professionals’ interpreted belonging in craftsmanship applied to the chart of Craftsmanship. (see 

Table 1). The professionals are avatar-coded (Freepik, 2019).  

 

Table 5  

Belonging in Craftsmanship 

 

 
 

In this overview, professionals are placed within expected craftsmanship categories. Even 

so, some aspects differ from the expected. For example, no drama pedagogue involved in the 
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project is working toward drama pedagogues’ professional object, that is, change in 

understanding. At Theatre A, Anne has an actor’s professional object, artwork, and at Theatre B,  

Bonnie has that of a teacher, learning. Along with her traditional teacher tools, Ava at School A 

is using some actors and drama pedagogues’ tools. Along with her traditional tools, Britt, head 

teacher at School B, is using some working methods of an actor and a drama pedagogues. The 

actors, Ayla and Blanca, wishes for an additional result from staged performance, that is, a 

drama pedagogue’s result.  

The interpreted belonging in craftsmanship of the individuals, what constitute their 

craftsmanship regarding professional object, material, tools, working methods, skills/competence 

and result/product, becomes the basis for the next level of analysis: craftsmen’s encounters in 

collaborative processes and their effects on their craftsmanship.  

Craftsmanship Applied 
Craftsmanship becomes visible in action (Janik, 1996). Craftsmen’s knowledge lies in the 

choice of materials, the handling of tools, in the techniques, methods and processes or 

procedures all based on individual experience and skills (Dormer, 1994). The individual 

professionals’ belonging in craftsmanship was described earlier in this chapter. A discussion now 

follows of what happens with the craftsmanship during encounters with other professions during 

the collaborative process. Although the text is based on reportages, play scripts and role plays, it 

differentiates between the observed and the fictional. The chapter ends with an overview of the 

craftsmen’s positions in processes, as well as comparison with their previously described 

belonging. The aim with the overview and comparision is to highlight one of the main questions 

of this study; the encounters and the collaborative cooperations influence on the individual 

craftsmen and their craft.  

Drama Pedagogue Anne’s Craftsmanship  
Both in the reportage and the script, Anne shows her skill as a drama pedagogue. Her 

material is individual students, and she uses all the tools from the drama pedagogue’s toolbox. 

As a leader, she can improvise and experiment. One example is when the artist became ill, she 

competently led the entire workshop about the spoken word on short notice. Along with 

reflection, these are abilities of skilled practitioners (Molander, 1996). Reflection is practiced 
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during the student workshop (including the teachers who participated) and, afterward, with the 

artists. Anne’s personal reflection on craftsmanship becomes evident in Script 2’s inner 

monologue. According to Molander (1996), improvisation, experimentation and reflection are 

part of innovative artistic expertise. Since Anne is actually a trained artist, probably she has used 

the tools of artistry while becoming an expert in drama pedagogy.  

In the role play, Anne becomes a mediator, much interested in making both teams happy. 

This could indicate that she shifts her professional object, artwork, in interaction with other 

professionals. From her behaviour in workshops, clearly, she uses drama as a method for the 

product staged performance, and therefore she will retain the professional object of artwork. 

According to the teachers and the principal, the way Anne leads exercises and coordinates the 

whole process makes her an efficient tool ensuring that they attain their desired result. This could 

also mean that through her process, Anne can create an additional product: individual learning. 

As previously described and indicated by the school, she accomplishes change in understanding 

among students.  

Preparation and coordination are part of drama pedagogues’ working methods. At 

Theatre A, these two functions are a huge part of Anne’s work, occupying 80% of her time. 

During the role play, for example, Anne communicates the whole project to the other 

professionals and mentions little of what her profession contributes. Anne’s expanded tasks as 

producer and project manager mean that she assumes the craftsmanship of production or that her 

working methods and skills as a drama pedagogue have expanded. Anne became an actor in 

Performance A1, meaning that she had to take on all the categories of an actor’s craftsmanship.  

Actor Ayla’s Craftsmanship  
As previously described, Ayla shares traditional actors’ craftsmanship and, additionally, 

products of a drama pedagogue, change in understanding and staged performance. During the 

role play, Ayla becomes a true guardian or paladin in defending the arts. In Performance A1’s 

reportage, she is fully an actor, untouchable in her character but clearly interested in connecting 

with the children before and after the performance. This is the observer’s perception of the role 

she wishes to have.  

When Ayla is leading workshops, as in Script 1, something happens. According to the 

reading, Ayla is imitating a drama pedagogue, although she seems a pale version. Ayla is 

interested in becoming a teacher within her field, and, by leading, she explores craftsmanship 
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differing from her own. During the journey from novice to expert in a craft, imitation is 

important (Janik, 1996). Imitation also falls within knowledge of acting, Ayla’s own craft 

(Sjöstrom, 2007). Since acting and drama are based on practical knowledge, rather than on 

reading about knowledge and on trial and error, observing and imitating a skilled practitioner is 

the most effective way of gaining knowledge (Dormer, 1994). Another important concept is that, 

rather than theories, actors use workable images as part of their repertoire (Johansson, 2015). 

Here, good practice is the same as ‘Is it working?’ (Dormer, 1994). In Ayla’s case, the ‘workable 

image’ means that Ayla has perceived and experienced drama pedagogues successfully leading 

groups in a certain way, with certain tools. These groups are children and youth, whose well-

being and development are part of Ayla’s professional object. In other words, Ayla has good 

reason to imitate drama pedagogues.  

If learning how were the only way of learning drama pedagogy, Ayla would be right in 

imitating concrete, physical action (Janik, 1996). However, a drama pedagogue’s skills are not 

learned only by observing and imitating to gain practical knowledge. As mentioned, drama also 

has a tradition of theoretical knowledge, related to the social sciences, the humanities, and, 

especially in this case, to the school (Sternudd, 2000). If Ayla learns to lead drama only by 

observation and imitation, she will lack important theoretical knowledge connected, for example, 

to group establishment and dynamics and to individual learning. This situation would affect her 

ability to become part of drama pedagogues’ CoP, if she were interested in doing so. Until she 

shares complete knowledge of drama and what it means to the CoP and society, she will not 

become a member (Holmqvist, Bergentoft & Selin, 2017).  

When imitating, Ayla combines some tools of a drama pedagogue with those of theatre 

craft. A tool can be used in different ways, of course. The craftsman has to know not only how to 

handle the tool but also with what intensity and for how long. How will the material react to the 

tool? Since Ayla is not a trained educator, she might lack some skill in using certain tools. In 

addition, the material is no longer her bodily act but individual students. And, as in all craft, 

understanding of material and how it responds to tools, actions and technical processes are of 

great importance (Risatti, 2007).  

Thus, Ayla is a skilled craftsman and a clear representative of her craft, now facing a 

different material and using new tools in a somewhat unusual environment. She lacks the 

theoretical basis for the craftsmanship of drama. Ayla might also change her professional object 
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and goal of the process into that of a teacher: learning. All these possibilities would make 

anyone feel somewhat insecure. Ayla’s stacking of exercises at a fast tempo, without leaving 

room for reflection might indicate such insecurity or lack of training with the tools. If she had 

been a trained teacher or drama pedagogue using the tools of those professions, she would likely 

have acted differently, for instance, including time for reflection. Principal Arvid addresses this 

issue: Educators know they must listen to students and have them make decisions during 

processes. He perceived that Theatre A wanted to schedule activities more tightly than was 

advisable. It seems that when Theatre A actors encounter the school and provide student 

workshops, they do so in an old-fashioned way, that is, by transferring content to students in a 

non-democratic environment without question or argument. At the same time, they lack 

understanding of didactic questions. This is confusing because theatres’ current task involves 

democracy, and the process concerns creativity, not transfer of content. In a tight scenario, 

theatre professionals become what they sometimes accuse the school of being: non-creative and 

not acknowledging individuals.  

In summary, Ayla uses different categories of craftsmanship in the collaborative project 

even though drama is her most obvious craft. She also assumes a teacher’s professional object, 

but whether she can produce its object, individual learning, is not clear.  

Teacher Ava’s Craftsmanship  
To Ava, the most valuable part of collaboration has been access to creative tools from 

drama and art for use in her pedagogy. Not only does she use the artists as tools, she also takes 

the tools of bodily acting and theatre craft for her own toolbox. When using a certain CoP’s 

tools, a practitioner incorporates its entire culture (Brown et al., 1989), Ava might take on some 

of the actors and drama pedagogues’ CoP. Hypothetically, this could result in adopting some of 

the CoP’s shared perspective, for example, radicalism.  

As her willingness to share her skills of professionalism-in-relationship, Ava believes that 

she can contribute to the artists with advice about students as resources in the creative process. If 

Ava becomes a broker, the artists could gain some very valuable learning and knowledge 

(Durham, 2018; Hegender, 2010; Wenger, 1998). During the process, however, the drama 

pedagogue and artists show little interest in this expertise.  

Although Ava is participating in workshops, she receives little notice in the reportage and 

in Script 2. As previously stated, she seems to have reduced her space to give space to students, 
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who are her main concern. Teachers should participate during workshops with professional 

artists, but they do not necessarily have to take an active part. Observing students is an 

interesting role, much appreciated by teachers (Animarts, 2003). Ava also helps students succeed 

during the theatre’s workshop (Reportage 1). In this way, Ava retains a teacher’s craftsmanship 

throughout the project. However, she shows that she has other skills as well, for example, in 

Script 2 during the workshop about spoken word, she creates a delicate piece of text.  

Teacher Andy’s Craftsmanship  
Andy retains his teacher role during the workshop in Script 1. He also shows that he likes 

to be part of creating; for example, he greatly enjoys the improvisations, demonstrating 

performative capability (Ahlstrand, 2015), the skills of an actor and a drama pedagogue. Andy 

seems to take up much space in the room, at least partly because he likes to be a role model for 

students. In that case, his well-performed improvisation and role modelling fulfil his goal, 

producing individual learning.  

Like most craftsmen, Andy is concerned about his materials, that is, his students. Within 

teachers’ professional skills, close relation to students is central, and now Andy combines this 

premier skill, professionalism-in-relationship (Aspelin & Persson, 2009) with performative 

capability. Andy had performative capability before the collaborative project, but now he uses it 

even better, and an actor confirms its usefulness.  

Andy speculates that he might use creative tools and methods from the project in his 

teaching, but what and when is unclear. For example, his classroom teacher role will develop 

further since he has been practicing improvisation with actors. Andy seems a little nervous in the 

portrait about how the students might react when actors took over some of the learning process. 

This is understandable if we relate it to craftsmanship. Students are Andy’s material while 

becoming his product (learning), now processed by a different kind of craftsman, using not only 

Andy’s tools, but also some tools new to him. What will happen to Andy’s material and his 

product?  

During the interview, Andy’s obvious relief that everything turned out so well might be 

related to this question. He also notes that the result had to do with his not leaving the process, 

that is, working with the art of poetry in the classroom before the workshop about the spoken 

word.  
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Drama Pedagogue Bonnie’s Craftsmanship  
The whole performance in the reportage ‘The Switch’ can be seen as a drama process. 

Bonnie was involved during planning, rehearsing and performing. She is also responsible for the 

workshop and the post-performance reflection. All this means her profession was visible 

throughout. Bonnie also proved her ability as an actor, although she then used tools from her 

drama training. Thus, Bonnie retains a drama pedagogue’s professional object, material, tools, 

working methods and skills. During the collaboration, she communicates more with the teachers, 

actors and other professionals at the theatre than with the students. In other words, her technical 

action changes. Since the students take roles, the product remains that of drama. However, 

whether the students’ understanding of the theme has changed is not clear. 

Bonnie reports that her involvement with the whole creative process piqued her interest 

in dramaturgy and playwriting. The research she has enjoyed in this project could draw her 

interest to the artistic domain (but not necessarily that of actors).  

According to the model created in chapter three, Table 6 summarizes this discussion of 

effects on professionals’ CoPs when they collaborate with other professionals. Then follows a 

short reflection on what becomes visible in the overview.  

Craftsmanship Applied in Collaborative Projects: An Overview 
The professionals’ interpreted craftsmanship as applied in collaborative projects is 

overviewed in the chart of Craftsmanship (see Table 1). The professionals are avatar-coded 

(Freepik, 2019).  
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Table 6.  

Craftsmanship Applied 

 

 
 

Reflection on Craftsmanship Applied  
The overview shows that the professionals mostly retained their positions from the first 

chart that summarises their encounters in the collaborative project. Notably, all professions show 

performative capability at some point during the process. During the workshop, for example, 
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actor Ayla adopts a teacher’s professional object and a drama pedagogue’s material, tools and 

working methods.  

In the process as a whole, the craftsmen of Context A see almost all the desired results or 

products of their work: staged performance and impersonation (gestaltnung), individual learning, 

change in understanding and individual learning through impersonation. Therefore, the craftsmen 

have fulfilled their purposes and intentions to create a useful and aesthetic product, one that is 

‘well made’ (Risatti, 2007). However, the actor Ayla has reached only for an actor’s result, not, 

as additional products, for changed understanding and individual learning. Drama pedagogue 

Anne has a significant part in all the results even though she wished only for that of a drama 

pedagogue. As previously reasoned, she has become a tool facilitating others’ positive results, so 

she is significant to the well-made product. In Context B, the drama pedagogue Bonnie has 

achieved drama’s desired result, but from the material, whether this is true for the other 

professionals is not clear.  

With the discussion of craftsmanship applied to the process, now follows a discussion on 

the professionals’ belonging to CoP.  

Belonging in Communities of Practice 
To understand CoPs created during encounters between professionals, I will overview 

each individual’s CoP. Even though each professional works within a certain craft—but 

connected to general CoPs as suggested in this thesis—they do not necessarily fall within the 

expected. The following discussion is based on data from the portraits and the CoP model 

created in the theory chapter for each of the three professions of actor, teacher and drama 

pedagogue.  

Drama Pedagogues’ CoP  
Anne’s practice seems to characterise a drama pedagogue’s CoP. For example, her 

knowledge is both didactic and arts-based. According to what the other professionals say and her 

own explanation of her work, her joint enterprise seems to be drama process. Her tasks are 

supporting learning and democratic processes as well as enriching the community. Anne seems 

to use a drama pedagogue’s entire repertoire: drama tools, drama methods, reading the room and 

the group, interplay, use of self and anecdotes. When it comes to domain, the area of mutual
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interest within a CoP, Anne is somewhat of a chameleon. Her mutual interest with her colleagues 

at the theatre, her main domain, is staged performance. She also seems to share the domain of 

drama pedagogues, changed understanding, when she talks about the work with the children. 

When she talks about contact with teachers, she starts to share their domain, learning. Anne’s 

activity is obviously multifaceted, with a focus on coordination and communication. She is 

teaching, but she also shares the actors’ activity, performing. Anne sees herself as an artist 

among other artists and does not wish to be part of a larger drama community. Since she works 

at the theatre, her context and culture lie more with the artists’ collective than with other drama 

pedagogues. Her context and culture are then theatre-specific, and she is part of a theatre code. 

However, Anne does not have much time to work with her CoP’s authentic activity of drama, 

despite dealing with school activity and drama as method. Rather, she is preparing for drama 

processes and then facilitating them herself. Since Anne so strongly focuses on art and staged 

performance, she adopts the professional object of theatre instead of drama even though she does 

not leave behind the professional object of a drama pedagogue, change in understanding. She 

might be lending herself and her craftsmanship to the professional object of theatre, staged 

performance, becoming herself a tool for the theatre craftsmen. 

Bonnie’s CoP is not easily understood, but because of her wish to be part of a drama 

community, along with sharing most of drama pedagogues’ characteristics, this is her CoP, 

including domain learning; teaching; subject-specific, didactic and arts-based knowledge; and a 

joint enterprise of drama process. Bonnie is strongly rooted in democracy, equality for all people 

and enrichment of community. The only difference from a drama pedagogue’s CoP is the 

context. In a way, Bonnie’s practice is theatre-specific, and she might then take on a theatre 

code, which connects to the theatre’s repertoire, and use actors’ working methods. This might 

not be a problem—quite the contrary. Theatre tools of all kinds can enrich the drama 

pedagogue’s practice. But the drama pedagogue taking on the repertoire of positioning could 

cause a collision with certain of the drama pedagogue’s CoP, for example, the democratic 

perspective in values and leadership. Another possibility is to work independently within the 

organisation, maintaining a drama pedagogue’s CoP by not relating much to members of other 

CoPs. Bonnie discusses her mission to teach the actors as if she views herself as a consultant at 

the theatre, not entirely as part of the team. In other words, she is not part of the theatre’s culture 

but a crucial part of its organisation. Whether Bonnie can create the product of a drama 
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pedagogue’s process, changed understanding, among the students is not clear. According to the 

teacher Britt, the school can learn from the drama pedagogue, using her tools and methods in 

their teaching. This implies the product of a teacher’s process, learning, which pairs with 

Bonnie’s professional object of a teacher.  

Artists’ CoP  
Ayla’s context and culture are mainly theatre-specific, and she seems to embody all the 

signs of being part of the actors’ CoP. The task of today’s theatre is much apparent in her wish to 

enrich children and youth and work with values of democracy. This differentiates Ayla’s desired 

product from her craft’s traditional product, staged performance and impersonation 

(gestaltnung). The product does not seem to be individual learning, the product of teachers’ 

process, but it might involve drama pedagogues’ product, change in understanding. Ayla’s 

purpose relates to Bolton’s (2008) description of the dramatic purpose as social interaction, a 

way of developing connection with others and understanding others without preconceptions. This 

suggests Ayla has not entirely abandoned the actor’s traditional product because she still refers to 

her work as lending her body and her voice to a piece of art.  

According to how she refers to her work and task, Blanca shares the actors’ CoP even 

though her desired product is drama related. 

Teachers’ CoP  
Through training, work and her placement within the strong school context, Ava has 

adopted teachers’ CoP. She has also learned a teacher’s technical process, pedagogical action 

(Aspelin & Persson, 2009). In this process and in the aim of individual learning, her product, she 

has found that others have something to teach as well.  

For the most part, Andy is part of the teachers’ CoP, although his teaching style relates to 

actors’ knowledge, for example, the courage to assume a role and play around with the students. 

This ability relates mostly to the tool of authenticity, the skill of relating to students and the 

knowledge of how and when to take various pedagogical actions (Aspelin & Persson, 2009).  

Britt loves arts and culture. In general, she collaborates with professional artists because 

she enjoys being among them and because she believes that she and other teachers can benefit 

from observing someone else work with their students. Her partner and her friends are 

representatives of artists’ CoP, meaning that Britt is accustomed to artists’ methods of 
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communication. She collaborates with Theatre B in particular because of its many interesting 

offers and geographical proximity. Although she loves being among artists and art processes, she 

also seems to like her own field of teaching. Britt relates all her work to school and the teachers’ 

CoP; her product seems to be individual learning.  

According to the model of CoP of the three professions created in chapter three, Table 7 

summarizes the analyse and discussion on belonging in CoP, covering domain, activity, context 

and culture, knowledge, knowledge tradition, joint enterprise and task in today’s environment. 

The aim with the overview is to recognise where the individuals are situated in comparison with 

the expectations of their CoP, where they are similar to each other and where they differ. This 

knowledge is used further on in combination with analyse of reportages and scripts when 

discussing CoP applied in the collaborative processes.  

Professionals’ Belonging to CoP: An Overview 
Interpreted belonging in professionals’ CoP are applied to the CoP chart (see Table 2). 

The professionals are avatar-coded (Freepik, 2019).  

This discussion of interpreted belonging in CoP, like belonging in craftsmanship, 

becomes the basis for the next level of analysis. The discussion addresses what happens in the 

CoP when other craftsmen and other CoPs are encountered in collaborative processes. 
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Table 7 

Professionals’ Belonging in CoP 
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Communities of Practice Applied 
This chapter presents analysis of CoP in the two contexts, the professional theatres and 

their collaboration with school as well as the individual professionals. The discussion is based on 

reportage, scripts, readings and role plays according to characteristics of encounters between 

professionals and the CoP that emerges in each event. Context B’s analysis relies only on 

reportage. Finally, the professionals are viewed as possible brokers from one CoP to another 

(Durham, 2018; Hegender, 2010; Wenger, 1998).  

CoP in Context A 
Drama pedagogue Anne most clearly frames and controls the entire creative process of 

the professionals’ interaction. This applies to Performance 1 and the workshop in connection 

with Performance 2 and the creative workshop (Reportage ‘Rebecca Reel Reconstructed’ and ‘A 

Surreal Adventure’) and to the classroom workshop (Script 2 and reading). Throughout 

collaboration with the other professionals, the drama pedagogue has been involved in, developed 

and managed the concepts. In other words, the drama pedagogue has greatly influenced the 

whole process but especially the educational concepts and arrangements such as workshops. 

Although others, for instance, public hosts or actors, lead parts of workshops, all is based on the 

drama pedagogue Anne’s planning and drama tools. In the creative workshop (reportage ‘A 

Surreal Adventure’), activities take place in the theatre, while the workshops (scripts 1 and 2) 

take place in the school. Regardless of context, the CoP that arises among the professions is 

characterised as a pedagogical drama CoP even though this drama pedagogue’s area of mutual 

interest comes from both drama and art, staged performance.  

The CoP of Script 1 
Drama pedagogue Anne did not participate in Script 1, but the school workshop still 

carries her signature because she designed most of its content. Ayla and Alrik shared the 

assignment to conduct a workshop with the aim of students’ learning theatre through drama–

educational exercises. Drama became a method of learning something else, that is, a school 

activity, not drama as subject or authentic activity. The workshop could have concerned 

performing, which would be an authentic activity, especially for the actors. This was not the 

case, however, and the workshop then gets dual school texts: school activity influenced by the 

school’s context and code. The code includes the organisation’s values, norms and beliefs 
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(Arfwedsson & Lundman, 1984), that is, unwritten rules. A sign that the school code influenced 

the workshop is the assistant accompanying the injured students. Another example of school 

code is students raising their hands when asked questions.  

The leader, i.e. actors, do not succeed in creating a totally undisturbed space for the 

creative process, as the drama pedagogue did in Script 2. The school’s environment ‘leaks in’ 

during the workshop, and the actors try to counteract this bodily and with words and pace. As 

school and student needs and requirements leak in, teacher Andy sometimes feels that he needs 

to help with the situation. Along with typical teacher expressions, according to the reading, he 

uses his body to role model in order to help students keep up with the desired tempo.   

Most of the time, teacher Andy relaxes and participates in the exercises with enthusiasm. 

According to the reading, he has also recognised and accepted the actors’ high status, leaving 

him free of leadership in the room. Andy seems to like being close to the artists. He shows that 

he understands their language and wants to be one of the team (reading). In the exercise he 

performs with the actor Alrik, they mutually find a room within the room. Here they can ‘hang 

out’ and create some magic on equal terms. In this they show mutual respect to each other and, 

with reference to Sennetts concept on cooperation, social skills by listening well and being 

curious (Sennett, 2012).  This is a practice community based on actors: performing as activity, a 

joint enterprise in creative process using a repertoire consisting of theatre tools, workable 

images, positioning and trust. Thus, using a CoP’s repertoire is a resource for negotiation of 

meaning (Brouwer et al., 2011, p. 349). Andy and Alrik’s shared social process can potentially 

make meaning for individuals (Wenger, 2010) since meaning making has to do with creativity 

and learning within a creative process (Aulin-Gråhamn, Persson, & Thavenius, 2004). In that 

sense, the creative process occasionally becomes visible in the practice community created in 

Script 1, based on the actors Ayla and Alrik’s enthusiasm and the impact of teacher Andy’s role 

modelling. On the whole, however, the dual school context, together with the actors, does not 

completely succeed because the drama pedagogue’s lent tools negatively impact the process. The 

actors want to conduct a good workshop. In imitation of the drama pedagogue, they borrow part 

of the drama pedagogue’s CoP, but this created CoP retains a distorted mirror impression of the 

teachers’ CoP, especially since the actors tend to act like old-fashioned, authoritarian teachers. 

This could be signs of actors experiencing role dissonance when the prerequsites of their old 

roles has been changed; from actor to pedagogue (Sennett, 2012, Goffman, 1959). At times, a 
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creative process is shaped based on drama methods, not because art is at the heart of the 

workshop. At the end of the workshop, Andy clearly takes over leadership, and then it is back to 

the school’s regular context and CoP. 

In summary, Script 1 is characterised by a borrowed CoP of drama to which all 

professions relate. The result becomes a caricature of a teacher’s CoP where role dissonance 

occurs. Yet temporary spaces of creative process based on actors’ CoP are created, and at least 

one teacher showed that he wanted to be part of the artists’ CoP. The responsiveness and social 

skills showed when actor and teacher performed a game, reveal cooperation in the encounter 

(Sennett, 2012). As a whole, the CoP created is temporary and again becomes the teachers and 

school’s CoP as soon as the workshop leader signals that the workshop has ended. 

The CoP of Script 2   
In Script 2, the drama pedagogue Anne clearly creates a drama room, a room not site-

specific but drama-specific. No matter the disturbances associated with the context, that is, the 

school, she always succeeds in maintaining command and a magical atmosphere so that the 

drama room is a landscape, a mindscape and a process of relating to the participants. The drama–

educational approach, that is, the repertoire in Anne’s CoP, is presented through her tools and 

methods of combining pedagogy and aesthetics. She invites and welcomes using both body and 

voice. She uses narrative and imagery, gives clear instructions, asks questions, commends 

initiative, confirms students by repeating what they express and attends to their attempts in 

creating. She creates an open climate but still has clear frames. The drama pedagogue’s strong 

leadership, taken and kept, becomes very clear in Script 2. However, Arvid, the principal, 

sometimes seems to try to compete for authority. As a leader, he has difficulty letting go of that 

role. Mostly, however, the principal subordinates himself to the drama pedagogue’s leadership. 

In the creative exercises, he throws himself into the joy of creating from an authentic level in the 

practice of art and drama. His poetry’s content is linked to personal commitment to society and 

nature, but it also suggests the school’s value-based mission. On other occasions, he shows that 

he wishes to fulfil the school’s goals and learning content. In other words, he tries to maintain a 

school code (Arfwedsson & Lundman, 1984).  

If Arvid tries to use his position to convey school code, the teacher Ava does not. She 

participates in the workshop and enjoys what the students encounter, and she herself has the 

opportunity to create. She is a quiet and an apparently passive participant but supports the drama 
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pedagogue’s leadership by showing physically, for example, with nods, that she agrees. The 

nods, I interpret, are examples of the small social rituals that are signs of mutual respect, related 

to responsiveness of other and thus cooperation according to Sennett (2012).   

Whether in the collaborative project, the teacher Ava can create the process of her craft, 

pedagogical action, is unclear (Aspelin & Persson, 2009). Ava’s slight passivity might show that 

she wishes the students to develop at their own pace in a new practice. In this, she shows love 

and care and an ability to take the child’s perspective, the core of pedagogical thoughtfulness 

(Aspelin & Persson, 2009). According to the portrait, Ava sees the project as part of her teaching 

and her students’ learning so that the workshop, the artists and the drama pedagogue become 

tools in her process. Despite her seeming passivity, she shows pedagogical understanding and 

action. 

In sum, the encounters in Script 2 are based on the drama pedagogue’s craft and CoP. 

The drama pedagogue’s strong, clear leadership ensures this, and all the other professions adapt 

to it. Besides a CoP of drama pedagogues, Anne also has mutual interest with the actors, staged 

performance, thus characterising the process as both art and learning. Teachers visit the drama 

pedagogue’s room, where she creates, displays, frames, presents and brings to attention works of 

art. The teacher shows that she would like, even temporarily, to be part of the drama pedagogues 

and artists’ CoP, as she is partly able to do. Possibly, in her passivity, the teacher is actually 

using a teaching process to allow the students an unfettered encounter with art. The teacher also 

shows, by her social rituals, that she is cooperating with the drama pedagogue (Sennett, 2012).  

The CoP of Reportage: ‘A Surreal Adventure’ 
In the workshop at the theatre, teacher Ava shows, as she did in Script 2, that she likes to 

participate in artists’ CoP. She, like teacher Andy in Script 1, wants to be where art is created. 

She participates in the workshop and is especially interested in the opportunity to try out 

costumes; she has previous experience as a costume designer and sloid teacher. In a way, she 

temporarily ‘hangs out’ with the practice of art—a kind of room within a room. She seems to 

share this interest with the dramaturg Aiden, and they try out costumes close to each other but 

each in her own way.  

After just a couple of meetings, Ava and the drama pedagogue Anne have established 

familiar communication. They share a hug and declare how much they enjoy the collaboration, 

thus demonstrating that they appreciate and respect each other as individuals and as 
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professionals. Using the body in one’s repertoire relates to actors and drama pedagogues’ 

practice community. The hug suggests that Ava wants to belong to this CoP and that Anne 

welcomes her to share it. The ritual of the hug is also a strong sign of mutual respect and thus 

related to cooperation (Sennett, 2012). Ava has also been invited to suggest the workshop’s 

content, and then she arrives in a context where art, which she loves and has been part of in her 

past, is allowed large space. The situation is one that she herself has been designing and now 

takes part in. For Ava, drama education and the drama pedagogue become the bridge into a 

community of art practice. 

The school context is visible outside the workshop’s frame, for example, when teacher 

Ava is late because she has to meet a missing student. Inside the workshop, no one from the 

school context (teachers or students) relate to school. However, the dramaturg Aiden does when 

he starts to ask questions and teach in a rather old-fashioned way, as if the artists’ preconceptions 

about teaching are inserted, like small spots, into the artistically based workshop. These 

preconceived spots are not necessarily related to today’s actual school teaching methods. 

Similarly, in Script 1, the actors lend the drama pedagogue’s tools in a drama workshop, but the 

result is a distorted mirror of teachers’ CoP.  

In sum, the encounters in reportage ‘A Surreal Adventure’ are based on the drama 

pedagogue’s craft and CoP. The teacher shows that she likes being part of drama pedagogues and 

artists’ CoP, but the dramaturg temporarily inserts distorted images of teachers’ CoP. In the 

workshop, temporary rooms of art CoP are created within the room of drama CoP when the 

teacher and the dramaturg meet with art (trying costumes). With reference to signs of social 

rituals, the teacher and the drama pedagogue are cooperating (Sennett, 2012).  

The CoP Constructed in Role Play A1 
The prerequisite for Role Play 1 was a meeting between Ayla, an actor at Theatre A; 

Anne, the drama pedagogue at Theatre A; and Ava, a teacher at School A, with the aim to plan a 

creative workshop. Early in the meeting staged in the role play, there is tension regarding the 

actor’s encounter with the school’s CoP. The actor clearly shows that she does not want to stay 

longer than necessary, and the drama pedagogue convinces her that she is in control of the 

situation. 

The school is the more important during the meeting, and the teacher represents a client 

(the school) who is to buy a product. The drama pedagogue understands this and tries to adapt 
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the art so that it fits the school’s framing. She is eager to mediate between the teacher and the 

actor because she knows that the actor should also be content and that the art should not be 

shrunk too much to fit the school’s needs. As soon as the teacher and the actor tend to disagree, 

or the school and the art conflict, the drama pedagogue go-between adapts and mediates. In a 

sense, then, the drama pedagogue is in the way of an encounter between the teacher and the 

actor. In all this, the drama pedagogue shows social skills when trying to avoid unnecessary 

frustration. This is related to a responsiveness to other professionals and thus cooperation 

according to Sennett (2012). Although the collision seems inevitable, the drama pedagogue could 

take a different approach. She could let the teacher and actor share their views of the process and 

what matters to them as professionals because they do show great interest in each other’s worlds. 

For example, the actor is interested in the teacher’s material, that is, the students, and the teacher 

shows interest in learning what happens backstage at the theatre as well as in theatre making.  

The drama pedagogue tends to control a bit too much, concludes and mediates too early 

in the communication because she perceives the risk of collision between the teacher and the 

actor’s CoPs, possibly endangering the entire project. She therefore perceives that she must 

reduce the artistic ambitions. The drama pedagogue’s work is appreciated because the projects 

find a level that makes the process work. Though, when the teacher’s CoP and the actor’s CoP 

cannot come together, there is also a risk that both knowledge and art will be reduced. 

The teacher Ava, similarly to teacher Andy in Script 2, shows that she appreciates the 

drama pedagogue’s work. She would love to participate in the planning in collaboration with the 

drama pedagogue. However, the drama pedagogue really has no time to notice this because she 

is more occupied with thoughts about how it worked when the actors were leading workshops 

with students, that is, what the teacher criticised. The drama pedagogue finds a couple of quick 

solutions to the problem instead of discussing further the basis of the teacher’s ideas. Although 

the teacher shows great interest in the drama pedagogue’s work and the artistic process, she is 

constantly reminded of the school’s often obstructive framing. She expresses this in words but 

mostly physically.  

In sum, both the teachers and actors’ CoPs encounter obstacles and opportunities. A 

major obstacle is the school, with its framework, policy and practical limitations. Another 

obstacle is the drama pedagogue, who, in her eagerness to implement a successful project, 

becomes a kind of border guard. In this way, she also prevents the teacher’s contribution to the 
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planning of the entire project and the drama-educational approach. Thus, the drama pedagogue 

hinders the teacher’s potential to become a broker and share valuable learning and knowledge 

from her own CoP (Durham, 2018; Hegender, 2010; Wenger, 1998), for example, her skills of 

professionalism-in-relationship. The drama pedagogue’s preventive effect is dual, and this 

implies enabling the whole project by building bridges between the teacher and the actor’s CoPs 

and showing social skills, important for cooperation (Sennett, 2012). The encounter is 

constructed from the school’s CoP, to which both the teacher and the drama agenda must adapt. 

The actor distances herself from the school’s CoP by not engaging much in the meeting. The 

drama pedagogue then enters the actor’s arena and talks with the actor on the basis of her CoP. 

Streaks of the actor’s CoP are then used as tools to accomplish a project.  

 

The CoP Constructed in Role Play A2 

The prerequisite for Role Play 2 was a meeting among Aiden, the dramaturge and 

dramatist at Theatre A; Andy, a teacher at School A; and Anne, the drama pedagogue at Theatre 

A, with the aim of Aiden and Anne to gather ideas for an upcoming play.  

At the beginning of the meeting, which takes place at the theatre, clearly, the teacher 

wants to become part of the artists and the theatre’s CoP. The dramaturg and the drama 

pedagogue show that he is welcome to do so, and, for a moment, they find community in shared 

interest. The drama pedagogue also shows by her body language that the teacher is welcome in 

their community. Their actions show social skills as curiosity and signs of mutual respect in the 

social rituals, which are related to cooperation (Sennett, 2012).  Here, the professionals design a 

common CoP based on the theatre world.  

Relatively soon, this community of familiarity changes. It happens when the dramaturg 

begins to perform his true mission for the day: gathering material for the new play. The 

dramaturg thus shows interest in the teacher’s CoP. However, this is not a question of involving 

the teacher in the collaboration, but rather about ‘milking’ the teacher for information on how he 

and his colleagues relate to the students. Although this interview was partly the purpose of the 

meeting, the teacher reacts with suspicion and distances himself. The drama pedagogue manages 

to find paths back to the teacher’s interest. She uses bait from her own practice, which seems to 

work temporarily. They find here a common interest in role play.  
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Role play combines creation (gestaltnung) and pedagogy, thus fitting school well. In this 

way, the drama pedagogue uses part of her own repertoire. Another way to use her repertoire is 

to read the room and the group and to try to adjust her actions accordingly. The teacher continues 

to feel threatened, so he retires completely from the temporary CoP of art. Then he returns to 

what he knows best, the school’s CoP. This means he will also be prone to let the school’s 

framing factors control the project’s continuation. 

The image illustrating the professionals’ emotions at the end of the meeting shows that 

the dramaturg is deeply into his creative process, that is, he is interested only in having continued 

access to material. For him, it may be advantageous that the meeting moves from the theatre’s 

CoP to the school’s, since he then obtains additional interesting aspects for his play. The teacher 

seems to have closed communication completely and is returning to his classroom, that is, the 

school’s CoP. The drama pedagogue looks for support from someone or something and does not 

seem to know how to deal with the situation. With her body, she defines her feelings of 

responsibility for how the two other professionals communicate (Figure 9).  

In sum, the theatre’s CoP constructs the meeting from the beginning. The drama 

pedagogue uses the repertoire from her CoP to find possible paths into the teacher’s interest. This 

strategy works to some extent and all professionals show a will to cooperate (Sennett, 2012). 

Though when the teacher feels threatened the meeting changes and is then constructed by the 

school and teacher’s CoP.  

CoP in Context B 
As in Context A, the drama pedagogue has greatly influenced both the artistic and 

educational planning and processes in collaboration with the other professions. According to the 

portrait, she has also done much research and contacted the school before the performance.  

The CoP Constructed in the Reportage ‘The Switch’ 
The whole performance setting breaks with traditional theatre frames, or, at least, the 

image that teachers and students have of attending a theatre performance. In a way, the whole 

performance becomes a drama process. The drama pedagogue assumes a teacher role and leads 

the participants into a fiction, playing themselves. Then the participants are invited on an 

adventure during which artistic expressions and drama–educational methods are used. An 
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example is using all the senses when the participants are to experience an encounter with a 

foreign country. 

The adventure ends with a reflective workshop in which drama–educational tools 

continue to be used, for example, a round, sitting on the floor in a circle. Participants then reflect 

on their individual experience and can be supported in their general knowledge of ‘being forced 

to flee their home country’.  

In general, the teachers have participated actively during the adventure/performance in 

the domain of drama. At first, they had difficulties crossing the border into fiction; for example, 

they chatted with each other while sneaking around the building. One teacher used the drama 

pedagogue to refer to the nonfiction world, and the drama pedagogue then became a person with 

whom to break the fiction. Teachers refrain from reporting their reflections during the workshop, 

perhaps because they want to leave space for the students to reflect. At the end of the workshop, 

there was great lack of time, and teachers connect this stress to the school CoP. 

When the drama pedagogue says they must end now for lunch one teacher compare the 

situation to what it’s like in school and how time issue always is present. This statement shows 

that the teachers recognise the theatre context but that the school code leaks in with its 

framework and regulations (Arfwedsson & Lundman, 1984). The reportage ends with the drama 

pedagogue facilitating a conversation with the actors about the reflective workshop and what 

they should change. This conversation illustrates the drama pedagogue’s leading position during 

the whole process. 

In sum, the whole performance, along with the reflective workshop, is constructed 

through the drama pedagogue’s CoP. The artists at the theatre seems to be tools in a large drama 

process and subordinates in the drama pedagogy. Now and then, the schoolcode and the school’s 

CoP makes itself known through teachers’ participation. In this, the drama pedagogue or fellow 

teachers are potentially persons with whom to break the fictional contract. The teachers do not 

approach the actors and encounter their own CoP.  

Possible Brokers 
All the professionals involved have, in one way or another, the possibility of becoming a 

broker, who can cross the boundary of learning and knowledge from one CoP to another 

(Durham, 2018; Hegender, 2010; Wenger, 1998). One would imagine that drama pedagogue 

Anne is the professional with the most opportunities to become a broker. But because she does 
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not participate mainly in one clearly defined craft and CoP, this is not the case. If it were possible 

to define oneself within two CoPs at the same time, then Anne could become a broker and cross 

boundaries of learning and knowledge to both teachers and actors. Possibly, drama pedagogues 

working at a theatre become part of a certain CoP that differs from those of other drama 

pedagogues. In that case, a broker could share knowledge and learning of the theatre-specific 

CoP with other drama pedagogues. Another possibility for drama pedagogues is that the drama 

CoP can itself be defined as a brokerage CoP since drama bridges art and pedagogy (Hallgren, 

2018; Sternudd, 2000). That would also explain why drama pedagogues are useful in projects 

linking professional art with schools. A drama pedagogue already mediates among various 

communities and helps members navigate in a new community (Durham, 2018).  

Drama pedagogue Bonnie is deeply rooted in drama pedagogues’ CoP and is interested in 

both school and art. Thus, she is a potential broker. Indeed, she becomes a broker in the project 

when she coaches the artists on performing a workshop or when teachers use her as the only 

possible link between fiction and reality (Reportage ‘The Switch’). As a drama pedagogue, 

Bonnie naturally deals with the duality of pedagogy and art.  

Actor Ayla can possibly become a broker because she tries the craftsmanship of a CoP 

differing from her own. If so, she could provide the drama pedagogue with new aspects of drama 

as well as learning and knowledge from the actors’ CoP (Durham, 2018; Hegender, 2010; 

Wenger, 1998). In Context A, the drama pedagogue is herself a trained actor, so this knowledge 

might be less needed. When working with other drama pedagogues, Ayla could become very 

useful as a broker, but whether she would like to join the drama pedagogues’ CoP is unclear: If 

so, she would need to learn not only the practical tradition of drama but also its theory.  

Teacher Ava becomes a crucial link in the whole project, in addition to performing her 

own craft blended with some artistic skills. Because of her, the whole project can take place 

within the school’s organisation, so she is a broker in relation to the school. She mediates art and 

school, making it easier for artists to navigate in the school’s CoP. When connecting 

communities, the broker translates, coordinates and aligns different perspectives (Wenger, 1998). 

During the workshops, however, these activities are not noticeable. According to the portrait, 

Ava has worked on preparations to make the project possible within her organisation and thus 

coordinated it. Since preparation and coordination are part of a teacher’s working methods 

(Björklund, 2008), Ava is accustomed to them.  
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Although firmly rooted in teachers’ CoP, teacher Andy’s interest in actors’ CoP makes 

him a potential broker. Like Ava, if asked, he could provide artists with valuable knowledge 

from his CoP (Durham, 2018; Hegender, 2010; Wenger, 1998). 

From this discussion on characteristics of CoPs created during different events, there 

follows a discussion of the third theoretical theme: roles.  

Roles of the Professionals 
Roles in this chapter are based on the role theory previously described, including 

concepts described by Nilsson and Waldemarson (1988) regarding social and professional social 

roles in everyday life and Goffman’s (1959) concepts regarding roles, position of roles and team 

and discrepant roles. The reasoning concentrates on roles desired by the professionals and roles 

taken or given in the process by the organisation or other professionals; these data are drawn 

from portraits, poems, play scripts and role plays, with the text clearly expressing a source’s 

context.  

Roles of Anne, Drama Pedagogue 
First and foremost, Anne sees herself as an artist, an actor. This is her foundation and 

professional social role (Nilsson &Waldemarson, 1988). She is very interested in communication 

and exploratory and democratic processes. During the process, she wants to involve all 

participants and function as a mediator. Anne’s desired professional social roles are interpreted 

as artist and communicator. In the poem, Anne appears both strong and honest because of her 

transparent expression. The image of a birch that is close to laughter but still reflects a feeling of 

security and humour. The world may storm around her, but Anne has the ability to create calm 

and act as a bridge between differences. Her image relates to the social roles of mother or aunt. 

In the projects, Anne works hard for a multifaceted assignment. Based on the portrait and the 

reportage, clearly, she attains the prime professional social role she wants, that of a 

communicator who bridges the projects. In addition, she becomes a producer and project 

manager, but her stance on this appears neutral—as just a part of the job. In this particular 

project, Anne can be an actor, an opportunity she does not otherwise have. Of course, she also 

has the professional role of a drama pedagogue, but that part is relatively small except when she 
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is leading a workshop. That she is a drama pedagogue is manifested when in the reportage, she 

pats the horse as if it were real. The relationship to ‘as if’ marks the profession. 

In Script 1, Anne becomes a teacher and a pedagogue by asking questions, encouraging, 

summarising and creating order. Because she is in the theatre team she has high status (Biddle, 

1979). Through specific leadership in describing the purpose and giving short, clear instructions 

combined with creating a magical atmosphere, her experience as a drama pedagogue manifests 

itself. She recognises the students, and they feel recognised. The teacher can relate to her, 

indicating the confidant role, someone to whom others ‘confess’ (Goffman, 1959).  

 In the role play, Anne is a clear performer and occupies both front stage and backstage , 

related to Goffmans view on areas (1959). With all this, and her professional social role as 

chairman, she has great power over the projects and the process. She belongs primarily to the 

theatre team, but she also has the ability to change perspective and articulate both the school and 

the theatre’s wants and needs. These temporary team changes and other actions in which Anne 

interprets messages and ‘polishes the edges’ indicate Goffman’s mediator role. Anne does not 

seem particularly concerned with how she appears. She thinks out loud and makes ‘half-baked’ 

suggestions even when aiming to satisfy the needs of other roles. This creative and 

improvisational way of communicating with others is recognised within the drama pedagogue’s 

profession. It can come across as self-confident and high status but might, if the idea is received 

poorly, make the person appear less than completely knowledgeable. However, Anne is careful 

how the theatre comes across as an organisation, and her main concern is with the project as a 

whole: The main focus is children and young people, and in this, Anne understands how 

important teachers are in reaching the target group. Remembering the main interest for the 

individual, according to Goffman (1959) is to control the impression, Anne use speech and 

language in her mediator role to gain the approval from both teacher and artist. Several of 

Anne’s ideas find ways to satisfy both teacher and artist and to compromise and make everyone 

happy. Perhaps this is a low-status game, but it involves being a good salesperson. The mediator 

role, often between two opposite poles, is highlighted by the frozen image in which she stretches 

her arms in two directions. At that time, she looks at the teacher, showing that her main 

perspective during the meeting is school. Thus Anne’s ambivalence becomes clear. She is on the 

theatre team and seeks a platform for her creative abilities but feels hindered by the school’s 
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goals and activities, which she views as of primary importance in the meeting. In the reflection 

after the role play, ‘Anne’ expressed feeling responsible for the project’s successful completion. 

The other professions see Anne as an indispensable mediator and as their confidant, with 

whom it is possible to discuss questions regarding the other team (Goffman, 1959). This is 

exemplified by the dramaturg Aiden in his discussion with Anne backstage. In the role play, 

Anne is invited in with her specialist knowledge about children, young people and democratic 

processes, thus becoming the service specialist (Goffman, 1959). By the teachers, she is seen as 

a member of the theatre team. Perhaps teacher Andy also gives her the role of a specialist of 

education because, in the portrait, Andy explains that he uses the drama pedagogue’s tools in his 

teaching.  

In brief, Anne wishes to have the interpreted professional social roles of an artist and a 

communicator, and the social roles she takes on are mother and aunt. She tackles the 

professional social roles of chairman, communicator, project manager, producer, salesperson, 

actor, teacher and drama pedagogue (Nilson & Waldemarson, 1988). She also gathers the 

discrepant roles of the mediator, the confidant, the service specialist and the specialist of 

education (Goffman, 1959). Her professional social roles given by the organisation and the 

project are pedagogue, producer, project manager, actor and salesperson (Nilson & 

Waldemarson, 1988). 

In the portrait, Anne expresses great respect for teachers and understanding of their 

pressured work situation, especially in terms of time. A pattern emerges in her words and stories 

in that she views teachers as a little worried, forgetful and in need of help and support. Anne 

would like to cover for the teachers’ shortcomings in the projects. In Role Play 1, she expresses a 

higher degree of status than the teacher when she is offered coffee but asks for tea. She also 

shows great willingness to accommodate the teacher and presents several ways to make the 

project work for the school. This desire is so strong that she is prepared to shrink the artistic 

ambitions. One way to appeal to the teacher is to refer to their colleagues and try to interpret 

what they would appreciate in the collaboration. In Reportage A2, the drama pedagogue and the 

teacher hug each other, a relatively intimate expression of acquaintance and happiness at seeing 

one another. In brief, Anne gives the teachers the interpreted professional social role of the 

audience. The colleague is also present in the role play: Through the teacher she is talking to, 
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Anne addresses a larger group of teachers. Anne also gives the teachers the professional social 

roles of the patient and the customer.  

As for her theatre colleagues, the artists, Anne expresses herself in terms of hierarchical 

conditions and attributes very high status to them. This is evident both in what she says and how 

she relates to them physically, for example, during the creative workshop in the reportage and in 

Role Play 1. Based on her acting background, she might have internalised her awareness of 

theatrical hierarchies, at least partly through longing for the artist’s role and, therefore, a desire 

for a different status. Anne is also very concerned with ensuring that the actors enjoy the 

meeting, and in Role Play 1, she reassures Ayla several times, taking the role of a caregiver. In 

brief, Anne gives the artists the social roles of queen and child, thus becoming a kind of mother 

to the actor. 

Roles of Ava, Teacher 
As part of her identity, Ava has broad cultural interests. She has also worked hard to 

become a qualified teacher and finds an identity in that role. She does not necessarily need to be 

on stage, but enjoys being backstage. On the other hand, she definitely wants to be a 

spokesperson for the arts, an intermediary link so that students can absorb art and grow as 

people. In front of the students, whom she places at the work’s centre, she wants to be a role 

model so that they have the courage to take further steps. In this, she feels she can really push the 

boundaries. Ava’s desired professional social roles can be interpreted as a mediator and teacher 

(Nilson & Waldemarson, 1988). In the poem, she refers clearly to the memory of art, creativity, 

craftsmanship and sensory experiences that arise from encounters with material. Ava thinks the 

teacher is important, but her text expresses a certain sorrow that could be interpreted as never 

fulfilling her mission. Ava also longs to express herself in a way that cannot be fully satisfied 

amid the normal pressures of daily life. Furthermore, she refers to old-fashioned craftsmen. Her 

professional social role’s interpretation is gardener, and her social role’s is neighbour (Nilson & 

Waldemarson, 1988). In the projects, Ava becomes a necessary link for their completion. She 

does what the artists ask, based on what the schedule and syllabus allow, for instance, preparing 

the students or participating in workshops. In this she show responsiveness to artists and social 

skills in listening well, important in order to achieve cooperation (Sennett, 2012). With her 

understanding of art, she becomes an excellent extension of the artists’ intentions in continued 
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classroom work. She is most engaged when she can combine her interest in the arts with her 

interest in the students’ development; this coincides with the artists’ intentions.  

Ava participates in joint workshops but does not take up much space, instead staying in 

the background to provide space for the students and to observe which students need her support. 

In interactions involving artists, drama pedagogues and students, Ava takes the role of a non-

person, invisible to other participants, not clearly part of the game (Goffman, 1959). This is 

emphasised in Script 2, where Ava has an insignificant supporting role, mostly silently admiring 

the other actors and doing what the leader says. When given the opportunity, however, she 

blossoms through her creativity and artistry. 

In the role play, Ava performs on the front stage but has no visible conversation 

backstage. She belongs to team school (Goffman, 1959). Ava hosts the school meeting, thus 

bestowing on her a relatively high status. Her rather straightforward comments during the 

meeting reveal high status in relation to the drama pedagogue and the actor. For example, she 

compliments the drama pedagogue, criticises the actors and demands an educational perspective. 

This implies she is keen to control the impression regarding the drama pedagogue and emphasize 

her role as teacher, schools representative (Goffman, 1959). During the play, her status goes back 

and forth which then would be a sign of a move from one position to another and back again 

(Nilson & Waldemarson, 1988, Biddle, 1979).  When colleagues, the school system and 

curriculum are mentioned, she becomes more uncertain, and this is also the case when there is 

talk of actors leading exercises. On the whole, Ava seems to want a rather high status, which the 

drama pedagogue gives her. For example, the drama pedagogue emphasises the importance of 

Ava’s role connected with content. In relation to the whole school system, however, she has a 

low status. For example, she talks about feeling split between what she would like to do and 

what is expected of her as a teacher. Her low status and her uncertainty are highlighted by the 

frozen image in which she puts her arms together, braids her fingers and looks down in a rather 

introverted way. Still, the drama pedagogue is eager to please Ava and, in the role play, treats her 

as the customer; in Script 2, she encourages Ava’s artistry and recognises her potential as an 

artist. Through this exchange, the drama pedagogue sees part of Ava’s ‘true self’, and Ava then 

takes the social role of a friend.  

In brief, Ava desires the professional social roles of a mediator, teacher and gardener and 

the social role of a neighbour (Nilson & Waldemarson, 1988).  In interaction with other 
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professions, she has the professional social role of a link and the discrepant role of a non-person 

(Goffman, 1959). The school system and the drama pedagogue Anne give her the professional 

social role of a customer. The drama pedagogue also gives her the social role of a friend (Nilson 

& Waldemarson, 1988). Perhaps Ava could assume the discrepant role of the spotter, a 

representative of and a voice for the students (Goffman, 1959). 

In the portrait, Ava manifests a positive image of the actors, one that made her reassess 

her preconceptions. She sees as positive the encounters with students’ work and the actors’ 

sharing their personalities outside their roles. Ava would like to meet the artists well in advance 

of students becoming involved in the projects. She wants to share her perspective so that the 

work will be received well in class. In this, she seems worried; clearly, she has a strong need to 

feel safe with the artists. Ava’s proposal is that she and the artists get to know each other before 

the project.  

In the role play, Ava is very sceptical of the artists leading exercises with the students. 

She hardly talks to the actor at all, but instead, turns to the drama pedagogue. Based on Ava’s 

behaviour during the meeting, the actor need not have been present. All in all, Ava seems 

ambivalent in relation to the artists. Although they are friendly, of interest to her mission and 

come from a world with which she is familiar, they can also threaten her work. A certain anxiety 

appears in the portrait. The social roles Ava gives the artists can be interpreted as both neighbour 

and stranger (Nilson & Waldemarson, 1988). 

In the portrait, Ava sees the drama pedagogue as her most important associate because 

she has access to both map and compass. From Ava’s perspective, she is the theatre’s clearest 

representative. Ava also sees the drama pedagogue as brilliant in the encounter with the students. 

Script 2 emphasises Ava’s subsequent admiration and respect. In the reportage, Ava and the 

drama pedagogue exchange a warm hug backstage, and this intimacy suggests mutual 

understanding and respect (Sennett, 2012). In the role play, Ava shows great confidence in the 

drama pedagogue and appeals to her to remedy pedagogical problems she has experienced when 

artists led the students. The social role Ava gives the drama pedagogue can be interpreted as a 

friend and the discrepant role as a guest colleague (Goffman, 1959).  

Roles of Ayla, Actor 
Ayla is well versed in her tools as an actor but keeps a certain distance in her profession. 

Her main interest, based on the portrait, is people, and she wants to find ways to meet them 
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through her own person, her ‘self’. She is human among people. Acting becomes a tool for Ayla 

to create space for genuineness, authenticity and presence in meetings where interesting topics 

are discussed. She wants the children to develop into secure and brave individuals; in that, she 

sees art as playing a large role. Ayla wants to be a leader and perhaps a teacher in her field but 

dislikes the word ‘pedagogue’. Ayla’s desired professional social roles are those of an artist and 

a leader and her social role that of a friend (Nilson & Waldemarson, 1988). The poem clearly 

illustrates the actor’s tools: body, voice and words in combination with democratic embrace of 

an audience whom, if they listen, are allowed to come very close. Still, her somewhat pretentious 

form breaks at the end to reveal a mischievous, playful side. One pictures a god voice from 

above but also that of a politician. Another professional image is the storyteller, with many 

surprises hidden under her cloak. The choice of social role is that of a grandmother (Nilson & 

Waldemarson, 1988). 

In Script 1, Ayla leads the theatre workshop with Alrik, and they press on with exercise 

upon exercise, with great enthusiasm, at a quick pace. Even though they notice how tired the 

participants are, they seem to stick to their program. The chosen exercises have quite a high 

degree of difficulty. Ayla provides many clear commands for the activity as well as encouraging 

comments along the way. Even though she provides a clear idea of what is to be accomplished, 

she points out that there is no right or wrong. This can be interpreted as resembling an animal 

tamer at the circus, serious when required but displaying humour when possible. Ayla draws 

attention to what happens in the room, for example, an injury, but does not let it disrupt her 

mission in the assignment. At one point, she uses what can be perceived as a pedagogical ‘trick’: 

‘Everyone who hears me, clap now ...’ to get the participants’ attention. Ayla gives the 

impression of an old-fashioned teacher who requires great discipline, attention and focus. She 

sometimes asks questions but does not pay particular attention to the content of the students’ 

work. Her reflection is non-existent, but during the reading, it was suggested that actors were 

uncomfortable in their leader role, so they could not focus on the reflection. References to theatre 

work and what theatre training is really like are included in the workshop, but when the students 

invite Ayla to do the work of her profession, she refuses (Show us a scene). All these actions 

during the workshop show signs of Ayla experiencing role dissonance (Sennett, 2012, Goffman, 

1959). This since the prerequisites of her role as an actor have been changed, now performing the 

work of a drama pedagogue.  
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In the role play, Ayla is a performer who acts frontstage and backstage for team theatre 

(Goffman, 1959). Just at the play’s beginning, Ayla converses with the drama pedagogue about 

the importance of staying on time, so she can get back to the theatre. This, along with her 

passivity at the beginning of the meeting, can give the impression that the meeting is not 

important to her. In addition, the teacher and drama pedagogue talk only to each other during the 

first part of the meeting. Ayla is unneeded and so becomes an outsider (Goffman, 1959). Despite 

this, allowing yourself, and being allowed by others, to have quiet moments can also be a sign of 

high status, as when Ayla surprises everyone with her sudden suggestions concerning 

pedagogical issues, for instance, demanding the curriculum and teaching material. She also 

demands that the teachers become involved in the workshop, a demand seemingly accepted by 

the teacher and the drama pedagogue. To demand and to be obeyed is connected to high status, 

maybe the highest in the group (Biddle, 1979). The teacher confirms this by saying that eye 

contact with Ayla was difficult, although Ayla might have attempted to raise her status because 

of insecurity in an unfamiliar environment and an unfamiliar language--the latter mentioned 

during reflection. This maintained high status implies Ayla stays in the same position throughout 

the whole role play (Nilson & Waldemarson, 1988). Ayla assumes the professional social role of 

a queen but is also given it by the drama pedagogue and perhaps by the teacher. Ayla is also a 

paladin because she feels she is representing the art of theatre and because of her view on 

children’s need for art. This is highlighted by the frozen image in which she seems to turn to a 

higher power. The image also comes clearly from the poem. In the role play, Ayla needs calming 

by the drama pedagogue during different situations; then, the pair seem to become mother and 

child (Nilson & Waldemarson, 1988). Based on her disinterest in the school’s goals and 

measuring instruments, that Ayla asks to have the curriculum sent to her is surprising. Her 

motivation might be to learn more so as to be able to switch to the school team in a certain 

situation. That is to say, she has somehow recognised that this is the project’s particular context 

and that, despite her crusade for the arts, she must temporarily put those ambitions aside. Too, as 

shown in Script 1, she tries to be a good teacher, perhaps accessing the other team’s ‘secrets’, 

taking the role of the informer (Goffman, 1959). In her protection of the theatre and the children, 

she can also be seen as the spotter (Goffman, 1959).  

In brief, the interpreted professional social roles Ayla desires are those of an artist and a 

leader and the social role is that of a friend (Nilson & Waldemarson, 1988). In interaction with 
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others, Ayla’s interpreted roles are the professions of storyteller, teacher, queen and paladin the 

social role is of a grandmother (Nilson & Waldemarson, 1988). The role teacher is a 

concequence of her experiencing role dissonance (Sennett, 2012, Goffman, 1959).  She is given 

the social role of a child, the professional social role of a queen, the role of an outsider and 

possibly the discrepant roles of the informer and the spotter (Nilson & Waldemarson, 1988, 

Goffman, 1959).  

In the portrait, Ayla expresses strong confidence in the drama pedagogue and sees her as 

a ‘rock’ with all the answers, especially in finding ways for children and young people to be 

creative and have fun. This corresponds well with some of Ayla’s main goals at work: to create 

good encounters and to help children and young people develop and become courageous. The 

drama pedagogue provides the framework for the pedagogical work that Ayla fills in. Ayla gives 

the drama pedagogue the interpreted role the service specialist because of her knowledge of 

children, young people and creative processes Goffman, 1959). She might give the drama 

pedagogue the role of a specialist of education because she has keys to the school’s language and 

culture and also to the children’s groups. Ayla can learn the drama pedagogue’s strategies to 

achieve her goals.  

In the portrait, Ayla expresses ambivalence towards the teachers. She has a 

predominantly positive view of teachers’ commitment to students, also one of the most important 

focuses of Ayla’s own work. She understands the teachers’ pressured work situation but is also 

strongly critical when they cannot cater to the needs of children and young people. Here, the 

teachers ‘walk all over’ Ayla’s values. However, this issue also involves teachers’ power over 

the students’ lives. In this, Ayla is observed to feel powerless. She also becomes annoyed when 

teachers do not respect agreements or when they show disinterest and disrespect for work in the 

theatre. Thus, teachers sometimes become obstacles to her work. She is observed to want this 

situation to be different because she needs the teachers’ support to reach the students. In the role 

play, Ayla is, to some extent, uninterested in the teacher, the school’s goals and the directives. 

She feels the need to speak for the arts and for the children’s right to express themselves, but she 

does not see that the teacher, as the school’s representative, understands this. The professional 

social roles Ayla gives the teachers might be interpreted as those of a purchaser and politician 

(Nilson & Waldemarson, 1988). 
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Roles of Andy, Teacher 
Andy very much enjoys both his work itself and the ‘stage’ of his classroom with an 

interactive audience, the students. He is socially engaged and sees teaching as a vocation in 

which he is the extended arm of society in its citizens’ development. He is also very committed 

to ensuring that the students receive his teaching well and spends a lot of time preparing. He uses 

himself as a figurative expression, goes into character when he thinks it necessary and uses his 

personality and humour in interactions with students. Andy’s desired professional social roles 

can be interpreted as teacher and comedian, and the social role as friend (Nilson & 

Waldemarson, 1988).  In the poem, a distinctive ‘self’ and ego appear in the use of ‘Me’ and ‘I’. 

This is contrasted by words about society as a collective. Different patterns seem to appear 

clearly but are often cut off by a call for play and an opportunity to bend and break the rules. 

Play and role play create an environment in which other rules apply. One can be worried about 

standing in the way of his movements yet want to be part of the community he creates. The 

choices of interpreted professional social role are preacher and comedian (Nilson & 

Waldemarson, 1988). Signs of a rebel are observable, but Andy see himself as a representative of 

the school and the larger society, so the rebel exists within the frame or on its edges but does not 

break through. 

In the Script 1 workshop, Andy occupies a relatively large space with both body and 

voice. He participates on, perceptibly, ‘the same terms’ as the students, allowing the actors to 

lead the workshop. Sometimes Andy consciously becomes a role model, for instance, when he 

exaggerates his grimace or when he says ‘Boiing’ in the game. Perhaps he wants to use his body 

to maintain the pace and provide students with the energy he perceives they need. It is possible 

that these actions are signs of Andy listening carefully to the artists and trying to avoid 

unnecessary frustration in relation to the students. Through these social skills, Andy shows 

responsiveness to the artists and thus skills important for cooperation (Sennett, 2012). Now and 

then during the process, Andy calls to the students to remind them to focus on the work. He also 

assumes the role of help leader when he sees students ‘left over’ after groups are formed and he 

falls into a classical teacher role when referring to the Second World War (Nilson & 

Waldemarson, 1988). Perhaps he feels the need to reflect on the artistic work’s content because 

the actor–leaders do not do so to any great extent. Perhaps he also needs to find a task during the 

workshop. All in all, he confirms the portrait, in that the students’ ability to work depends largely 
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on him. He ‘leads by example’. In doing so, he remains in the lead role even though he has 

temporarily surrendered it to the guest teachers, the actors. At the end of the workshop, he 

clearly indicates the lending of students when he says: Okay, now I take them back. Too, this 

signals the students to change their mind-set from the unusual to the usual. This implies he use 

speech and language as way to control his impression of the other professions, but also of 

students (Goffman, 1959). In improvisations in Script 1, Andy seems to gain much from finding 

a creative equal in the actor Alrik. They work together and enjoy their positive interplay, and 

they seem to create a temporary team; they are mutual guest colleagues (Goffman, 1959). At this 

point, Andy lets go of his focus on the students, and he also does so in the improvisation when 

they ‘walk on different surfaces’. He does not want to transfer to the theatre team, yet he wants 

to show his understanding of that world and that he could be one of them, perhaps because they 

have a high status, and he does not want to be inferior.  

During the workshop, Andy seems to go back and forth between being himself and the 

teacher. Clearly, he is comfortable being himself. His comment on the improvisation of an 

elderly person (for me, this is a normal morning) is difficult to place because, paradoxically, it 

does not feel like a line purposely exemplified but still seems deliberate. Perhaps he wants to use 

a teacher ‘trick’ to change a situation through humour. Perhaps he has observed something with 

the students that needs correction. Another comment that emerges during the sculpture work 

(Lovely, everybody hates each other) can be perceived as humorous, but also as a critique of the 

students’ created shapes and images. Perhaps he is worried that the students’ stereotyped images 

of friendship and hatred are not as creative as they might be. Andy’s comments backstage at the 

end of Script 1 also show that he wants the students to do their best when they have guests. The 

post-workshop conversation between Andy and the actors seems an encounter on equal terms, 

with mutual good-will and satisfaction, possibly because they are in the school’s domain. The 

mutual respect is important in order for their continued cooperation (Sennett, 2012).  

The workshop in Script 1 can be interpreted as a meeting between two teams, The 

Theatre and The Students. Andy becomes a mediator (Goffman, 1959) between these worlds, 

although he is having some difficulty, and it is not a particularly conscious choice. Rather, he 

slips into one team or the other depending on the situation. He switches between being a prefect 

(or traditional teacher) and a creative individual. In the role play, Andy is a performer who acts 

front stage for the school team (Goffman, 1959). He enters the stage strongly self-confident and 
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willing to communicate and connect. He tries to access backstage by referring to himself as an 

actor, but since he is obviously new to the environment and a member of the school’s team, he is 

not allowed to do so. As a result, his interest in the encounter wains. However, his interest 

increases when discussing students and when the drama pedagogue proposes methods that Andy 

uses himself, for example, role play. Andy is at the conversation’s centre; he is interviewed by 

the drama pedagogue and dramaturg. He wants to talk about his work but notices that what he 

says is not always received well. This reduces his natural self-esteem, and his status decreases. 

The dramaturg seems to make Andy a scapegoat, a role that Andy fends off and ascribes to his 

colleagues instead. The shift in status implies that Andy is changing his position during the 

encounter (Nilson & Waldemarson, 1988, Biddle, 1979). When Andy notices the actors lack 

knowledge about the school and its daily reality, his status increases further and he shuts 

communication down somewhat. Can he trust the dramaturg? Perhaps he sees the dramaturg as 

an informer. The school’s guidelines restrict Andy’s ability to act, but at the meeting’s 

conclusion, he is given the clear role of organisational representative. This, along with feeling 

threatened, might make Andy back away from front stage and become an outsider, that is, retreat 

to the school’s domain altogether. One sign is that he refers the theatre people to the principal. In 

the role play, Andy turns completely away when the drama pedagogue says that they will book a 

new meeting and that they need an additional hour’s interview. In other words, Andy now has no 

reason or opportunity to participate.  

In brief, Andy, in interactions with other professions, is a performer who works both 

front and backstage (depending on the meeting’s location) but risks ending up outside (Goffman, 

1959).  He assumes the roles of help leader and prefect (Nilson & Waldemarson, 1988). In the 

role play, he receives the role of service specialist because of his expertise with schools, children 

and young people, but he also risks the role of outsider (Goffman, 1959). In Script 1, the actors 

give him no particular role, but during the improvisation, possibly, guest colleague and during 

the process, the role of mediator (Goffman, 1959). Andy’s social skills show that he is competent 

in cooperation with artists (Sennett, 2012).  

Andy has a positive image of the artists, confirmed by his willingness to ‘lend’ them the 

class during the workshop. In a workshop dedicated to teachers, he has experienced the drama 

methods’ value and, later, seen how well students respond to them. In addition, he has fun with 

the actors. In Script 1 and in the portrait, Andy gives the artists the role of guest colleague 
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(Goffman, 1959) and professional, social role creatives (Nilson & Waldemarson, 1988). 

Possibly, in the role play, he gives the dramaturg the role of the informer since he lacks trust and 

feels threatenen (Goffman, 1959).  

 The only encounter observed between Andy and the drama pedagogue occurs in fictional 

world, in the role play. Andy seems to have a positive impression of the drama pedagogue. In the 

portrait, Andy rarely mentions the drama pedagogue specifically, but it is understood that she has 

led workshops in which he and the other teachers participated. Andy views the theatre’s work 

positively as a whole and understands how it can contribute to the students’ learning. Andy refers 

to the drama pedagogue only when he says he likes to ‘pinch little tricks and ideas’ he can use in 

teaching. Furthermore, he sees how his class preparations have benefitted the theatre workshops 

in that the students have the courage to express themselves. Perceptibly, Andy sees the drama 

pedagogue as a member of the theatre team, an artist and a drama pedagogue. He also recognises 

advantages in utilising the drama pedagogue’s tools. She becomes his service specialist but also 

the specialist of education because of her tips on how to relate to his audience, the students 

(Goffman, 1959). 

Roles of Bonnie, Drama Pedagogue 
Bonnie is perceived as primarily a teacher who broadened her expertise to theatre and 

drama pedagogics. She seems to like working within the artistic context, and, because she is a 

teacher, she can contribute to it with unique expertise. She cannot be seen as part of Team 

Theatre because she often reflects on differences between herself and the world of art (Goffman, 

1959). The actual theme of the current play, migration, seems to affect Bonnie strongly, and she 

has spent much energy serving the artists with materials and research. Bonnie talks about the role 

of ‘bridge builder’, a professional social role as mediator (Nilson & Waldemarson, 1988). In the 

current project, she has gained more influence over the artistic process than she had previously. 

The interpreted roles she wishes to have in relation to the artists are those of the service 

specialist and the confidant (Goffman, 1959) and in relation to the teachers, perhaps, the 

professional social role colleague (Nilson & Waldemarson, 1988). In the poem, the concept of 

space is a central feature, not least through the image of a floor with different strengths. ‘Floor’ 

indicates the drama pedagogue’s vocational role, that is, work ‘on the floor’ and how much 

‘floor time’ participants have. Here, Bonnie tests another floor and another space, the theatre, 

and examines how she fits in. She is unsteady at first, but when her feet are used to the new 
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floor, she is delighted. She also finds that she has more opportunity to exert influence both 

internally and externally from her position. Interpretation of her professional social role is 

explorer (Nilson & Waldemarson, 1988). Perhaps she also desires to join Team Theatre fully. 

According to the portrait, Bonnie has a multifaceted role in the projects, while in previous 

projects, she has been at administrative and pedagogical levels. This project has involved 

intensive communication and relationship-building with schools (external) and materials and 

workshops for artists during rehearsal (internal). Externally, she becomes a project manager, 

producer and salesperson, and internally a pedagogue, all professional social roles. This is 

supplemented by the discrepant role of service specialist since her knowledge of both art and 

school (Goffman, 1959). Now, she can influence the entire performance’s structure, and her 

participation on the artists’ team raises her status at the theatre. She has insight into and power 

over the entire production. The high status at the theatre implies that her social roles are working 

well in relation to other social roles at work which provides her with a steady position (Nilson & 

Waldemarson, 1988). Both the theme and her new role trigger her to work even harder on 

research.  

In the reportage, Bonnie frames the performance, leading participants through various 

stations both as drama pedagogue and outside the play as a pedagogue in workshops. She also 

plays ‘mother’ to the main characters and ‘guard’ in the new territory. Bonnie is responsible for 

the pedagogical arrangements although they have developed in dialogue with the dramaturg, 

director and actors. The project seems a single, major devising process, in which the theme of 

migration is explored. Having several important assignments, Bonnie’s commitment, skills and 

perspective have made positive project implementation possible. She becomes an important 

pedagogical leader, but also an artistic leader and coach for the artists, as clearly signalled by 

her instructions to the actors on how to manage the reflection conversation directly after the 

performance. All these professional social roles (Nilson & Waldemarson, 1988). The actors seem 

naturally inclined to turn to her, indicating that they accept her as their coach. However, she does 

not seem to have the space to challenge the formal leader, the director. As a result, the service 

specialist becomes her clearest role: She has the knowledge and skills that the actors need in this 

particular production (Goffman, 1959).  Her position of power, however, can give her the 

professional social role of project manager (Nilson & Waldemarson, 1988). At one point, a 

teacher seeks Bonnie out backstage to talk about the need to have her mobile phone on. 
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Perceptibly, the teacher casts Bonnie as confidant, a person to whom she can turn in her role as 

teacher (Goffman, 1959).  In brief, Bonnie’s interpreted roles in the organisation and in 

interactions with others are professional social roles of mediator and explorer (Nilson & 

Waldemarson, 1988). She also receives the discrepant roles of the service specialist, the 

confidant and colleague (Goffman, 1959). The organisation and the project bestow on her the 

professional social roles of project manager, producer, artistic leader, pedagogic leader, coach, 

salesperson, dramaturg, and actor (Nilson & Waldemarson, 1988).  

Since Bonnie is a teacher herself, she has an insider’s perspective and therefore 

understands teachers’ work situation. She also understands the difference between the worlds of 

theatre and school; this is advantageous for planning the work. Additionally, Bonnie has a 

nuanced view of teachers, perceiving how variously they relate to theatre and collaboration. 

Some are interested, others are not, some are active, others passive, and sometimes an enthusiast 

is dedicated to collaboration. Even so, Bonnie mainly views the teachers’ role as link to the 

students, not as a collaborator in a deeper sense. As such, Bonnie risks making the teachers non-

persons (Goffman, 1959).  Referring to different types of artists, for example, director, 

dramaturg, actor and costume designer, Bonnie sees the professional hierarchy in relation to her 

professional social role and how it affects perception of quality. She is grateful that the director 

takes overall responsibility even though she enjoys having much influence. My interpretation is 

that she sees artistic leaders, directors and dramaturgs, as the social roles parents of the project 

and that she is their guest colleague (Nilson & Waldemarson, 1988, Goffman, 1959). In relation 

to the actors, she becomes a coach, and in their social roles, they become her children (Nilson & 

Waldemarson, 1988). 

Roles of Blanca, Actor 
Blanca is most at home in her career as an actor, but she keeps the industry at a distance 

and greatly reflects on the profession’s benefits and drawbacks. An important driving force is 

creating ‘genuine encounters’ with the young audience, in whom she is very interested. She 

wants art to work as a catalyst for young people’s need for reflection. Thus, she needs to be 

authentic, and she is willing to be open and generous with herself (her person) to achieve her 

goal. She resists pedagogy despite leading workshops, and, consequently, must find another way 

to legitimise the pedagogical tool, so she renames the work and its approaches: to be just a 

person curious about another person. The interpreted professional social role she wants is non-
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profit leader, and the social role of friend (Nilson & Waldemarson, 1988). In the poem, her 

relationship to the young audience in authentic encounters becomes clear. Through stories, 

reflections and conversations, she creates a secret room; ‘only those who know the code allowed’. 

She distinguishes the room by reference to ‘The others’. Blanca’s poetic image is of an adult 

friend or big sister to the students. Consequently, the teachers threaten her mutually creative 

world. At the same time, however, Blanca does not care about the threat and continues to play 

for her own pleasure without listening to critical voices and from respect for the young. Blanca’s 

interpreted social role is sister and friend (Nilson & Waldemarson, 1988). Blanca is not included 

in the reportage, nor in the script. Her image, individually and in relation to the other professions, 

is based on the portrait and the poem. In the projects, Blanca is passionate about the encounter 

with young people, demonstrating her belief that what she calls ‘audience encounters’ (drama 

pedagogical work) are important. She is also a clear craftsman in her acting and an ambassador 

and advocate for the arts. She rejects working with the ‘pedagogical’, not wanting issues raised 

in collaboration with the school to have anything to do with the school’s goal. Thus, she insists 

the art is the centre of the encounter with students. Blanca’s interpreted role is here paladin and 

rebel (Nilson & Waldemarson, 1988). In short, the interpretation is that she desires the 

professional social roles of non-profit leader, paladin and rebel and the social roles of friend and 

sister (Nilson & Waldemarson, 1988). 

Since Blanca has little experience working with teachers, they are not ‘front stage’ 

because that is the space in which she, the other actors, the drama pedagogue and the students 

operate. It seems she wants the students to join Team Theatre, while only the teachers represent 

Team School (Goffman, 1959).  She can perceive teachers as outsiders or non-persons 

(Goffman, 1959), but also as a powerful threat when they prevent students’ expression (Blanca’s 

goal) because they can decide whether she is allowed to meet the students. In contrast, she also 

expresses some understanding of teachers’ actions, for instance, when they become prefects from 

wanting the students to behave well. Blanca’s experience in collaboration with teachers has been 

only with theatre and music teachers, who support her process and function as tools for artists to 

succeed. Blanca’s view of teachers is interpreted as the discrepant role of non-person and the 

professional social role of assistant (Nilson & Waldemarson, 1988, Goffman, 1959). 

 Blanca confirms the image of drama pedagogue as co-creator of the entire concept at 

Theatre B because she is an expert on the project’s target, children and young people. Thus, 
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Blanca manifests great respect for the drama pedagogue’s work and perceives her power in the 

pedagogical arrangements. She also perceives the actors channelling their anxiety and stress onto 

the drama pedagogue; however, Blanca does not seem to do so. Blanca’s view of the drama 

pedagogue is interpreted as the professional social role of expert (Nilson & Waldemarson, 1988). 

Roles of Britt, Teacher 
Britt seems satisfied with her career as teacher, in combination with her assignment as 

head teacher. Her main driving force is inspiring colleagues and enabling them to work with 

students in their respective subjects, as they encounter art and culture. Britt’s choice to become 

the head teacher of aesthetic learning processes seems strategic; she can thus better influence her 

colleagues and the school’s organisation. She is not primarily creative; on the contrary, she 

panics when having to perform, for instance, in a theatrical exercise. Still, she likes to be among 

artists, well understanding their perspectives and working methods. Overall, she wants to bridge 

the worlds of art and school. Britt’s interpreted, desired role is mediator, based primarily on the 

school team (Nilson & Waldemarson, 1988, Goffman, 1959). 

The poem’s title refers clearly to the archetypical, heroic, Jeanne d’Arc, the saint 

committed to save her motherland at all costs. The Jeanne d’Arc image seems an expression of 

important enthusiasts, the fiery spirits, discussed in collaboration between culture and school, 

without whom achieving any cooperation would be difficult. As Jeanne d’Arc, Britt will never 

give up saving the school, even challenging the entire school system if necessary. The poem 

clarifies Britt’s desire to be present where art happens without being front stage. Like the saint, 

Britt sacrifices herself to participate in theatre exercises, so students can see that it is ‘not so 

bad’. She wants them to discover the joy of art, and thus, alternative paths, or sometimes the only 

path, to learning. At the end of the poem, the words amidst and between recur. Britt moves 

between and amidst the school’s team when she is needed, but she does not change to the 

theatre’s team. Britt’s interpreted professional social roles are paladin and rebel (Nilson & 

Waldemarson, 1988). 

Britt is not included in the reportage, nor in the script. Her image individually and in 

relation to the other professions is based on the portrait and the poem. When collaborating, she 

seems clearly a bridge builder between culture and school; she works hard to embed the art’s role 

and methods of working into her colleagues’ repertoire but also to help the artists understand the 

teachers’ situation. She also seems to have management’s ear and therefore high status—she is 
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powerful and successful in her work. She dares to acknowledge fears, not least to the students, 

and in so doing, she becomes a role model. A huge enthusiast, she becomes a specialist of 

education for both artists and teachers (Goffman, 1959).  In her ability to create positive 

conditions for both artists and teachers lies her interpreted professional social role of mediator 

(Nilson & Waldemarson, 1988).  In summary, Britt is interpreted as desiring the professional 

social roles of mediator, paladin and rebel (Nilson & Waldemarson, 1988). During the process, 

she assumes the discrepant role of specialist of education (Goffman, 1959).   

Britt finds being part of Team School tiring. She sees how much more fun the theatre 

professionals seem to have on Team Theatre (Goffman, 1959).  Although they are creative and 

improvisational in a very distinct way, she does not want to be one of them, feeling secure where 

she is. She knows that artists can achieve wonders by perceiving and paying attention to students 

in ways teachers cannot. She becomes critical, however, when the artists differ from the teachers, 

for example, when they did not wait for the students to volunteer for the drama exercises. Even 

so, Britt sees how she herself has grown and developed since she was thrown into the world of 

art and creativity. The role dissonance experienced when forced to perform in a previous project, 

has made her change and expand her role as a teacher (Sennett, 2012). By coming close to the 

artists, she has also discovered their fears and weaknesses. Britt seems to view artists as curious, 

unfearful children, but also as very ordinary people in the social role of neighbours (Nilson & 

Waldemarson, 1988). 

To Britt, the drama pedagogue becomes a kind of elevated version of a teacher. She says, 

‘All teachers who watch drama pedagogues feel inferior’. The drama pedagogue also becomes a 

tool for helping Britt accomplish tasks she feels are important but cannot do within her daily 

work. The drama pedagogue seems to be just the right amount of different for the school world, 

but, unlike an artist, she can meet the teachers on their own terms. Thus, Britt and the drama 

pedagogue become equals and colleagues at work. Perceptibly, Britt sees the drama pedagogue 

in her own professional social role as paladin (Nilson & Waldemarson, 1988).   

After this interpretation of roles desired, taken and given by the professionals, next is a 

summary of the discussion of stories.  
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Summary of Discussion of Stories and Contextual Studies 
From all the material, the stories and their analysis, the main findings and the images of 

the drama pedagogues, actors and teachers in collaboration are summarised below. The summary 

addresses the research questions of the study in an attempt to answer them.  

Reasons to Collaborate - Organisational Level 
At an organisational level, schools’ collaborations are connected to ruling policy 

documents and the individual school’s interest and decisions regarding working methods linked 

to the improvement process. Schools like to involve high-quality artists; this is even more 

important in respect to understanding the school’s organisation. Certainly, it takes dedicated and 

competent professionals to make collaboration happen. Last, the drama pedagogue’s competence 

impacts the outcome. Theatres’ collaborations are connected to ruling policy documents and 

their individual agendas, with the aim of reaching all children. At the organisational level, having 

a coordinating employee such as the drama pedagogue is crucial for theatres’ collaborations.  

Reasons to Collaborate - Individual Level 
The drama pedagogues work in collaborative projects because they can reach their prime 

professional goals in relation to artists and to children and youth. Collaboration then becomes a 

creative tool in their professional process. Their goals are issues larger than themselves, perhaps 

concerning the core of theatre making, art, or the part concerning community engagement in the 

repertoire of drama pedagogues CoP according to Table 2 presented in chapter 2. Although the 

actors seem sceptical of pedagogical methods and of school as an organisational system, they 

wish to reach all children and youth through their personal missions. Therefore, collaboration 

becomes a tool for their creative process. Like those of drama pedagogues, their missions are 

related to something larger than themselves (art, communicating values to young people). 

Teachers collaborate with professional artists mainly because they find it is ‘good practice’ that 

supports learning, which is their professional object and the product of their craftsmanship. The 

arts become a tool in the creative process of teaching. Still, the teachers are personally and/or 

professionally related to art. Ava and Britt have great interest in and knowledge of the arts, along 

with certain school assignments related to aesthetic learning. Thus, they wish to include both 

students and colleagues in arts collaboration.  
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Expectations and Roles 
Besides being rooted in drama, the drama pedagogues are also rooted within education or 

the arts. They are combining their first-career experience with drama, thus influencing their 

professional object or the purpose of their craft (Risatti, 2007; Carlgren & Marton, 2002). In fact, 

neither of the drama pedagogues sees drama as a professional object. Theatre A’s drama 

pedagogue has CoPs in both drama and art, and Theatre B’s drama pedagogue has her CoP in 

drama. They both relate their leadership function in collaborative projects to the metaphor of a 

bridge, that is, to communication or mediation. This could mean being a bridge, a part of the 

whole construction, or building bridges as support for those who collaborate. The drama 

pedagogues approach social roles differently although both show a close and intimate familiarity 

towards actors. This is most significant with Anne, though Bonnie is somewhat distanced and 

more of a colleague. Teachers are considered as friends which means another kind of intimacy, 

but without the risk inherent to familial relationships. Fiction clarifies that drama pedagogues 

sees teachers as customers.  

When entering collaborative projects, the actors are distinctly rooted in theatre craft, with 

the exception of Blanca, who, in addition to the product of staged performance, also wishes to 

reach the product of a drama pedagogue. In their wish to work with children and youth, the 

actors are value driven, and when entering the collaborative process, they relate mainly to their 

young target group.  

The teachers are rooted in their dedication to teaching but also have strong interest and 

varied experience in the arts. Their belonging is clearly in the craftsmanship and CoP of 

teaching. In Context A, both teachers wish to retain the teacher role in the collaborative project 

but combined with a role related to the arts. Teachers Ava and Britt share the desire to be 

mediators. Their interpreted, desired social roles differ, but also relate to art and culture in 

school: neighbour, friend, paladin and rebel.  

Experience of the Process 
Planning well in advance and communicating well are crucial tasks in a collaborative 

project, in order to prepare the professionals before the students take part. The drama pedagogue 

controls communication, so her modes of communication with different professions are 

important to the project’s outcome. In this case, communication has several purposes, mainly 

concerned with how the projects will work within the school’s context and organisation. Most 
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professionals find that the school’s framework constitutes an obstacle to students’ encounters 

with art, and both school management and teachers are key for overcoming this obstacle. Despite 

the school’s somewhat negative framework, educators are also experts in working with children 

and youth and in organising their learning, for instance, creating small work-groups. This 

knowledge contributes greatly to the theatre professionals’ work. Otherwise, according to 

principal Arvid, chaos would ensue. As previous research shows, many professionals mention 

the importance of finding schools’ ‘fiery spirits’ for performance projects (Lund et al., 2013). 

Another reminder of previous research is when drama pedagogue Bonnie recounts stories of 

teachers who are inattentive or do not understand their collaborative role (Arnman et al., 1983). 

Other stories, however, concern teachers deeply engaged with their students. In Contexts A and 

B, nothing evidences participating teachers’ disinterest. On the contrary, teachers who participate 

in collaborative projects are interested and enthusiastic, observing how art can open new and 

alternative windows for learning. In general, teachers experience the drama pedagogue’s role as 

significant in opening these windows. In their classrooms, teachers would like to use the drama 

pedagogues and artists’ tools, but no structure exists for when and how to do so. Too, teachers’ 

tasks in projects can sometimes be unclear. Theatre management talk about the changes in 

schools and theatres’ knowledge of the other’s organisation. There is now mutual understanding 

of framing factors, but accessing schools and teachers remains difficult. Although schools and 

theatres share commitment to and interest in art, rigid framing factors still often hinder 

collaborative work. Another change at theatres is the drama pedagogues’ rising professional 

status. Importantly, part of the changed status includes the drama agenda participating with the 

artistic team throughout the entire creative process. The drama pedagogue integrally plans the 

collaborative project’s concept because theatres have children and young people as their main 

target group.  

In sum, the discussion of stories and contextual studies show that communication and 

planning are perceived as crucial in collaborative projects. When planning a project, the school 

and the theatre must both have their say, in order to create a project that works for students.  

Teachers participating in collaborative projects are interested in collaborating with artists, whom 

they know can contribute to students’ learning. Teachers also see the drama pedagogue as 

important in responding to the school’s need, i.e., contributing to students’ learning. Even though 

teachers do not always know when and how to do so, they want to use the tools and the 
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repertoire they obtain during collaborative projects, primarily from the drama pedagogue. Artists 

participating in collaborative projects are interested in communicate values and interesting 

themes in encounters with children. Drama pedaogogues participating in collaborative projects 

because it enables them to reach their prime professional goals. The drama pedagogue governs 

communication and planning in the collaborative projects and it seems the drama pedagogue’s 

status at the theatre is rising.  

Roles in the Collaborative Process 
In collaborations, drama pedagogues assume and receive diverse, multifaceted, 

administrative, artistic and educational roles. The most important role is service specialist, 

someone who shares important information about the school with theatre staff, so they can reach 

their goals.  However, relating to colleagues as family is risky for both the drama pedagogue and 

the artists since they might punish one another if one of them errs (Goffman, 1959). Another 

risky role for the drama pedagogue is specialist of education (Goffman, 1959) because in this 

role, she teaches others how to make an impression, in this case, how actors should relate to 

teachers. Since only the drama pedagogue understands underlying reasons for certain kinds of 

behaviour, the actors might feel a bit uncomfortable in her company. The drama pedagogue’s 

confidant role in relation to teachers and artists is potentially important for their reflection and 

learning. Since reflection is not done strategically, however, the reflections might remain with 

the drama pedagogue instead of being usefully shared with all the professionals. Important tasks 

consist of maintaining the actors’ interest and of relating the collaborative process to their main 

interests, theatre art and encounters with children and youth. Otherwise, the actors might become 

outsiders, avoiding participation and communication (Goffman, 1959). Although actors want to 

remain within their craft and, generally, outside educational matters, they do become ‘teachers’ 

during the process. Consequently, the teacher Andy assumes the role of help leader and prefect, 

a limited aspect of the teaching profession. These are not roles he desires, but again, the teachers’ 

role in the collaborative project was not clear. During the process, however, teachers clearly 

wished to be where art is created. They also wished to help plan the project, using their 

educational expertise, along with their interest and competence in the arts. In the role play, only 

those who belong to Team Theatre where allowed backstage, that is, outside the official meeting 

space. This is where secrets are addressed, and performers share what they hide from others. 

Such communication is often contrary to that occurring front stage (Goffman, 1959). Thus, the 
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scenario became a risk of contingent occurrence rather than a clear result. But such risk has 

further consequences. When teachers are not involved they receive low status which makes them 

change their position and thus relation to other professions (Nilsson & Waldemarson, 1988, 

Biddle, 1979). This might withdraw teachers from collaboration. The drama pedagogue or the 

artists occasionally invite teachers to join Team Theatre temporarily as guest colleagues. This 

invitation opens the possibility for teachers to act as service specialists to the actors, providing 

them information on students to help the actors reach their goal. Coming together as equals 

creates mutual respect and enables teachers and artists to establish a team (Ledgard, 2005). In 

other words, the artists’ invitation to the teachers is crucial for the collaborative project’s 

success. Too-passive teachers might become non-persons (Goffman, 1959), resulting in less 

freedom for other participants, for example, in students’ creative ability for performance. Any 

movement from one position to another with change of status means a change of expectations 

from other roles (Nilsson & Waldemarson, 1988). Teacher Ava goes back and forth in status 

during the role play which may be challenging considering the amount of expectations to be 

processed, both from herself and others.  Drama pedagogue Anne also changes her status during 

encounter, but this works as a tool for control of the impression and in that way secures her 

motif: a successful collaboration (Goffman, 1959). 

Craftsmanship Applied 
According to the portraits and poems, all the professionals can generally be situated 

within the expected categories of their craftsmanship. This is despite neither of the drama 

pedagogues working for the professional object of drama which is changed understanding and 

individual learning through impersonation. Instead, one aims for the product of actors, staged 

performance (Anne), and the other for the product of teachers, learning (Bonnie). Additionally, 

one actor (Blanca) wishes for the drama pedagogue’s product. During the collaborative process 

and the encounters, however, these positions change.  

Drama pedagogue Anne stays with the professional object staged performance. During 

the creative process, she uses materials, tools, working methods, skills and creative processes of 

both artists and drama pedagogues, thus combining her two trained professions. Consequently, 

she has three products, those of artists, teachers and drama pedagogues, ending in a broader 

result than she had hoped.  
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The actor Ayla stays with her craftsmanship but shares with teachers a supplementary 

professional object (learning) and material (students). She also lends the drama pedagogue’s 

tools and working methods, indicating that, as craftsman actor, she uses another craftsman’s 

tools and working methods to work on a third craftsman’s material. This process does not lead to 

any others’ products, and she remains with her craftsmanship’s product, staged performance. All 

this might be good, but Ayla possibly loses a complementary result and the drama pedagogue’s 

product she desired--changed understanding.  

Teacher Ava stays with her craftsmanship and achieves her desired product. During the 

process, she uses some artists’ tools and demonstrates some artistic skill from her previous 

career, which she had not been able to use in the school context. After their non-use, however, 

these skills reawakened during the process in the artistic context. Ava has also been presented 

with a broad range of artistic tools that she will likely use in her teaching. Teachers’ previous 

artistic tools seem to connect with newly learned artistic tools that can be used in the classroom.  

Teacher Andy stays with his craftsmanship and achieves his desired product. Like teacher 

Ava, he demonstrates artistic skills, that is, performative capability. The creative process and 

encouragement from the actors confirm his continued use of these skills in the classroom. Even 

so, whether Andy will use the actors’ specific tools is not certain, especially since previous 

studies show that teachers’ ability to use artists’ tools is linked to time for reflection in light of 

the teaching profession (Balic & Kupferberg, 2008).  

Drama pedagogue Bonnie works intensely with her craft’s object, the drama process 

through her profession’s tools, methods and skills. Unlike other drama pedagogues, she does not 

use creative pedagogical action in communication with the students. Instead, she lends the 

actors’ creative process and uses creative action in communication with other professions, 

perhaps for contextual reasons, that is, she works with artists in their territory. Another possible 

explanation is that the students of her craft are not primarily children and youth, but other theatre 

professionals. In that case, she remains within the drama pedagogue’s creative process.  

Based on these summarised results, the study’s suggested statements on craftsmanship 

follow: When a drama pedagogue combines craftsmanship of artists and drama pedagogues, the 

results are art, learning and change in understanding. When an actor combines craftsmanship of 

artists and teachers, the result remains art work. Lending from other professions is not feasible 

for an actor to bring forward other desired products. During encounters with professional artists, 
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teachers already skilled in the arts are encouraged to use or continue to use those skills in 

teaching. In the classroom, teachers might use artistic and drama pedagogic tools lent to them, 

but this might also depend on time for reflection.  

Communities of Practice Applied  
All professional encounters during the projects are strongly framed by a drama pedagogic 

CoP. The drama pedagogue has been deeply involved in planning, creating, communicating and 

selling art work and pedagogical workshops in collaborations with other professions. Despite the 

drama pedagogic CoP frame’s strength, it is not the only CoP present in the collaboration. The 

drama workshop room create a new frame within the school’s CoP (Figure 10).  

At theatre and school workshops, the school code challenges the drama pedagogic CoP in 

both Contexts A and B. When the drama pedagogue leads the workshop, this challenge does not 

disturb the process, as in Script 2. In contrast, when actors lead the workshop, as in Script 1, the 

school code does interfere (Figure 11).  An explanation might be that if the drama CoP is not 

fully applied, other codes can leak in.  

In reportage ‘A Surreal Adventure’, the dramaturg temporarily inserts spotty, distorted 

images of teachers’ CoP. Whether this affects the workshop’s aims is unclear. Within the CoP 

created during workshops, occasional rooms of artistry occur (Figure 12). These temporary 

rooms within rooms retrieve content, process, tools and techniques from artists and actors’ CoP. 

The temporary rooms might include teachers and actors’ encounter in art (Script 2), but also 

teachers’ encounter with art (Reportage ‘A Surreal Adventure‘). In these rooms, teachers clearly 

reveal their desire to be part of the actors and the drama pedagogues’ CoPs. Temporary rooms of 

artistry can be viewed as housing the social process of meaning making (Wenger, 2010) related 

to learning potential within a creative process. These rooms, no matter the outer CoP frame, are 

important to make happen if teachers and artists share interest in learning. These occasional 

events are the only signs of a new, shared CoP unique to these three professions’ encounters. 

Wenger calls such a shared CoP a regime of competence, an ‘engagement, imagination and 

alignment within a social learning system that supports and sustains members and the 

community itself’ (Wenger, 2010). Thus, small signs of a regime of competence are created 

during the encounters.  
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Figure 10. Drama CoP created within the school CoP through a temporary art CoP.  
 

 
 

Figure 11. An incomplete drama CoP created within the school CoP. The school code is leaking in. A 

temporary art CoP is created within the CoP. 

 

 
 

Figure 12. A drama CoP created within an arts CoP through a temporary art CoP. The school code is a 

temporal spot, inserted by an artist. 

 

 
 

In the fictional dimension, during role plays, the CoPs applied are largely structured 

according to the physical context (school or theatre) and the invitees (the host influences 

professional encounters). In a meeting at the theatre, the school’s CoP takes over if the teacher 

feels threatened. Based on ‘speaking the same language’ as the professional she wishes to 

influence; the drama pedagogue uses various strategies to reach other professionals. To reach the 

teacher, she uses drama pedagogic repertoire; to interest the actor in the project, she uses streaks 

of the actors’ CoP. In her eagerness to implement a successful project, the drama pedagogue 

becomes a border guard with the dual effect of preventing artists and teachers from encountering 

the other’s profession. Although the project is successfully conducted, the teacher and the artist’s 

lack of communication prevents the teacher’s function as a broker, that is, a CoP member who 

shares valuable knowledge with another CoP (Durham, 2018; Hegender, 2010; Wenger, 1998).  

This chapter has discussed stories created in relation to theory during the research 

process. The next chapter concentrates on certain emergent themes connected to the research 

project’s main interest.  
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6. Discussion and Analysis of the Study 

 

 

In this chapter, themes from findings regarding reasons, roles, craftsmanship and CoPs 

are discussed and analysed in their connection to theories. The reasoning concentrates on 

observed encounters in real and fictional events and also indicates what the risks are in further 

collaborative projects. In the study situated in a Swedish context, theatre staff, with their 

experience collaborating with schools, are master instructional artists performing for, interacting 

with, collaborating with and deeply involving themselves in school development (Gradel, 2001). 

In this multifaceted collaboration, theatre management are certain about the importance of 

employing a drama pedagogue. The drama pedagogue becomes the bridge to reach all children 

and youth, who are the focus of the collaborations. Certainly, competence is needed for contact 

and planning with schools and in workshops with students, so school management share the 

perspective on the necessity of a drama pedagogue. In addition to the drama pedagogue’s 

external work, she is also an important co-creator for the entire production and an educator for 

artists in their learning and art work. The drama pedagogue is a hub in the productions and for 

the thesis as a whole. Therefore, the following discussion relates mainly to the drama pedagogue.  

A Process Characterised by Drama 
The study shows that drama characterises the entire creative and collaborative project. 

With this characterisation, it is hardly surprising the drama pedagogue becomes the process’s 

most skilled craftsman. In this case, all other professionals work within someone else’s territory, 

namely the CoP of a drama pedagogue. This circumstance might partly explain why actors 

imitate and teachers withdraw or reduce their craftsmanship. The drama pedagogue’s function is 

to overcome obstacles, as highlighted in previous research and projects. Now, the drama 

pedagogue ensures that the project is implemented and understood, taking care of important 

communication with schools and their sales of projects. From the perspective of theatre 

management, it seems that working from the base of drama pedagogics is a deliberate choice. In 

my view the professionals involved in a project could benefit from being aware of this and either 

accept working in a drama pedagogic CoP or create a new unique CoP. A CoP is not easily 
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decided upon by simply making rules for the collaboration since it also consists of complicated 

acts of interactions and negotiations (Wenger, 1998). Though in dialogue with management the 

professionals could discuss and agree on the three components of practice culture according to 

Lave & Wenger (1991) which are an area of interest (a domain), a context or a culture (a 

community) and the main activity (the practice). This could become a start in creating a new 

community built on ‘shared knowledge of what they are doing and of what it means to them, 

each other, and society’ (Holmqvist, Bergentoft & Selin, 2017, p 193). I relate this quote to 

quality within collaborative projects between school and professional artists since the work is 

indeed related to society through the project's importance to children and young people.  By 

working together, the professionals with time would grow a repertoire where they share routines, 

words, stories, concepts and ways of working (Wenger, 1998). The shared repertoire would be 

the resource for negotiating of meaning in the community (Brouwer, Brekelmans, Nieuwenhuis 

& Simons, 2011). Though the shared repertoaire is created in relation to the mutual domain and 

the practice, the individual professionals can still keep the uniqueness of their own craft and 

craftsmanship.  

School Culture’s Effect on Outcome 
The projects’ artists and teachers focus intensely on school’s framing factors that become 

obstacles to collaboration. Above all, time seems the most troublesome framing factor, a view 

noted in previous research (Arnman et al., 1983; Ledgard, 2005; Lund et al., 2013). However, 

more relevant might be to focus on obstacles described in previous research but not visible in the 

present study. First, no respondent mentions lack of resources, probably due to the Creative 

School program’s funds. Second, there is little talk about problems related to organisation. The 

project implementation seems to have worked, and all the professionals accepted the school’s 

framework. Third, the two theatres seem to have been acceding to the principals’ requests for 

evaluation of the Creative School programme (Lund et al., 2013.) Artists now understand how 

schools work, an understanding absent 10-15 years ago (The Swedish Art Council, 2007). 

Fourth, although the school’s culture has been accepted, this study shows that it affects the 

collaborative process’s outcome. School code is strong and leaks in where it can, challenging and 

interfering with the constructed drama pedagogic CoP.  
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The Drama Pedagogue’s Multifaceted Role  
Drama pedagogues assume, receive and are assigned many and diverse roles, more than 

any other professional in the projects. Management has high expectations for drama pedagogues 

in terms of administrative, artistic and educational tasks, including collaborative projects. Based 

on interpretation of the portraits, the drama pedagogues desire fewer tasks but wish to keep the 

roles of communicator and mediator. From a drama pedagogue’s perspective, I find some 

administrative tasks of the drama pedagogues as waste of expertise. Indeed, the study’s drama 

pedagogues do not spend much time on the core of their craftsmanship. Having a multitude of 

diverse tasks and relationships to maintain might increase the risk of negative stress. An 

alternative understanding is that a theatre’s drama pedagogue, in an artistic instead of an 

educational context, performs many administrative and communicative tasks, making the 

position, in reality, a variant of the usual drama pedagogue position.  

The familiarity and intimacy shown by both drama pedagogues in their relations is 

common on a team, even though team members risk other members’ punishment when they do 

wrong and/or behave differently than expected (Goffman, 1959). Therefore, the drama 

pedagogues risk much in their relationships. In contrast, the drama pedagogues reserve family 

roles for the theatre team, considering the teachers only friends or costumers. However, 

friendship means another kind of intimacy, but without the risk inherent to familial relationships.  

The role of service specialist is, in my view, relevant to development and learning of the 

professionals in the collaborative project. The service specialist provides information and skills 

to others on the team (Goffman, 1959). In the drama pedagogues’ case, this role involves 

knowledge of the school and the experience of encountering teachers and students, skills 

important to artists in their ambitions and assignments. The special kind of service specialist, 

which Anne becomes, specialist of education, means teaching others on the team how to make a 

good impression (Goffman, 1959). Of course, holding the key to how others can appear better is 

a position of power. However, this position comes with a down-side because performers might 

feel uncomfortable associating with someone who knew them as less skilled. The specialist of 

education can also speak in the audience’s voice (Goffman, 1959), in this case, as students or 

teachers and artists who participate in the project.  

The role of the confidant is, in my view, relevant in connection to the task of bridging art 

and learning. The confidant may be trusted with other professionals’ emotions and confessions 
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(Goffman, 1959). Becoming a vessel into which others project experiences can be linked to 

reflection on the collaborative process. In drama, reflection is an important part of learning 

(Bolton, 1993). The reflection is also of great importance in collaborative projects between 

school and professional artists and between teachers and artists (Gradel, 2001; Ledgard, 2005). 

In this way, the drama pedagogue’s role as confidant can be important for the professionals’ 

learning during the process and for the project’s potential success. However, reflection should be 

conducted strategically and collaboratively among all professions (Gradel, 2001). Now, the need 

for reflection might remain only a confession to the drama pedagogue. Considering the 

background above, the drama pedagogues, in their varied roles, have much to gain from bridging 

and mediating among professions. With the drama pedagogue’s help, other professionals can 

achieve their ambitions and thus provide the project the opportunity to succeed. Too, drama 

pedagogues become important in reflection on the process. Finally, drama pedagogues risk 

much, especially others’ trust in their roles of communication and confessor.  

To be Among the Artists for a While 
Teachers are well aware of their professional role, which they also desire in 

collaboration, albeit in different ways. The two teachers’ desired social roles differ but could be 

interpreted as their relationship to art and culture in school: neighbour, friend, paladin and rebel. 

Though in the process, regardless of their views on themselves, teachers play roles of link and 

mediator, which mean bringing different aspects together, in this case, the student’s world, the 

school’s goals and the artists’ ambitions. Teachers also receive discrepant roles of colleague or 

guest colleague, inivited to share the theatre team’s favour and respect and be recognised as one 

of them (Goffman, 1959). When Andy receives confirmation of his performance skills, he 

transforms from ‘stranger’ to temporary Team Theatre member. Fortunately, then, actor Alrik 

opens to Andy’s educational professionalism, giving him the opportunity to act as service 

specialist, an important source of information and knowledge about the students (Goffman, 

1959). Thus, teachers want to be more than just teachers in the collaboration. As revealed in the 

scripts and reportage, they also want to be where art is created. They are occasionally allowed 

that space, but at the fictional level, they are excluded. Teachers are not allowed backstage, no 

matter where meetings are held.  
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Teachers also wish to participate to a greater extent in planning. They want to relate to 

the artists and be close to the theatre’s creative process. Teachers’ exclusion backstage, however, 

risks their losing the desire to collaborate. Teacher Andy manifests this in the role play; he feels 

threatened and questioned rather than enthusiastic about participating in what he initially 

considered an interesting and positive environment. He risks becoming an outsider, one who 

neither acts nor observes (Goffman, 1959). As a specialist of education, Britt differs somewhat 

from the other teachers. With her connection to the mediator role, she shares the drama 

pedagogue role, probably because of her assignment as head teacher in aesthetic learning 

processes and her task to link the school to professional art. Like the drama pedagogue, the 

specialist of education significantly determines the project’s success; however, other participants 

risk feeling uncomfortable in her presence (Goffman, 1959).  

Outsiders and Non-Persons 
In the role play, when actor Ayla does not experience the meeting as interesting enough 

based on her perspective and goals, she sometimes shuts down communication and becomes 

unavailable. In this way, she acts like teacher Andy when he feels threatened and does not trust 

the artists’ skills with his students. Ayla then becomes an outsider, not participating as performer 

or observer (Goffman, 1959). Additionally, to assume and receive the queen role risks increasing 

such distance. Ayla’s interest revives, however, when the conversation turns to questions about 

which she is passionate: theatre arts and encounters with children and young people. When a 

professional is showing distance, opportunities for responsiveness to other professionals 

diminish as I view it. If there is a lack of interaction in the process, there will be a reduced arena 

for showing social skills, important elements of cooperation in the sentence of Sennett (2012).  

A teacher can choose to become a non-person, someone who does not participate at all in 

the collaborative process (Goffman, 1959). In Script 2, Ava waits, like a servant, prepared to act 

if she needs to do so (Goffman, 1959). This might be so that students can encounter the artists 

and create without interference. In this way, Ava has given herself a significant, if rather passive, 

task in the collaboration. Still, her most important activities occur in the project’s preparation, 

before the artists meet the students. Once the encounter is in place, she can step aside. In the role 

play, teacher Ava also gives actor Ayla a non-person role, from a less positive perspective than 

her own. Ayla becomes a servant conducting a project to suit the school’s needs. Such distancing 
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is highlighted by the view of Ayla in the social role of stranger. In Goffman’s interpretation, a 

servant affects how others behave and communicate, risking restricted behaviour (Goffman, 

1959). In this way, the teacher’s choice of passivity risks creating less freedom for all 

participants’ actions, for example, in students’ creative performance ability. With similar 

reasoning, such risk might also arise when the actor is made a servant.  

Let Artists be Artists 
During the process, actor Ayla and dramaturg Aiden assumes roles of teacher and 

educator. Interestingly, these are roles about which Ayla is sceptical and ambivalent and with 

which she does not wish to identify. Taking on these roles occurs during interactions, in 

encounters with students and the other professions. Actor Ayla’s use of the drama pedagogue’s 

tools is not quite successful. A possible explanation to why she is not able to achieve the result of 

a drama pedagogue is that she is not sufficiently using the lended tools and working methods. 

Through her own craftsmanship, actor, she shares the tools of a drama pedagogue which are 

Tools of theatre craft, Aesthetic languages, Creative actions and Movement. Access to tools 

related to Authenticity, The group, Leadership, Pedagogical thoughtfulness and Pedagogical 

understanding is not as obvious. These aspects are related to quality of teaching and a relational 

perspective, which includes love and care, ethical responsibility and an ability to consider the 

child's perspective in a non-judgmental way (Aspelin & Persson, 2009). The tools are related to 

an important skill of a drama pedagogue, not accessible to Ayla. That is Professionalism-in-

relationship, including teaching situations, pedagogical relations and pedagogical actions, all in 

relation to students (Aspelin & Persson, 2009). Since Ayla is interested in a sincere 

communication with students, she could benefit from these aspects. The challenge would then be 

for Ayla to teach on the premises of her own craft and craftsmanship of an actor.  

Being an actor, Ayla accesses the working method of Intuition. Although closely related, 

use of intuition in art work is not the same as Intuitive decision-making in drama work. A skilled 

drama practitioner, as any other teacher, notices what happens in a classroom, analyses, makes 

decisions and invests in actions. This process takes place automatically and is the ability of an 

experienced teacher and the hours spent detecting patterns in a classroom (Björklund, 2008). 

Since Ayla has her experience from other settings she can hardly access this working method, 

which also holds for the lack of working methods of Preparation, Coordination and Reflection, 
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being related to the training of a drama pedagogue and not only to experience. The actors in the 

study seem to be aware of preparation and coordination but a further awareness of reflection 

could add to the success of the workshops performed. 

In the 1980s, Ken Robinson (1982) argued the importance of artists working with art in 

collaborative projects but not becoming some kind of teacher. This study and previous research 

find that artists do not want to be educators (Lund et al., 2013). Still, for good reasons, artists are 

leading workshops framed by drama pedagogic craftsmanship and CoP, with results I doubt they 

desired. Since they do not have a drama pedagogue’s repertoire, they risk becoming authoritarian 

teachers, quite different from what they wish to be: creative individuals with radical values, 

aiming to liberate students. In this situation, however, blaming the artists is unfair. Theatre 

management has decided that drama pedagogic should permeate the entire creative process and 

be at the core of school encounters. This means the artists have no choice. In many ways, drama 

methods are working well and succeeding in projects, not only in pre- or post-work but in the 

whole creative process connected to performance. With this reasoning, the challenge seems to be 

to let artists be artists in collaboration, not only on the stage but in all encounters with teachers 

and students.  

A Lost Opportunity for Brokerage 
When the drama pedagogues discuss their work, an important link or bridge between 

professions appears, mostly connected to preparation and to preparation specifically for 

encounters. As mentioned, the drama pedagogue, present throughout the process, implements the 

entire project. When the encounter itself occurs, the drama pedagogue welcomes the teachers and 

invites them to the rooms for art. She becomes the guide who highlights questions and pilots 

visitors, continuing to be a link and create bridges. At the same time, this thesis shows that she 

can become a border guard, possibly preventing teachers and actors from having authentic 

encounters with each other’s professions, perspectives and aims. Actor Blanca says, for example, 

that she does not usually meet with teachers during organised seminars, a task the drama 

pedagogue most often takes. Avoiding unnecessary frustration, as the drama pedagogue does, is 

an important social skill in cooperation (Sennett, 2012). Though it is needed, the challenge for a 

mediator, as I perceive it, would be to know when and how to intervene to avoid frustration and 

when to not. This is related to how experienced craftsmen make decisions during process 
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(Björklund, 2008).  It is also related to knowledge within a craft, a reflection in action when 

knowing how to do in difference to only know what to do (Janik, 1996, Schön, 1987). With an 

awareness of how to use the social skills when mediating, there is a possibility for the drama 

pedagogue to expand her role and thus increase her ability to cooperate (Sennett, 2012).  

Understanding this enabling and obstructing role, theatre management could make 

different choices during project planning. Increased encounters between artists and teachers offer 

many relevant opportunities, and this study shows potential in teachers becoming brokers for 

artists, sharing valuable knowledge and skills (Durham, 2018; Hegender, 2010; Wenger, 1998): 

knowledge about the students, tools like authenticity, pedagogical thoughtfulness, pedagogical 

understanding and skills like professionalism-in-relationship. These tools would interest the 

actors since they are concerned with the welfare and development of children and youth. Indeed, 

the drama pedagogue has methods to create a safe, trustworthy atmosphere for these encounters, 

thus changing actors’ view of teachers as hindering their work to respecting them as 

collaborative partners with important competencies in work with children and youth.  

Communicating Aims and Respect of Other 
The teachers in the study express that collaboration with professional artists must be 

connected to the aims of school, teaching and curriculum. The art institutions meet up with this 

interest in the planning of projects, but the involved artists do not seem to share the ambition of 

their organisation. My view is that acknowledgment of a jointly communicated purpose of the 

collaborative project, including the aims of school, does not necessarily mean that artists have to 

abandon their artistry. In contrary, this study shows the importance of artists being artists. 

Rather, all the professionals involved need to understand what each craft and craftsmanship can 

contribute in students learning and experience of art. This is related to the previously suggested 

discussion by the professionals on domain, community and practice which then relate the arguing 

of a jointly communicated purpose to the theory of CoP (Lave & Wenger, 1998).  

Knowing the purpose, the aim of the collaboration seems crucial and I will argue on this 

further with connection to the program Creative Shool and the meaning of cooperation (Sennett, 

2012). Projects funded by Creative School aim for experiencing art and carrying out artistic 

activities in relation to curriculum or gaining intrinsic value in encounters with students or both 

of these. Regardless of which, it is not certain that the main aim is communicated to or by the 
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craftsmen of a certain project. Even if the aim is communicated, there is no guarantee that it 

constitutes the driving force of the craftsmen gathered to manage the project. When the very 

basis of the cooperation is unclear it is difficult to understand what should be done and by whom. 

As a result, it will be hard to achieve cooperation in the sentence of Sennett that is ‘working with 

other people to do things you couldn’t do for yourself’ (Social Science Bites, 2012). This since it 

is not clear what the craftsman could do and not do by herself. Cooperation will then only 

connote the first half of Sennett’s definition, that is ‘working with other people’ (Sennett, 2012).  

When artists and teachers establish teamwork as equals, they respect each other’s 

professions despite their differences (Ledgard, 2005). This happens when temporary rooms of 

actors’ CoP, within a drama pedagogic CoP, are created, and teachers are invited. These 

temporary rooms, built on trust and respect, are important for individuals’ meaning making 

(Wenger, 2010). In this social process, learning within creative processes is made possible 

(Aulin-Gråhamn et al., 2004). According to experience from project Animart, how teachers and 

artists relate to each other greatly impacts students’ learning. With mutual respect, professionals’ 

work is mutually complementary, and they become students’ role models in relation to the 

creative process (Ledgard, 2005). This experience also highlights teachers’ importance as part of 

the whole creative process. For the sake of remaining active during the process, teachers must be 

well informed about the process (Lund et al., 2013).  

Risk Taking and Resistance for Development 
Shared trust between art and school increases the ability to take risks, an ability 

fundamental to learning through art (Ledgard, 2005). Both Theatres A and B have worked hard 

to build relationships and have spent much time and effort planning and implementing projects 

with school management and faculty. This investment means they have a solid basis for risk 

taking. They could challenge the teachers involved in many ways, for instance, inviting them to 

be creative in the process. In this study, the word risk often relates to how the drama pedagogue 

interacts with theatre colleagues. In fact, the drama pedagogue spending as much time building 

shared trust within her organisation as on external projects might greatly reduce the negative 

aspects of her risk taking.  

Sennett argued the importance of resistance as a starting point for development of a craft 

(Sennett, 2008, MAK, 2006) and I relate this to risk taking. By taking the risk in embracing 
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resistance in the collaborative process, the professionals of interest for my study could reconsider 

their practice. In the trying of finding new ways of solving problems, new terrains are likely to 

open up entailing new things to be explored. This would require the professionals to be open to 

the idea of viewing themselves as craftsmen and that there are possibilities to develop their 

craftsmanship when encountering difficulties of various kind in collaborative processes. This is 

why I think there is a problem when the drama pedagogue becomes a border guard. By 

preventing teachers and actors from having authentic encounters with each other there might be 

fewer opportunities for these craftsmen to experience resistance. However, the drama 

pedagogues in this study are likely to develop their own craftsmanship when experiencing 

resistance in bridging and linking teachers and artists. 

To embed a new technique and to incorporate a new habit is often difficult for a 

craftsman, according to Sennett. The reward is however great when managing, considering the 

potential of developing good craftwork (Sennett, 2008). Since the quality of craftsmanship is 

embedded in the making, and the technique becomes better when making a certain procedure 

over and over again, teachers, professional artists and drama pedagogues should expose 

themselves to continued encounters and collaborations.   

Learning from Each Other 
The professionals in the study commented on the learning and benefits from the 

collaborative projects. According to teacher Britt, importantly for communication, Theatre B has 

learned much about school, including understanding of students’ diverse needs. Improvement 

has emerged through the theatre’s interest and from the school’s ability to raise important issues. 

Britt has realised the importance of reflection and analysis in creative processes, an insight she is 

spreading to colleagues. Teachers from both Contexts A and B now use drama in their teaching 

more than previously, and they have access to a larger repertoire of exercises. These impacts on 

teachers’ practice, repertoire and ability to reflect follow the evaluation results of Creative 

Partnership (Sharp et al., 2006). In comparison with key success factors for collaboration 

between art and school as described by The Swedish Art Council (2007), these schools and art 

institutions are doing well. The projects are well anchored within the whole organisational 

system. There is good structure for coordination, built by the drama pedagogues at the theatres 

and the schools’ agents of culture (kulturombud). School management provide strong support. 
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Plans are well shared among management and coordinators but less shared among teachers and 

artists. Training in the schools’ mission and organisation is offered for professional artists. In 

some ways, teachers are already trained in arts and culture and aesthetic learning processes, but 

they would like to know more and include their own artistic skills in the process.  

After this discussion on themes emerging from the research, the last chapter focuses on 

conclusions drawn from the study.  
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7. Conclusions 
 

This final chapter reviews the content of the thesis and concludes with results, followed 

by discussion of the methodology and research design. Finally, I suggest questions for future 

research and implications for collaborative projects involving professional artists and schools.  

Overview of the Thesis 
Results of the thesis concentrate on encounters between schools and theatres at three 

levels: policy, organisational and individual. The thesis explores how theories of roles, 

craftsmanship and CoPs might be applied to individual professionals and their interactions 

during collaborative processes. Although adults involved in aesthetic and learning projects for 

children and youths have been noticed in previous research (Lund et al. 2013, Ledgard, 2005, 

Smithrim & Upitis, 2005) the thesis elucidates perspectives previously unnoticed focusing on the 

adults encounters as unique craftsmen and representatives of a certain CoP.    

Literature Review first concentrated on a historical perspective from which the last 40 

years of school curriculum and culture policy were presented. This reading revealed no clear 

willingness, on the school policy level, to involve professional artists in collaboration. On a 

cultural policy level, the reason to engage in and take most of the responsibility for arts and 

culture in collaboration with schools relates to labour market policy and to children and youth’s 

right to professional arts and culture. Previous research was found to reveal five themes: tensions 

regarding organisation and framing factors, tensions regarding culture, tensions regarding 

mission and roles, learning through partnership and successful partnership. Literature review also 

introduced the study’s main concepts. For describing the three professions’ craftsmanship and 

CoPs, two models of analysis were developed. The theoretical basis of craftsmanship included 

concepts of professional object, skills/competence, material, use of tools, working methods, 

technical process and product (Carlgren & Marton, 2002; Dormer, 1994; Janik, 1996; Risatti, 

2007; Sennett, 2008; Schön, 1987). The theoretical basis for CoP came mainly from the work of 

Lave and Wenger (1991), constructed through concepts of domain, activity, community, 

knowledge, knowledge tradition, joint enterprise, task, repertoire and shared history and 

perspective. The chapter also included a presentation of role theory according to Nilsson & 

Waldemarson (1988) and Goffman (1959).  
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Method introduced the research design and methods for the survey and analysis. The 

ethnographically inspired case study was completed through narrative inquiry, in order to 

analyse empirical material in an aesthetic way, that is, finding possible entrances through texts in 

the genres of reportage, play scripts and poems. Narrative inquiry also constituted an attempt to 

make the study, or parts of it, understandable to non-academic readers. This method strongly 

inspired the analytical outline since it was structured through understanding of narrative inquiry 

as a story about stories. The chapter also covered a description of the arts-based methods used.  

Context Studies and Stories, presented the individual professionals and the stories 

created: portraits, poems, reportages, play scripts, readings and role plays. In this part of the 

thesis, methods of narrative inquiry and ABR were explored and used. On the fictional level of 

as-if encounters, role plays provided the study with additional material impossible to obtain 

otherwise.  

Discussion of Stories and Contextual Studies, provided a conclusion of the literature 

review, the empirical study and the crafted stories, analysed and discussed with the help of the 

models developed in chapter three based on the theoretical perspectives of craft and 

craftsmanship (Carlgren & Marton, 2002; Dormer, 1994; Janik, 1996; Risatti, 2007; Sennett, 

2008; Schön, 1987) CoP (Lave and Wenger, 1991) and role theory (Nilsson & Waldemarson, 

1988, Goffman, 1959).  

Discussion of the Study, elucidated themes from findings in connection with the main 

interest: reasons, roles, craftsmanship and CoP.  

The thesis was structured in a way that hopefully provides the reader with needed 

information on why and how the study was conducted, its outcomes and results. Below, the most 

important findings are summarised. 

Summary of Findings 
At an organisational level, the theatres in the study collaborated with schools because of 

their ruling policies and agendas connected to the aim of reaching all children and youth. The 

schools’ collaborated due to policy documents, individual interest and the school improvement 

process. Both organisations found it important to have a coordinating employee to administer, 

manage and facilitate the collaboration. At an individual level, the professionals chose to 

collaborate largely to support the creative process and the aim of their craftsmanship and/or 
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personal mission. For drama pedagogues and actors, collaboration in itself became a tool. For 

teachers, the arts became a tool.  

The teachers in the study were all dedicated to classroom teaching but also had personal 

interest and experience in the arts. They were interested in and enthusiastic about collaboration. 

Since they know from previous experience that the arts contribute to students’ learning, they 

look for opportunities to involve art in their teaching. Encounters with professional artists 

encourage them to use or continue to use when teaching the artistic skills they possess. When 

teachers are not invited to share the planning process or do not have a clear mission, they tend to 

become passive. This passivity might create less freedom for other involved professionals and 

students (Goffman, 1959). Distance diminishes opportunities for interactions of the professionals 

and thus responsiveness, an important element of cooperation (Sennett, 2012).  

The actors in the study were rooted in the craft of their art and were value driven in their 

wish to work with children and youth. To maintain their interest in collaboration, relating 

questions both to their art and to their target audience is important. Despite their scepticism about 

the school system and their dislike of involving themselves in education, actors became 

‘teachers’ during the collaborative process. An awareness of the drama tool reflection could add 

to artists succeeding in performing workshops. Artists were challenged to maintain their 

craftsmanship even when not onstage but also in encounters with teachers and students.  

The drama pedagogues in the study related their project function to the metaphor bridge, 

that is, the role of a communicator or mediator. The drama pedagogue is the professional who 

takes on and receives the most roles in the collaborative process. The communicative roles are 

important, for example, delivering information to the theatre about the school and vice versa. 

These roles are also risky because of the amount of information the drama pedagogue has about 

each person (Goffman, 1959). The confidant role is important in helping other professionals 

reflect on the process, but the reflection is likely to stay with the drama pedagogue rather than 

being shared within the teachers and actors’ communities. The fictional level shows that the 

drama pedagogue can become not only a bridge, but also a border guard who prevents 

encounters between teachers and artists, thus possibly also preventing them from sharing 

valuable knowledge from one community of practice to another (Durham, 2018; Hegender, 

2010; Wenger, 1998). The drama pedagogues could expand their mediating role and their ability 
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to cooperate if made aware of how to use their social skills more efficiently in the collaborative 

project (Sennett, 2012, Janik, 1996, Schön, 1987).  

In the theatre’s organisation, the drama pedagogue is much involved in the entire creative 

process. The interviews with the management and the drama pedagogues show the profession 

seems headed towards higher status within the art of stagecraft.  

In the two contexts, all encounters were strongly framed by a drama pedagogic 

community of practice. The study also shows how schools’ frameworks and school codes 

influence and challenge the drama framework, within which temporary rooms created by actors’ 

community of practice ‘appear’. In these rooms, professionals meet as equals and share a 

creative, social process of meaning making (Wenger, 2010). When art CoP finds its place within 

a workshop framed by a drama CoP, there are signs of a regime of competence, which indicates a 

shared CoP among teachers, drama pedagogues and actors (Wenger, 2010). The discussion 

suggested another opportunity for a shared CoP, when the partners in a conscious and strategic 

way share and communicate ideas of aims with the project, what should be done and what 

competence is required. This would fit into the definition of cooperation as ‘working with other 

people to do things you couldn’t do for yourself’ since it points out what each craftsman is able 

to contribute. The dialogue of the professionals would constitute a base for a new community 

where the professionals would grow a new, unique repertoire as a resource for negotiation 

meaning (Wenger, 1998, Brouwer, Brekelmans, Nieuwenhuis & Simons, 2011). Meaning and 

meaning-making are key words as effects of a successful collaboration since they are related to 

learning within a creative process (Aulin-Gråhamn, Persson, & Thavenius, 2004).  

Another study finding lies on a methodological level, demonstrating how ABR methods 

can be used in creating and analysing data, making it possible to view material from different 

angles. These methods’ usefulness is further described in the next chapter; I discuss how the 

methods functioned in the study.  

Discussion of Methods and Design 
This chapter contains critical discussion of the study’s chosen methods, including 

problems with generalising the result and valuing the fictional level. I also discuss the research 

questions’ complexity and the need to solve various problems to answer those questions. For 

example, models had to be constructed to understand the professionals’ craftsmanship and CoPs.  
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Highlighted Voices 
I struggled over choosing ontology or epistemology and found it difficult making 

decisions about perspectives and approach because these aspects would greatly affect the project. 

Mostly, however, I was concerned for the informants because choosing a specific perspective 

risks not fully justifying informants, their interactions and their stories. On the other hand, it is 

possible to emphasize that the responsibility for this choice of perspective is solely my own. This 

is how as a researcher, I experienced the art–school world from my viewpoint, through my 

senses and the theoretical and methodological lenses I chose. The work was not primarily 

uncovering some ‘truth’ about those in that world, but the responsibility lay in providing justice, 

in a respectful manner, for the informants’ voices.  

Generalising the Unique 
The design of the research method, the combination of case study and ethnography with 

narrative inquiry and role play, helped me stay on the advised road regarding case study. This 

challenged me to different ways of perceiving and embracing paradoxes inherent in people and 

exploring rather than resolving (Simon, 1996, in the study by Winston, 2006). The stories in the 

thesis, that is, portraits, reportage, poems, scripts and role plays, have all supported the demands 

of a case study according to the presentation’s results. These activities contributed to bringing 

the material to life and showed the complexity and richness of people and interactive situations 

(Cohen et al., 2018). Although the material is rich, it is based on unique situations, only two 

contexts and a small number of selected professionals. Possibly not all the teachers and actors are 

representative of this kind of project. A focus on uniqueness and subjective perspective often 

makes it difficult to generalize the result (Cohen et al., 2018), but this study’s aim was never to 

generalize; instead, to tell a story about two professional theatres that collaborated with schools. 

Observed events, interviews, theories, workshops and aesthetic genres have helped tell that story. 

The outcome, this thesis, will be of use to practitioners who can relate to the situations in 

discussions about how they would like to plan, implement and evaluate similar projects. 

However, each of these projects is unique even though they often share similar missions and 

types of professionals. My hope is that practitioners recognise questions of importance in the 

story I have written.  
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The ‘As-If’ Level  
As a research method, case study usually involves real people in real situations (Cohen et 

al., 2018). This statement seems to make it impossible to combine case study with role plays in 

which real persons transform into fictional characters. As a method, however, role play has been 

important in deepening my understanding of the investigated phenomena. For one thing, role 

play has helped me not to come to an answer too quickly. In that way, role plays have followed 

Winston’s (2006) recommendations for researchers dealing with case study. Still, accepting a 

consciously fictional dimension as part of a research result might be difficult. A suggested 

solution is to view it exactly as what it is: an as if event. For example, Role Play A’s situation 

could have happened. The context is realistic: a meeting to plan a collaborative project, with 

characters based on real persons. But, as far as I know, it did not happen. In this thesis, role plays 

have surely complemented observed events. Role plays have also raised the researcher’s 

awareness of obstacles and opportunities when these professionals’ CoPs meet. A researcher 

should strive to tell the truth. How can this relate to a fiction and stories about stories?  The 

interpretation of the data make me conclude that the ‘truth‘ in these stories has to do with the 

truth revealed to the respondent, to me as a person and researcher and to the readers of stories in 

my text. First-person stories recounted to me in the context of an interview will say something 

about what was true for the respondent in that particular moment as s/he reflected on an issue 

and chose to share some thoughts. 

Construction of Analytical Models  
During the research journey, further questions had to be answered to fulfil the study’s 

purpose. For example, no previous description of drama pedagogues’ craftsmanship or CoP 

existed. Models of craftsmanship and CoPs in general had to be constructed. The models focus 

on techniques and description of the three professions on the basis of rather instrumental 

components (material, tools, process, product). Still the selected components constituted both 

dynamics and philosophy, for example, as in Aspelin and Persson’s concept of pedagogical 

thoughtfulness including love and care, ethical responsibility and ability to consider the child's 

perspective (2009). Since all crafts have a dimension of personal knowledge (Janik, 1996), 

generalising skills for them is difficult. When attempting to describe each profession’s 

characteristics, presenting professional knowledge traditions, rather than only professional 

knowledge (Carlgren, 2015), might have been more useful. In spite of that possibility, the chosen 
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model helped me glimpse some aspects useful for understanding what happens when teachers, 

actors and drama pedagogues encounter in collaborative processes. Reconnecting to my position 

in the introduction, the purpose of using theories on craftsmanship was not to claim that a 

profession is craft only, but to understand a profession as a phenomenon.    

My subjective viewpoint has been a theme throughout the thesis. The research design 

developed to approach the research questions has contributed to the necessity of subjectivity. As 

Winston (2006) argues, these methods have helped focus on data and experiences from varied 

perspectives, specifically perspectives on encounters and collaborative processes among 

teachers, artists and drama pedagogues. The research process has contributed to generation of 

further questions and perspectives on the theme. Indeed, the results’ demand for further, deeper 

studies demonstrates that the case study method has been working (Winston, 2006). Below, I 

choose two ideas for future research possibilities to extend and develop this study’s results.  

Future Research 
One study result show signs of a regime of competence shared among teachers, drama 

pedagogues and actors. This occurs when a temporary art CoP is created within a drama CoP. 

Future research could deepen knowledge of this finding and explore what conditions are 

important for professionals to find new, mutually shared CoPs (Wenger, 2010).  

Defining teachers, actors and drama pedagogues’ craftsmanship and CoP has been 

challenging. Each definition could have been the focus of a thesis. Research within my field of 

drama would benefit from detailed study of what constitutes the profession of ‘drama 

pedagogue’.  

Implications for the Field 
One purpose of this study was to contribute to knowledge that might influence planning, 

practice and development of projects in collaboration between schools and professional artists. I 

also contribute with material for discussions among those working in this area. The themes in the 

discussion chapter are all useful. This last chapter pinpoints some and also adds a critical view 

on convenient packaging of arts experience presented to schools. The most important features to 

acknowledge in planning a project are the following: the drama pedagogue’s overloaded, 

contradictory role; artists being unable to work fully from their craft; the lost opportunity of 
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teachers’ brokerage. What distinguishes these themes is their failure to use professionals’ full 

potential, interest, knowledge and skills. Connected to this are ways of creating projects in which 

temporary rooms of artistry can be more durable and independent of chance occurrence. Thus, 

the hasty glance of new regimes of competence can become a steady gaze at a shared process of 

meaning making (Wenger, 2010), in turn requiring more structured and systematically developed 

workshops, especially regarding professionals’ roles.  

The Drama Pedagogue: An Important Craftsman at the Theatre 
Today’s Swedish theatre performances often include interactivity, pre- and post-work and 

pedagogical supervision of encounters with a young audience. Therefore, theatre organisations 

need people capable of such special responsibility and with particular knowledge of school 

contexts; that is, a drama pedagogue is needed for the theme. There is a strong argument in my 

interpretation of the data there might be time to add this craftsman to those working at theatres, 

as one among costume makers, carpenters, scenographers and so on. The drama pedagogue 

seems to inherit inalienable competence of high significance to professional theatres. With a 

position growing in power and importance comes responsibility for both the organisation and the 

drama pedagogue to ensure the core of the drama pedagogues’ competence is fully used--not 

only as a bridge and never as a border guard. A drama pedagogue’s main mission at a theatre 

might be concluded by combining the aims of the drama pedagogues in the study: to embed a 

process in which art becomes meaningful, connects to society and finds its way into people’s 

hearts.  

Small Convenient Packages 
Studies of the Creative School show that, in the 2010s, there were, to a great extent 

‘package solutions’, that is, clearly packaged products of art experience linked to the school 

curriculum, sometimes with accompanying pre- or post-work (Lund et al., 2013, Lelinge & 

Alwall, 2014). Those who have been in the business for a while recognize this from partnerships 

in the 1990s. During the 21st century, however, time has been spent on more exploratory and 

collaborative, long-term projects. Now, clear packages of content appear to be back again. I was 

expecting to find long projects in which teachers and cultural actors worked closely together in a 

joint creative process but such projects were hard to find. With Sennetts view on the importance 
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of resistance in development of craftsmanship, these short projects might not offer many events 

of this to occur (Sennett, 2008).  

Clarity about what the school receives for its money can be good; however, such 

packaging risks that professional artists will adjust their offers and also their ordinary working 

processes. I question what happens to art, but also to authentic learning when packages become 

the norm. In Lund et al.’s (2013) study, professional artists seem ambivalent about this question. 

Does Creative School promote or impoverish art? In the same study, principals and teachers do 

not seem as ambivalent from the learning perspective. They see many benefits of Creative 

School, but the question for them is how art can be presented in the right conditions under the 

school’s terms. As I perceive this study’s voices, the greatest barriers to cooperation lies withing 

school governance, i.e. the organisational level. This study shows that other barriers, connected 

to the outcome of the collaboration, are created when the craftsmen are not allowed to entirely 

carry through their own craft, as with actor Ayla. This is also evident when a certain craft, 

craftsmanship and CoP is dominating the whole process as with the drama pedagogues. Barriers 

highlighted in previous research and the interviews made in this study involve individual artists’ 

perceptions of teachers and schools at an individual, or possibly, group level. Schools aims and 

activities are now comprehensible for artists. This might be cause of art institutions urge to reach 

school, a purposefully work of art and culture offices, schools dialogue with artists and art 

institutions in collaborative project or all of these. There is now a need for teachers to understand 

artistic goals and practices and there is a need for this to be part of the mission of organisations 

for professional artists.  

For teachers and professional artists to encounter in mutual cooperation is according to 

previous evaluation of Creative School a prerequisite for a successful project (Swedish Agency 

of Cultural Policy, 2013). In relation to this study the meaning of the statement relies on the 

importance of real encounters of the professionals, communication as base for the mutual part 

and an understanding of cooperation in the meaning of Sennett that is ‘working with other people 

to do things you couldn’t do for yourself’ (Sennett, 2012).  
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