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    THESES 

  

  

In my dissertation, I present the work of the actor-dramateacher, stating that this term covers 

an independent theater profession and vocation, and means a kind of work that can be well 

described and its components are easily recognizable. That being said, I suggest establishing 

formal education for the actor-dramateacher, and regarding this possible education I also 

describe a concept and present a realized process that was used to test the concept and where I 

was one of the leaders. Elaborating on the main elements of the curriculum, presenting the 

process of creating performances, my goal is to express the viability of the concept. 

The actor-dramateacher is creating in the theatrical genre called “Theatre in Education”, 

originally coming from English. The abbreviation of this genre is „T.I.E.” or „TIE”. When the 

genre came into existence, in Great Britain, it had formal criteria that the TIE companies were 

playing theater performances in a school environment for youngsters, and these performances 

consisted of interactive and performative parts. It had content-related criteria, too, that these 

performances were created with a specific topic in focus, analyzing an important aspect of this 

focus, working with the toolset of both theater and drama pedagogy, and this way, they made 

an attempt to understand the topic in focus on a deeper level. Looking at the story of the genre 

in Great Britain and in Hungary, TIE means both a theatrical and a pedagogic innovation. 

The name of the genre that became firmly rooted in Hungary is TIE performance (TIE előadás), 

and by consensus of the professionals, complex theater in education performance (komplex 

színházi nevelési előadás). This latter term was formed through research in terminology and 

debates in Hungary, reflecting the presence of both theatrical and pedagogic viewpoints and 

their complexity. In connection with this, further terminologies were also born - expressing the 

essence of these performances in a better way and more understandable for the stakeholders out 

of the so-called “professional theater in the education circle”. For instance, expressions like 

“educational theater”,  “participatory theater performance” or “Theater of the Participant” (“A 

Résztvevő Színháza - ARS”) were born. In my dissertation I use the original English term’s 

abbreviated, “Hungarianized” version (TIE performance) and the participatory theater 

performance term, emphasizing participation and participants, and the fact that without these 

this genre would not work, a common theater experience would not come to life. 
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The genre has been present in Hungary for almost three decades, and even though some formats 

have appeared earlier that were aiming to change the position of the audience (the children’s 

theater of Éva Mezei, theater of Róbert Dévényi), considering the formal and content-related 

criteria of the original English genre, the first TIE company and the first TIE performance was 

created in 1992 in Gödöllő, by the Round Table Theatre In Education Company. I was a 

member of this company for five and a half years, and I was an actor in the first TIE performance 

creíted by the company (titled: “Sárkányok ellen-Fehérlófia” - “Against the Dragons-Son of 

the White Mare”).  

In this genre the performers working as actors and dramapedagogues have been called actor-

dramateachers since the beginning.  

It is an important question in connection with the TIE performances in the debates of the past 

decades in Hungary, whether we rather mean theater, or rather a pedagogic, or looking even 

closer, a drama pedagogic form? Without having my thesis take a stand on this in a specific 

question, I take participatory theater performances as a theatrical genre. I take it as theater, that 

has a fundamental specialty, the actors playing in them knowing dramapedagogy (that is how 

we can explain the term “actor-dramateacher”, reflecting on this special knowledge of the 

actors), the interaction in the performances and the meaning created together. Furthermore, one 

of its specialties is that this theater genre in light of the given participants, can only happen just 

once without changing. 

The work of the actor-dramateacher can be divided into four stages when creating a particular 

performance.  

In the preparatory stage, the actor-dramateacher - along with the other creators (director, writer-

dramaturge, interactive theatrical contributors, further actor-dramateachers) - participates in 

searching for and finding a focus, a fundamental topic for the performance being created. The 

actor-dramateacher collects materials, reads materials, and then debates, argues and discusses 

them. Reaches out and listens to experts, where appropriate, watches films in connection to 

further possible topics. Above their own ideas, they ponder and consider the others’ ideas as 

well, and keep on thinking based on these as well. The aim is to make sure that the focus of the 

performance being created is really of common interest, and every single member of the crew 

has to be able to interpret it for themselves. This is important because even in these first steps, 

the actor-dramateacher must be aware and conscious about the fact that in the interactive parts 
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of the TIE performance, they need to be prepared not just about their character, but the topic 

itself as well.  

The second phase is the rehearsal period. At the beginning of this phase, the actor-dramateacher 

works primarily as an actor, but as an actor who has very complex tasks. At the beginning of 

the rehearsal period, the actor-dramateacher, apart from getting ready to play the character and 

rehearsing it, keeps thinking continuously what that particular character means, not just in a 

theatrical aspect, but also keeping the topic in mind, taking the future interactions in 

consideration.  This task is a very important momentum, and not a typical task of an actor, if 

we think about the traditional roles in the theatrical world. Later, at the specific interactive 

rehearsals the knowledge and routines of the dramateacher are much needed. Towards the end 

of the rehearsal period, necessarily the interactive parts need to be simulated, and here the help 

can come from the crew present, the actor-dramateachers not playing in those particular scenes. 

In the last third of the rehearsal process, the two views - theatrical and dramapedagogic - are 

shifting together. At the time of the simulations, the professional needs to perform not only as 

an actor or as a drama teacher, but as an actor-dramateacher. 

It is the specialty of the genre, that the participants can react at certain points, in certain ways 

of what they see in the performance space. These reactions can only be predicted in part, but in 

another part, they only give feedback regarding the usefulness of the interactions after the first 

few performances. This is why it is needed to add a so-called testing phase, that means three to 

five performances, depending on the possibilities. After this phase, it is possible to change 

certain parts of the performance based on the experiences so far. This change occasionally can 

not only affect the interactive parts of the TIE performance, but the theatrical parts as well. The 

aim of the testing phase at all times is to make the actor-dramateachers able to discuss their 

observations with the others, the director, the interactive theatrical contributors. To discuss how 

the truth of the character appears either in the closed theatrical parts, or in the interactive parts. 

To debate, which questions asked in the interactive parts were useful and offered a way forward, 

which ones opened the possibility to a real, meaningful conversation and cooperation with the 

participants and which ones did not. Naturally, the aim based on these conversations is the 

correction.  

The last phase is performing the performance, where the actor-dramateacher takes on further 

“risks” by taking on direct connection with the participants. This work, based on my experience, 

“moves'' the actor in their full self, their intellect, their emotions, their physical self in 

approximately the same proportion. Because those moments, minutes when the actor-
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dramateacher is representing a certain truth or the world of the certain character, and practically 

talks through these with strangers, in a fictional situation, well, these moments are putting them 

in front of different tasks at the same time. The very quick thinking at the response is as much 

needed, as finding new and forward-thinking questions, to behave adequately, to have a divided 

attention - all of these indicate very intensive intellectual challenges. At the same time, one 

needs to represent the character emotionally, genuinely, paying attention to the other person, 

understand the character’s moods and habits and decode them emotionally - and this intense 

state of mind means strong emotional involvement.  

Based on the above described four phases of the actor-dramateacher’s work, I defined which 

are the attitudes and competencies that are needed for this profession. These attitudes are: the 

demand of self-awareness (as the foundation of the high-level art, pedagogic and 

communication practice), the attitude of partnership (as the expression of the real attention, 

empathy and humanness; open actions and reactions towards the partner based on identity and 

the knowledge of the situation, which are especially important throughout the interactions), 

social conscience (as the foundation of getting to know, understand, thematize and dramatize 

the world around us). The competencies are: creativity (as the flow to get from the existent to 

the possible; the artistic innovation; the expression of the abilities of creating a story, framing 

the situation on a skill level), the communication skill (as creating and keeping contact; the 

accompaniment and facilitation throughout the interactions; the ability to coordinate the actions 

both on a technical and content level in the common work), the ability and skill of the acting 

work (the artistic action in the theatrical performance or series of scenes, both as the foundation 

of the interactive parts, and acted out through the situations together with the participants, 

sometimes even improvised), the ability and skill to plan as a dramateacher (through the work 

of planning TIE performances, inspired constructively by pedagogy, which is partially a 

pedagogy, and partially a dramaturg-writer work) , the ability of creation as a dramateacher 

(as the practical work through performing the TIE performances, keeping the designated goals, 

using the dramateachers’ techniques and formats on a high level). 

Based on these elements of knowledge, I created a training concept, where the aim of the 

education is to train professionals who are functioning as actors, dramateachers and animators 

at the same time, namely actor-dramateachers. The knowledge of these professionals are framed 

by knowing one-self, the attitude of partnership to the problems of smaller and bigger 

communities, and the creativity to be able to see dramatic stories and situations in these 

problems.  
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In the training concept I defined four areas of knowledge, and further courses and directions as 

part of these. The four areas are: knowledge of the animator, knowledge of the actor, knowledge 

of the dramateacher, knowledge of creating a performance. 

The courses connected to the knowledge of the animator are aiming for creating the identity, 

developing the communication skill, to get to know the basics of the psychological 

characteristics of age groups that are being addressed, all in all creating the animator’s role. 

Connected to the knowledge of the actor, theatrical and improvisational courses are needed, 

where the aim is to learn or strengthen the acting competencies, to develop the ability to 

understand situations and the skills of acting, the creation of the thoughtful acting work, and 

the continuous development of the improvisation skill. 

Regarding the knowledge of the dramateacher, we need a course to get to know society and 

dramaturgy, where aim is to learn and develop the usage of the techniques of the dramateacher 

- questioning technique, handling the answers, the role of the moderator and the facilitator, to 

oversee the characteristics and the changes of narrow and broader communities around us, and 

the fundamental practical knowledge of dramaturgy and writing. 

In the knowledge of creating the performance, we need to simulate the phases of the practical 

work, and practice the whole cycle of creating the performance. This practical work means 

operating all abilities, skills, competencies that the actor-dramateacher student has already 

learnt. To reach this level, we need to create exam performances, meaning prepping parts of 

performances, planning them, acting them out, and constantly reflecting on the work. The aim 

is to get to know and oversee the complexity of the profession. 

I had the opportunity to test the above listed areas of knowledge and courses through 

establishing and operating the studio for Káva - Theater of the Participant (Káva Kulturális 

Műhely) - an independent theater creating participatory theater performances. We created the 

training based on the training concept. The creation and the performance of the TIE 

performance at the end of the 2-year long, practical training and its practical experiences 

support the above described concept. The theses described in the beginning of my dissertation 

appear to be confirmed, that this profession can be well described, the practice can be put into 

phases and its parts can be examined, and on the other hand: it can be learnt and taught. 
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