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Abstract 
 
Through a headphone verbatim ‘lens’ this study investigates the impact that a UK 

City of Culture (UKCC) programme of work may have on the behavioural 

manifestations of ‘civic pride’ amongst residents of Coventry before, and during 

its titular year in 2021, conducted through a practice research methodology.  

In particular, the thesis explores civic pride and how it manifests as a 

measurement of ‘success’ when considering indicators of social change (Collins 

2017). As a result, I have identified key behavioural dimensions that indicate how 

levels of civic pride amongst citizens might shift and change during a UKCC year.  

I discuss how evaluation reports and studies into past UKCC programmes have 

discourses rooted in research fields such as sociology, human geography, and 

economic disciplines (Myerscough 1992, Garcia 2005, Derry City & Strabane 

District Council 2016, Culture, Place & Policy Institute 2019). Of these, the 

majority have used quantitative methods with few examples of qualitative studies. 

Further, of the few qualitative studies, key stakeholders appear to be the focus, 

whereas community-based participants and citizens are rarely given a voice. 

This, I argue places limits on evidence that can better inform cultural 

policymakers and programme evaluators alike. 

Crucially, to date there are virtually no arts-based practice research studies that 

explore the impact of a UKCC programme on host city residents. This thesis 

responds directly to that gap by arguing for, and giving an account of the 

development of, an experimental practice research design and output model. I 

introduce this model as ‘Evaluative Performance’, a term that encapsulates this 

project’s utilization of theatre practice, and specifically headphone verbatim as a 

useful, and innovative way to collect, analyse and communicate personal stories 
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of citizens that are currently lacking in research evaluations, and wider 

policymaking agendas (UK Civil Service 2021). I provide an account of my testing 

of this model through the development of a piece of practice research by way of 

headphone verbatim performance. Throughout this testing, I question 

contemporary considerations of ‘authenticity’ by drawing on scholarly accounts 

of philosophical thought (Lyotard 1984), and headphone verbatim practice 

(Fisher 2011, Kinghorn 2017, Schulze 2017).  

The project makes a novel contribution to knowledge surrounding evaluation 

practices, specifically on the importance of the affectual experience of citizens 

when investigating civic pride through arts-based methodologies. Reciprocally, 

by taking headphone verbatim out of a traditional storytelling mode, I offer new 

insights to the application of practice research and headphone verbatim 

scholarship. These contributions, briefly, are i) understandings of what civic pride 

means, within the context of UKCC programmes; ii) understanding the wider 

affordances and potential applications for headphone verbatim within an 

experimental evaluative context; and iii) the value and importance of participatory 

engagement in the production of performance for public engagement in 

evaluation processes.  
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Chapter 1. Introduction 
 

On 7th December 2017, Coventry city was announced as UK City of Culture (UKCC) 

2021. This made Coventry the third holder of the UKCC title, following 

Derry~Londonderry in 2013 and Hull in 2017. The UKCC title is an award given to a 

host city by the UK Government’s Department of Digital, Culture, Media, and Sport 

(DCMS) every four years, awarding the title after a nationwide bidding process. 

According to the UK Government, when announcing the first UKCC:  

Inspired by Liverpool’s huge success as European Capital of Culture in 2008, 

the Government launched a UK City of Culture competition which will allow the 

host city to devise a programme of events and projects which reflects its 

identity, showcases its culture and raises its profile, opening the doors to 

increased private investment and regeneration (UK Government 2010). 

 

Each manifestation of a UKCC so far has had different visions and foci for its 

celebratory year, based on the geographical location and socioeconomic context of 

the area. For Derry~Londonderry in 2013, the UKCC title was used to galvanize a 

peace-making process after conflicts in the city (Boland et al., 2019). For Hull in 2017, 

it was ‘to shed its image as a declining and deprived port city and to build a new profile 

as a vibrant cultural city’ (Culture, Place & Policy Institute 2018a). For Coventry, there 

was a focus on building communities, forging relationships, and breaking down cultural 

barriers, with a strong reliance on local and international heritage (Coventry UK City 

of Culture Trust 2021a). 

Over the years, several authors have investigated the impact of European Capitals of 

Culture (ECoCs) and UKCCs on civic communities, for example, Beatriz Garcia et al., 

(2004, 2005, 2007, 2009, 2010, 2017) for Glasgow 1990 and Liverpool 2008, Jennings 

et al., (2017), Moore (2017) and Boland et al., (2019) for Derry-Londonderry 2013 and 

Franco Bianchini, Enrico Tommarchi and the Culture, Place & Policy Institute (2017, 
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2018, 2019, 2022) for Hull 2017. This thesis is interested in the arguments made by 

these authors for how ECoCs and UKCCs can impact on city communities. 

Specifically, that these events support the building of ‘civic pride’. The term ‘civic pride’ 

in this thesis follows Tom Collins definition (2017), who claims that the term 

encapsulates the feelings, attitudes, and identification with and towards a place and 

its local community by citizens and residents.  

Civic pride as an impact measurement is of particular interest to this study for the 

following reasons. Firstly, to date there is a limited pool of research on UKCC and its 

impacts. With regards to civic pride, most studies have been primarily quantitative, 

with a small number of qualitative studies, and all are based in the social sciences 

(Unwin 2017, Culture, Place & Policy Institute 2019, Ploner and Jones 2020, Adriana 

2020, Neelands et al., 2020a, 2020b, 2020c, 2021, 2022). At a European level, there 

is more literature available (Myerscough 1991, 1992, Palmer-Rae 2004, Mooney 2004, 

Jones and Wilks-Heeg 2004, Garcia et al., 2005, 2007, 2010, 2017, Melville et al., 

2011, Liu 2016, Institute of Cultural Capital 2018, Burksiene et al., 2018, European 

Commission 2009, 2010, 2011, 2012, 2018, 2022, The Audience Agency 2021), yet, 

to date there have been little to no examples of evaluative studies using arts-based 

practice research into UKCC, and how programme activity may impact civic pride 

levels. The second reason is because the organising body for the 2021 UKCC year, 

the Coventry UKCC Trust (from now referred to as the Trust) placed a great deal of 

importance on civic pride as an impact measurement (Neelands et al., 2020a), 

alongside a focus on engaging citizens through community co-creation (Neelands et 

al., 2022). Therefore, civic pride as an impact measure holds merit to indicate the 

perceived ‘successes’ of the UKCC 2021 programme.  
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This PhD project offers a novel, arts-based contribution to the roster of methods that 

are currently available and offers new forms of evidencing civic pride during a UKCC 

year. The practice explored in this thesis was developed in parallel with the work of 

the Trust’s producing teams, leading up to and during the city’s titular year in 2021. 

Using headphone verbatim practice as a ‘lens’ for exploration, I developed a practice 

research, arts-based method of collating citizen experiences during cultural 

programmes such as UKCC. This thesis acts as a piece of ‘complementary writing’ 

(Nelson 2013) to that practice. Therefore, this project’s focus is two-fold; firstly, 

towards the work of the Trust and how they ‘intervene’ within communities in the city, 

the second is towards the re-framing of the headphone verbatim art-form as a practice 

research method.  

The site of study for this research investigation is the Love Coventry programme, a 

programme of activity organised by the Trust to ‘co-create cultural activity with 

communities and organisations in all 18 wards across the City’ (Coventry UK City of 

Culture Trust, 2021b). This programme was identified as an appropriate site for this 

research based on the aims of the programme, which briefly, were to place the stories 

and cultures of citizens at the heart of the UKCC programme. In the words of the 

Trust’s Creative Director, Chenine Bhathena (2021b): ‘Love Coventry events will take 

place in all wards of the city, a partnership between our many different communities 

and artists, celebrating the creativity of all our citizens and using the landscape of our 

city as our stage’. This ambition to a level of city-wide engagement aligns with the 

assumptions of the Trust regarding an increase in civic pride. In short, that the UKCC 

year ‘will provide all citizens with the opportunities and confidence to engage with arts 

and cultural activity and through this process have a renewed sense of belonging and 

pride in Coventry and themselves’ (Neelands et al., 2020a:12). 
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The nature of this inquiry draws from my own positionality as an academic researcher 

and my experiences as a theatre practitioner and director. The project traverses the 

methodologies of practice research (Barrett and Bolt 2010, Nelson 2013, Piotrowska 

2020), theatre theory, verbatim theatre, and headphone verbatim practice (Bottoms 

2006, Wake 2010, 2013, 2014, Peters, 2017, 2019, Schulze 2017, Kinghorn 2017). 

Core to this research is how I used my own headphone verbatim practice to explore 

and answer the research questions. It is important to note that the practices discussed 

have been utilised as a mode of research to test out its potential as an evaluation 

method. Further, that the ‘ways of knowing’ described in this thesis are found through 

the process of creating a headphone verbatim performance, the performance itself, 

and its reception. Given this context, the practice explored in this thesis is embedded 

in a wider context of research surrounding events, evaluation, and theatre practices. 

This work will also contribute to the sometimes-contested discourse that surrounds 

this type of work, which, for the purposes of this thesis I will encapsulate through the 

term ‘practice research’. Drawing from the work of theorist Agnieszka Piotrowska, 

practice research can be defined as the ‘apparent synthesis of theory and practice 

[that] recognises creative work as a legitimate form of research’ (Piotrowska 2020:5). 

In this sense, the knowledge produced through this body of work is informed by three 

key evidence bases: i) the recorded interviews, ii) the practice of creating a practice 

research output by way of headphone verbatim, and iii) a post-show discussion.   

1.1. Context - Defining Headphone Verbatim  
 

Verbatim Theatre: it is a form of theatre firmly predicated upon the taping and 
subsequent transcription of interviews with 'ordinary' people, done in the 
context of research into a particular region, subject area, issue, event, or 
combination of these things. This primary source is then transformed into a text 
which is acted, usually by the performers who collected the material in the first 
place (Paget 1987:317). 
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The above passage, written by theatre scholar Derek Paget in ‘‘Verbatim Theatre’: 

Oral History and Documentary Techniques’ (1987) has been identified by academics 

and practitioners such as Michael Anderson (2007), Caroline Wake (2010), Lib Taylor 

(2011), and many others as one of the earliest working definitions of verbatim theatre 

as an art form. Put simply, words spoken by interviewees are transcribed and then 

performed back to the communities in which they were interviewed.  

In conventional presentations of verbatim theatre, interviews that are conducted with 

members of the public are recorded via a tape recorder, then transcribed and 

performed by actors who originally conducted the interviews. Early examples of 

verbatim theatre practice can be found in the work of Peter Cheeseman. Hands up – 

for You the War Is Ended (1971) was a theatre performance exploring the memories 

of WWII soldiers from North Staffordshire, who were captured by German Soldiers in 

North Africa and Italy, and once escaped, were forced to trek across the Alps to 

freedom (Elvgren 1974:94). According to Paget, this play ‘could claim to be the first in 

the field’ (Paget 1987:318) by the ‘extensive use of primary source material’ (Elvgren 

1974:94) collected by actors, and the use of ‘tape recordings which were made of the 

individuals’ (Elvgren 1974:94) as the sole feature of the performance. 

Over time, verbatim theatre has adapted to also include the practices of ‘headphone 

verbatim’ or ‘recorded delivery’ (Wake 2013:321) as a sub-genre. These are terms 

that describe a method of rehearsal and performance different to the transcribe-and-

act version of presentation. Conventional verbatim theatre practice uses script-based 

working, allowing for actor interpretation and character building. Instead, headphone 

verbatim or recorded delivery (now referred to as headphone verbatim) ‘brings its 

recording and playback devices out of the rehearsal room and onto the stage’ (Wake 

2014:83) forcing the actor to ‘repeat the script as immediately and as exactly as 
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possible… every stammer, pause, and repetition’ (Wake 2013:323) simultaneously 

with the recording playing through headphones placed on or in the actor’s ears. This 

forces the actor to actively listen at the same time as present the words of the 

interviewee. Headphone verbatim interviews are also usually conducted by the 

playwright, and not the actors (Blythe 2008).  

It is important to note that headphone verbatim being utilised as a research method 

and approach differs from dominant attitudes in social science methodologies. In the 

social sciences, gathering qualitative data is commonly used to provide ‘logical, 

meaningful chains between the components of particular phenomena over time’ 

(Vihalemm, Keller and Kiisel 2015). This approach seeks to nuance and aggregate 

data that can be interpreted as reflective of wider trends in collected data. In contrast 

to this, headphone verbatim, and verbatim theatre respectively does not seek to 

provide aggregatory data: instead, the emphasis is on the individualistic and specific 

nature of the several voices that are presented in a performance. Bottoms writes on 

this, stating that ‘social science research is less concerned with individual experience 

per se than with identifying patterns across and between social groups…drama 

requires individually identifiable characters, and requires that their stories maintain 

audience interest by being in some way extra-ordinary, as well as recognisable’ 

(Bottoms 2015:198). In this sense, while the material presented is chosen because it 

provides answers to certain research questions, they are also chosen for a specific 

aesthetic reason (i.e., humour, turns of phrase, controversial phrasing, insight into the 

phenomenon under study). This research, therefore, will interact with, and reflect upon 

some of the tension that manifests when attempting to create a piece of headphone 

verbatim, while operating within a specific research context. 
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1.2. Introduction to My Practice 

 
My first experience of verbatim theatre was in my undergraduate studies, whereby I 

undertook an analysis into the art-form’s relationship to mainstream media and 

journalism. Since then, I have made further inquiries in my academic career via my 

master’s degree studies, where I undertook a practice research inquiry into the ethical 

questions raised while mounting a production of the play The Exonerated (2006). This 

play follows the lives of ten individuals who have been exonerated from death row, 

and their attitudes towards the American justice system. The practice explored the 

tension between the representation of the play’s participants, and the responsibility 

the playwright has to the audience regarding conflicting narratives. 

In terms of my personal practical experiences of working with headphone verbatim, 

the I Walk in Your Words (2018) project, directed by theatre practitioner and academic 

Kristine-Langdon Smith, was an exploration into the lived experiences of those who 

lived in London at the time. I Walk in Your Words was an open exploration into the 

concept of ‘home’ and the consideration of what ‘home’ was to city residents. This 

worked in practice by firstly interviewing citizens, a process led by the actors. Then, 

following the editing of the interview material, these voices were presented via a public 

performance, in which I performed as part of an ensemble cast of actors.  

I have also worked with the art-form more broadly via my own theatre company, New 

Project Theatre Company. During 2018/19 I led on a project called Confessions - Part 

1, 2 and 3 (2019). The project presented a showcase of three pieces of theatre 

performance that responded to secrets that were offered anonymously by members 

of the public in Coventry, collected at Theatre Absolute’s Shop Front Festival in March 

2018 (Theatre Absolute 2020).  
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From these experiences of working with headphone verbatim practice, I was struck by 

its applicability to real-world concepts, which led me to believe that the art-form could 

be used as a ‘lens’ to explore feelings towards a place, such as civic pride and other 

emotion-based evaluation indicators. Further, in relation to this study, I am a Coventry 

citizen from birth, and therefore have a longer-term sense of the ‘lived experience’ that 

ultimately has had an influence over the research practice. Mainly, this was by allowing 

for a greater sense of rapport with other citizens of Coventry who became part of the 

pool of research participants. However, it is useful to note that this research project 

did not examine my own feelings of civic pride surrounding Coventry’s year as UKCC 

2021, but instead those who were affected by UKCC projects directly. This positionality 

therefore prompts the need to acknowledge my own and inevitable bias surrounding 

Coventry. My positionality, and the subject of bias is complex, and required further 

mitigation strategies, which are explored in subsequent chapters. 

Thus far, I have mentioned many different ‘roles’ that are required when putting 

together a piece of practice research by way of headphone verbatim. These might 

include playwright, dramaturg, editor, director, producer and not least, researcher. In 

this practice, at various points I assume one, or several of these roles simultaneously. 

I am a creative practitioner, trained in the practice of headphone verbatim. However, I 

am also a researcher, engaged in epistemic justifications surrounding headphone 

verbatim as an evaluation method, and how it captures potential manifestations of civic 

pride. Therefore, in this thesis I will use these various terms to refer to the various 

roles I inhabit as the practice is explored, and how the shifting of these roles provides 

further learning points surrounding headphone verbatim scholarly discourse.  
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1.3. Research Questions & Outputs 

 
This project asks questions arising out of a review of current evaluation practices 

surrounding ECoCs and UKCCs, and in parallel, investigations into the extent to which 

headphone verbatim can be introduced as a practice research method of evaluation. 

The core research questions are: 

1. To what extent can a Coventry UKCC 2021 programme cause a shift in 

Coventry residents’ perceptions of civic pride? 

2. How useful is headphone verbatim as a qualitative arts-based evaluative 

research method? 

3. What can practice research, as method, contribute to evaluation strategies for 

large scale projects such as UKCC? 

To answer these questions through practice, this thesis outlines the process of the 

formulation, curation, and production of a piece of headphone verbatim titled Love 

Coventry and its People, an Evaluative Performance (2021) that is core to the research 

inquiry. This piece was created throughout the lead up year to Coventry UKCC 2021 

and the celebration year itself. The intention was to capture the experiences of citizens 

as they interacted with UKCC projects, and to evidence civic pride amongst Coventry 

residents at two separate stages in the UKCC programme, March, and September 

2021, and if/how they might compare. 

1.4. Thesis Structure  

 
Following this Introduction, Chapter two, Situating the Research is a broad review of 

research on ECoCs, UKCCs and makes the case for UKCCs to be re-framed as 

‘cultural intervention strategies’. It reviews the evidence for i) how UKCCs are claimed 

to develop and shift civic pride and ii) places particular attention on research 

methodologies and practices associated with ECoC and UKCC evaluation. To 
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investigate this relationship, I reference their associations to cultural policy, sociology, 

and arts-based practice research by drawing from available secondary sources. This 

Chapter establishes the groundwork for answering the research questions and 

identifies a gap in current evaluation practices as already discussed.  

The first half of the third Chapter, Designing the Research, explores the case for 

headphone verbatim to be utilized as a research method and approach, and explores 

some of the complexities and ethical considerations associated with this utilization. 

Terms such as ‘authenticity’, ‘truth’ and ‘the real’ are unpacked drawing primarily on 

the work of critical thinker Jean François Lyotard (1925-1998), Shane Kinghorn’s 

‘Imitations of Authenticity: the Uses of Verbatim’ (2017) and Daniel Schulze’s 

‘Authenticity in Contemporary Theatre and Performance’ (2017). It argues that, while 

postmodern theory can be seen to problematise assumptions around the existence of 

‘authenticity’ as a concept (Lyotard 1984), it can still be ‘found’ within the transference 

of meaning between subjective parties (i.e., from the participant, through the editor 

and actor, to the audience as the ‘authenticator’). The latter half of this chapter aims 

to define how headphone verbatim can be re-imagined as an evaluation method and 

thus provides a framework for the practice explored within this thesis.  

Chapter four, The Research in Practice is a reflexive chapter that explores the process 

by which the practice is constructed, performed, and received. After an exploration of 

the social contexts surrounding the chosen site for study, the Love Coventry 

programme, the chapter details an autoethnographic approach (Ellis et al., 2011), 

whereby reflections are offered surrounding my personal experience of creating the 

headphone verbatim performance.  

Chapter five, The Research Findings reflects on the entire research inquiry. Firstly, it 

discusses the practice as an experimental piece of practice research and highlights 



 
 

11 
 

this context when drawing reflections based on the findings of this process. I begin 

with the Love Coventry programme’s potential impact on residents’ sense of civic 

pride, and how it manifested through participants’ subsequent behavioural dimensions 

of pride. The Chapter then moves onto offering further evidence around ‘authenticity’, 

and the usefulness of headphone verbatim as a method amongst other methodological 

perspectives.   

Chapter six brings the thesis to its Conclusions, where it provides answers to the three 

research questions, and summarises this research project’s original contributions. 

First, it provides critical reflections surrounding civic pride, its behavioural dimensions, 

and the affective and aesthetic experiences of a diversity of voices. Second, the 

Chapter then draws further on the findings of the research and the experiences of the 

practice to make observations surrounding research contributions towards headphone 

verbatim practice, and practice research scholarship. It details how the practice has 

led to claiming a new term to describe this process, ‘Evaluative Performance’. Finally, 

it provides further reflections surrounding new understandings of ‘authenticity’ and 

makes recommendations for future research alongside other learning points. 

1.5. Context – Researching during a Global Pandemic 

 
UK society and social structures were drastically impacted in 2020 while this research 

inquiry took place due to the COVID-19 Global Pandemic. During this time, the UK 

Government enforced several layers of social restrictions. This included varying 

degrees of ‘lockdown’, a colloquialism to describe the enforced closing of certain ‘non-

essential’ businesses and the enforced reduction of personal contact between friends 

and family and in workplaces. These measures were introduced to reduce the rapid 

spread of the SARS-Cov-2 (COVID-19) virus (UK Government, 2020). For the 

university sector, this was manifested through the closing of university buildings and 
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a shift to teaching and research only in a digital sphere. The Centre for Dance 

Research (C-DaRE), where my research was based, remained closed with access 

only by permission far into the latter half of 2021. Inevitably, these social restrictions 

had a knock-on effect with regards to the research timeline, study activity and caused 

shifts in the methodology. These included i) a shift to the timeline of both interview 

collection phases ii) the ability to gain access to citizens taking part in UKCC projects, 

iii) the methods used to collect research data and iv) the ability to hold a performance 

in 2020 and in 2021.   

1.6. Summary 

 
In summary, this Introduction has set out the research questions, the methodology, 

and introduced the Love Coventry programme as a key site for this research inquiry. 

The next chapter will begin the groundwork for answering the research questions by 

exploring ECoC and UKCC programmes and how they function as policy initiatives, 

including a desire to enhance civic pride. It explores the evidence put forward for such 

claims, examining the type of evaluative methods used to collect and analyse data, 

and how this creates methodological gaps to which arts-based practice research such 

as headphone verbatim can respond.  
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Chapter 2. Situating the Research  
 

As outlined in the previous chapter, this research is rooted in the study of Coventry’s 

year as UKCC in 2021 within an arts-based practice research framing. This chapter 

begins by exploring the potential for arts-based activity, and specifically theatre 

performance to hold a degree of didactic efficacy (i.e., teachable influence) amongst 

audience members. Following this, the chapter contextualises the UKCC phenomenon 

as an example of a ‘cultural intervention strategy’ (Plastow 1998). Then, an exploration 

of civic pride and its role as an indicator of project success is followed by an analysis 

of recent ECoC and UKCC evaluations within the last 20 years. Then, I consider if 

these programmes of cultural activity have been shown to be successful in achieving 

social change, specifically in altering public perceptions of civic pride.  

The chapter then moves on to discuss the methods used to gain this evidence and 

observes a predominant use of quantitative methods of data collection. Also, based 

on an analysis of examples when qualitative methods have been used, I argue that 

the participants selected in previous evaluations are often not representative of the lay 

public but instead favour those who are ‘invested’ in the project’s success, such as 

volunteers, programme managers and arts leaders. Through these observations I form 

an argument for an arts-based approach to evaluative practice in the context of 

Coventry as UKCC in 2021.  

2.1. Arts-Based ‘Didactic Efficacy’ Resulting in Social Change.  

 
In the last 20 years, studies have provided evidence that arts-based activity, and 

specifically theatre performance as a ‘cultural intervention’ (Plastow 1998) can have a 

didactic form of efficacy amongst its audiences through its ability to entertain and 

educate concurrently (Schechner 2003, Asiedu 2008, Price 2008, Deaver and Shiflett 

2011, Johansson 2011, Price 2014, Hillman 2015). While this concept is debated, 
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studies have taken place to evidence this in a variety of subjects such as medical 

education (Koufopoulos et al. 2020), literature (Mastrothanasis et al. 2023), and 

colonial history (Benjamin and Alderman 2018) among others. According to theatre 

historian Jason Price, theatre performance can ‘inform the members of society about 

social structure and about the behaviour expected of them’ (Price 2008:56). Further, 

according to Psychologist Margrit Schreier, ‘recipients readily adopt information 

encountered in fictional contexts and that entertainment and fiction may in fact carry 

powerful persuasive messages’ (Schreier 2006:398). In this sense, theatre 

performance has the potential in certain circumstances to teach and inform audiences 

around their relationship to and function within society. One such example is found in 

‘Cultural Intervention through Theatre: Case Study of a Play on Female 

Infanticide/Foeticide’ (Mangai 1998). Mangai, as a practitioner within the company, 

analysed the responses of audience members to a performance that addressed the 

lived experiences of female infanticide/foeticide in India. The play Pacha Mannu (n.d.) 

follows the structure of the life cycle rituals of women in the Tamil socio-linguistic-

cultural context (Mangai 1998:71). The story follows the practices of infanticide and 

brings the story to a point of decision whether to kill the foetus or to save its life. During 

the production process of the play, Mangai describes the need for the production team 

to consider its audiences’ socio-cultural values, and how they would react when these 

values are challenged. The company stressed the importance of ‘adopting a tone 

which would enable the participation of the audience’ (Mangai 1998:70) in an 

intellectual capacity without an ‘us’ and ‘them’ divide. They aimed to achieve this by 

using masks to pull the issue of female infanticide/foeticide into ‘non-gender-specific 

abstraction’ (Mangai 1998:70) and therefore allowed all audience members to 

consider their own beliefs in relation to the issues raised in the play. Further, according 
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to Mangai, although the issues raised were provocative, ‘nowhere is the viewer 

'shocked' but sees everyday realities depicted with a subtle critique’ (Mangai 1998:70). 

One interesting observation by Mangai is that while the play aimed to challenge the 

audience’s social beliefs by exploring and exposing ‘the explicit ways in which gender 

roles are reinforced and embedded in cultural institutions’ (Mangai 1998:71), this 

process was not prescriptive. The play ends before the choice whether to kill the foetus 

is taken. Therefore, the events of the play led up to the audience being ‘given the 

responsibility of deciding the fate of the mother and her foetus’ (Mangai 1998:71) 

rather than the company making the choice one way or another. Following each 

performance, a post-show discussion was held to explore the issues raised in the play. 

Therefore, I argue that potential efficacy manifested as audience members engaged 

in conversation post-show, where in most cases discussions lasted between 30 and 

60 minutes and ‘the male members of the troupe were cornered by interrogation of the 

audience’ (Mangai 1998:72). Mangai acknowledges that from this intervention point it 

is difficult to know if there had been any long-term effect. It was apparent however that 

in terms of the capacity for social change; ‘the play has no doubt called [men] to 

question the validity of their exclusive male privilege in one way or the other or at least 

made them realise that they are not beyond criticism’ (Mangai 1998:72). 

Another, different example where a theatre project has potential didactic efficacy within 

its audience is the UK Theatre-in-Education (TiE) movement. TiE is encapsulated as 

a theatre performance combined with participation activities that enable children to 

‘foster meaningful communication and understanding between individuals of different 

socio-cultural backgrounds’ (Koukounaras-Liagis 2011:76)1. The practical building 

 
1 Further, TiE’s purpose is to ‘engage young people with and through their humanity, not simply 
skilling them for the job market’  (Grainger Clemson 2014:4).  
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blocks of this tradition is informed by the principles inculcated in Brecht’s epic theatre 

(1986), Boal’s Theatre of the Oppressed (1979), and elements from other pedagogical 

traditions such as drama in education, psychology, and moral education 

(Koukounaras-Liagis 2011:76).  

In this sense, TiE is a pedagogical theatre practice, approaching specific issues that 

concern a small number of children, and in this way is very different to the wide socio-

political commentary of Pacha Mannu, and perhaps more easily assessed. Pioneers 

of the TiE movement were the Belgrade Theatre, Coventry in 1965, whose TiE 

company ‘would tour local schools where they would perform short pieces of theatre 

and lead workshops that allowed students to explore important issues and ideas in 

active and creative ways’ (Belgrade Theatre 2020). In a more contemporary setting, 

the Belgrade Theatre developed a TiE project, Big School (2014) which addressed the 

anxieties young people may have around the ‘transition from primary to secondary 

school’ (Grainger Clemson 2014). The programme comprised of a performance titled 

Becoming Me (2014) by Marielle van Sauers combined with participatory activities 

designed to ‘engage children in a collaborative exploration of their expectations and 

concerns’ (Grainger Clemson 2014:6) over the move to secondary school and provide 

useful strategies to deal with the issues of transition. Accompanying the project was 

an evaluative study assessing the impacts of the programme on its participants dealing 

with the ‘experiences and opinions of the pupils themselves and their sense of the 

usefulness of participating’ (Grainger Clemson 2014:8). 

A few weeks after the performance, the pupils and teachers were invited to reflect on 

the programme and how it contributed to shifting the way they viewed and perceived 

the transition to secondary school. This was conducted through focus group interviews 

and participant surveys (Grainger Clemson 2014:8). The responses in general were 
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overwhelmingly positive, with 77% of respondents ‘feeling better’ or ‘know now what 

to do’ since watching the performance and taking part in the participation activities 

(Grainger Clemson 2014:13). The focus group interviews reflected the same 

sentiment, with one pupil observing that ‘it gave me a new confidence in myself that it 

might not be as bad as I’m actually making out’ (Grainger Clemson 2014:14). I premise 

in this case the ‘cultural intervention’ of performance and associated activities, by 

addressing fears over the experience of educational transition in young people, has 

had a positive ‘intervention to change’ relationship – that is, the interconnection 

between the intervention point (TiE performance and activities) and the social change 

(confidence building) – as a result. This change was achieved by challenging 

established social conditions of fear, providing an alternative ‘reality’ whereby those 

fears are legitimate, but can be managed in a healthy way. In this programme, the 

participants seem to have engaged with the alternative offered, and accepted it as 

plausible and believable, subsequently infusing that into their own shared experiences.  

Within the context of Coventry UKCC 2021; through an extended period of community 

consultation2 the Trust endeavoured to identify shared socio-political beliefs and 

experiences from communities within Coventry. As a result, the Trust branded 

activities in a way that they believed enhanced efficacy amongst its project participants 

and would lead to ‘long-lasting, tangible social change’ (Coventry UK City of Culture 

Trust 2020c) as a result. This identification exercise was demonstrated through the 

announcement of Coventry Moves and conceptually ‘moving’ people through 

community-based activism and industry (Coventry UK City of Culture Trust 2020a). 

 
2 Laura McMillan, Director of Operations and Legacy at Coventry City of Culture Trust, who led on the 
brand work for the Trust, said: ‘Coventry Moves has been developed alongside partners and 
communities across the city following hours of consultation with thousands of people since this 
adventure began back in 2015. Our year as UK City of Culture allows us to tell our city’s story, and 
use everything that makes Coventry unique to shape its future’ (Coventry UK City of Culture Trust 
2020b). 
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Alongside this, the Love Coventry programme (formerly named 21 Streets of Culture)3 

was formed to ‘co-create cultural activity with communities and organisations in all 18 

wards across the City’ (Coventry UK City of Culture Trust 2020c). By ‘co-create’ the 

Trust states that ‘co-creation’ refers to the ‘engagement and participation by residents 

in the design and delivery of a project or event’ (Neelands et al., 2022). This targeted 

approach through encouraging co-creation aims to take a community’s cultural and 

socio-political beliefs (if identifiable) and ‘use culture-led investment to achieve a 

legacy of positive cultural, social, environmental, and economic impacts and activism 

for the city, its region, citizens, communities and visitors’ (Neelands et al., 2020a). This 

thesis investigates these implied intended outcomes and seeks to identify if the Love 

Coventry programme was able to reach its goals through a practice research output, 

namely, an increase in civic pride. 

2.2. The culturally based ‘intervention to change relationship’.  

 
The discussion thus far has focussed predominantly on arts-based didactic efficacy 

and the relationship between these cultural ‘intervention points’ and the ‘achieved 

efficacy’ of social change in audiences as a result. Shifting audience perspectives as 

a direct result of engaging in arts-based activity will be hereafter defined as an arts-

based ‘intervention to change relationship’. Broadening the scope of this theory, I 

propose that arts-based ‘intervention to change relationships’ exist within a broader 

spectrum, inclusive of wider, culturally based activity. For the purposes of this thesis, 

this is inclusive of cultural events of scale such as Expos, Olympic Games, ECoCs 

and UKCCs.  

First, one example of where a culturally based intervention to change relationship 

could exist is the 2010 World Expo in Shanghai. Xiang Li et al. (2015) explored 

 
3 This change of name is discussed in Section 4.1.  
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residents’ change in perceptions towards hosting the Expo. At the time, the Shanghai 

Expo was the largest and most expensive Expo that had ever occurred (Li et al., 

2015:399) and consisted of an extensive cultural programme of events, technology 

demonstrations, talks, shows and publications over a six-month period under the 

theme of ‘Better City, Better Life’ (Busa 2011). Li et al. anticipated that for Shanghai 

residents ‘the initial excitement and pride of staging a world Expo could later be 

replaced by frustration, even hostility’ (Li et al., 2015:399). With this supposition, 

structured phone surveys were conducted with Shanghai residents, questioning them 

on their perception of the impacts of hosting the world Expo. Baseline observations 

took place at the start of the Expo, and comparative measurements were taken at the 

conclusion of the Expo, and then six months thereafter (Li et al., 2015). Several 

observations were drawn from the survey data: firstly, that residents perceived a 

positive local impact and an increase in local pride levels due to the Expo, then shifted 

towards negative perceptions at the end of the event (Li et al., 2015:405). Further, six 

months after the event took place, these perceptions shifted again towards the positive 

(Li et al., 2015:405). These results indicate that due to this cultural intervention, a shift 

in public perceptions and local pride rates occurred, but its level of impact varied over 

time, both during and after the event. 

Another example of an intervention to change relationship would be sport-based 

cultural events such as an Olympiad. In their study, Gursoy et al. (2011) explores the 

way residents perceive the impacts of hosting the Olympiad before and after the event 

took place. According to Gursoy et al., the event provided an opportunity for China to 

increase levels of national and international exposure, and ‘to propel onto the global 

stage by showcasing their maturation into a great economic and, to a lesser extent, 

political power’ (Gursoy et al., 2011:300). Perceiving the event as a cultural 
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intervention, what would a culturally based intervention to change relationship look like 

during and after hosting an Olympiad? According to Gursoy et al., the relationship 

between the events and residents’ perceptions was expected to have a temporal 

effect, comprising of a shift in perceptions from negative to positive over time for how 

the event impacted local community pride (Gursoy et al., 2011:303). 

Using a mixed methods approach via a combination of interviews and surveys, Gursoy 

et al. found that local community pride perceptions during the games had significantly 

increased, suggesting that ‘the games had a positive impact on the cultural identity of 

their community’ (Gursoy et al., 2011:309). Further, the results also suggested that 

‘residents had a strong sense of national pride in hosting the 2008 Beijing Summer 

Olympic Games’ (Gursoy et al., 2011:312) which is in line with the overall aims of the 

programme. Therefore, a positive intervention to change relationship between hosting 

an Olympiad and increasing the levels of residential pride existed when tracking 

community perceptions.  

In the context of ECoCs and UKCCs it is important to note that these programmes 

hold an explicit and implicit model of efficacy to achieve their aims and outcomes that 

can manifest as culturally based intervention to change relationships. The European 

Commission states that the main purposes of the ECoC programme are highlighting 

diversity of cultures, celebrating cultural features, and increasing citizens’ sense of 

belonging (European Commission 2022) and provide opportunities for ‘regenerating 

cities, raising the international profile of cities, enhancing the image of cities in the 

eyes of their inhabitants [and] breathe new life into a city’s culture’ (European 

Commission 2022). In tandem with this, the UKCC programme aims to ‘encourage the 

use of culture and creativity as a catalyst for change’ (Department for Digital, Culture, 

Media & Sport, 2014:4). Within both programmes is an assumption that through 
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cultural engagement and championing a city’s sense of its own unique identity, the city 

improves in all these areas by achieving a sense of pride in place with the people who 

live there, or those who visit, during and after the celebratory year. 

2.3. Coventry UKCC as a Cultural Intervention Strategy 

 
ECoC and UKCC initiatives have a reputation of providing opportunities for ‘significant 

economic and socio-cultural impacts’ (Liu 2016:159). There is a sum of literature that 

describe ECoCs and UKCCs as examples of ‘urban regeneration strategies’ (Gomez 

1998, Richards 2000, Evans 2005, Palmer-Rae 2004, Garcia 2004, 2005, 2017, Jones 

and Wilks-Heeg 2004, Mooney 2004, Miles 2005, Liu 2016), however, within this term 

there are issues to be explored. In the case of Coventry’s year as UKCC in 2021, while 

there are place-based benefits, there are social change objectives taken from a city-

wide cultural strategy (Neelands et al., 2020a) that breaks from this urban regeneration 

narrative.  

In the book Urban Regeneration in the UK (2013), Andrew Tallon defines urban 

regeneration as: 

In terms of people, [urban] regeneration aims to enhance skills, capacities and 
aspirations to enable them to participate in and benefit from opportunities. 
Regeneration also aims to improve economic competitiveness in terms of 
business performance, to create more local jobs and prosperity. To attract both 
people and business, regeneration aims to improve the general appeal of a 
place. The theory is that in balance all three elements combine to secure the 
upward trajectory of a locality in a long-term and sustainable manner. 
Dimensions of urban regeneration can be broadly described as economic, 
social and cultural, physical and environmental, and governance-related in 
nature (Tallon 2013:5).  
 

Tallon also explores the context in which urban regeneration takes place, describing 

it as ‘an activity that is likely to experience considerable changes in its institutional 

structures over time in response to changing economic, social, environmental, and 

political circumstances’ (Tallon 2013:6).  
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In 2017 the Coventry City Council, in collaboration with the University of Warwick and 

Coventry University published a ten-year cultural strategy document that detailed their 

plans for ‘the foundations that will allow us to build the future growth and sustainability 

of our cultural assets’ (Neelands et al., 2017:4). At the time, this strategy was published 

before Coventry was awarded the UKCC title. The strategy’s aim was to ‘recognise 

and expand the opportunities that exist for residents and visitors to engage with, 

experience and enjoy the arts and heritage that surround them in all of their variety’  

(Neelands et al., 2017:8) and to ‘maximise the resources and investment necessary 

for cultural growth’ (Neelands et al., 2017:9). The strategy referred to how winning the 

title for Coventry 2021 would only contribute and add momentum to the already 

established trajectory of the cultural strategy and its ambitions to shift the economic 

and social structure of the cultural sector in the city. In Coventry’s case as UKCC, 

there was a departure from a programme that aligns with property-led, infrastructure 

focussed development as a change agent, towards a focus on engaging with, 

enjoying, and expanding cultural activity in the city. This then translated into the co-

creation model as previously discussed. For example, Molly Adkins, a producer for the 

Trust writes: 

Our commitment to co-creation and collaboration drives us to champion the 

ideas, stories and ambitions of individuals and groups, bringing artists they are 

inspired by into the mix to look at how we can develop great events and 

activities. Communities are involved in suggesting and shaping ideas and 

projects, selecting artists, and deciding on locations in addition to taking part 

and joining in (Adkins 2020). 
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Figure 1. Theory/Story of Change Logic Model for Coventry UKCC 2021. (Neelands et al., 2022) 

Through what is a devolved model, Coventry UKCC 2021 aimed for a programme of 

community co-creation, engagement and culturally democratic activity acting as a 

social change agent.4  

The four intended impacts of the programme are illustrated in the Trust’s Theory/Story 

of Change as detailed in Figure 1 above. In this approach, indicators of social change 

move away from property-led and economic development metrics, instead focussing 

on an array of city-wide factors to indicate social, economic, and cultural change. 

Broadly, the Trust intended a legacy of ‘a city that is reinventing itself through culture, 

innovative delivery and creative diversity on to the national and international map and 

bring investment and interest into the city and the region’ (Coventry UK City of Culture 

Trust 2018). Therefore, an implicit relationship exists between the UKCC as a form of 

 
4 The ambition towards community co-creation has been further exemplified in the ‘One Coventry 
Plan’, whereby citizens have been encouraged to involve themselves in the 2022-2030 strategic 
corporate plan for the Council, primarily collecting data through a citizen survey (Coventry City 
Council 2022).  

This item has been removed due to third party copyright. The unabridged version of the thesis can be viewed at the 
Lanchester library, Coventry University
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performance efficacy, and the intended legacies post-2021 as detailed in the above 

image.  

With this context, Coventry UKCC 2021 does not fully fit the ‘urban regeneration’ 

description. It is true that UKCC 2021 was a year-long celebratory festival with a three 

year build up period, with the ambition to re-conceptualise the way a city is perceived 

from outside the city and from within. It also aimed to simultaneously stimulate 

economic growth within private and public sectors (UK Government and Lord Dunlop 

2017). However, this classification as an ‘urban regeneration strategy’ does not 

recognise and appropriately nuance the differences in scale, and the place-based and 

social change objectives between these programmes. In this sense, by an ‘urban 

regeneration’ definition, UKCC 2021 was expected to be solely responsible for wider, 

more entrenched initiatives that are far beyond the timescales associated with four 

years of activity. For Coventry, this ‘city change’ model instead pushes on ambitions 

from a UKCC bid which incorporated elements of cultural co-creation, community 

engagement and activism, set within a framework of culturally democratic activity (64 

Million Artists5 and Arts Council England 2018) in its operationalisation. Therefore, 

instead of being encapsulated by the terminology of an ‘urban regeneration strategy’, 

Coventry UKCC 2021 is better referred to instead as a ‘cultural intervention strategy’ 

of scale. This term encapsulates Coventry UKCC’s ambition to create intentional and 

observable actions (i.e., interventions) that are designed to bring about the disruption, 

education, or a shift in thought regarding perspective of the city. 

Within this city change desire, one of the headlined legacies of Coventry UKCC 2021, 

and specifically the Love Coventry programme is an intended increase in civic pride 

 
5 64 Million Artists is a social enterprise that specialises in ‘bespoke solutions for clients’ and also 
works on ‘national partnering initiatives to use creativity for positive change’ (64 Million Artists 2022). 
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(Neelands et al., 2020a:12). As the Trust have focussed heavily on community-based 

social change initiatives, and an increase in civic pride, this study will focus on how 

the UKCC 2021 programme has affected the way that residents in Coventry feel about 

the place that they live in, and the potential for these feelings to shift because of 

hosting the UKCC 2021 title. In the next section I will further explore why civic pride 

can be seen as an indicator of ‘success’, and its importance in reviewing the 

effectiveness of community-based projects. 

2.4. Civic Pride as an emotive measurement of ‘success’  

 
The important link between economic power, urban policy, planning, and civic pride 

was made as early as 1987 (Boulding 1987). However, given the more recent 

emergence of the UKCC phenomenon, the way policy, planning and civic pride 

manifest during these events has yet to receive a significant amount of special 

attention, with a small handful of academics making contributions alongside a growing 

portfolio of early career research (Grabher 2021, Howcroft 2021, Howcroft and Bisset 

2021, Atkinson et al., 2022). Given that there are several studies to suggest that 

emotion motivates behaviour6 (Lea and Webley 1997, Davidson et al., 2007, von 

Scheve and Ismer 2013, Sullivan 2014), I am interested in exploring how civic pride 

manifests behaviourally and what this means for civic pride as a measurement of 

success with regards to national policymaking, and specifically UKCC projects. 

For geography scholar Phillip Morrison, pride ‘is an emotion that results from having a 

stake in someone, something, or someplace’ and is ‘based on a prior belief that one 

has played a role or made a difference in generating the phenomena, event, or 

 
6 These studies are located within the disciplines of human geography, psychology, and sociology. 
The conclusion that “emotion governs behaviour” can be made from the arguments demonstrated in 
these investigations into pride as an emotion. This is observed through prides role in the human 
response to social situations such as; in work, in relation to social security, negotiations, face-to-face 
encounters, and observations of culture, shared knowledge and through a discussion of literature in 
their respective fields. 



 
 

26 
 

condition of interest, even if only in a secondary or peripheral way’ (Morrison 

2016:105). While studies into civic pride focus on ‘enhancement’, literature 

surrounding these discourses tends to focus on the ‘consequences of urban pride 

rather than the way pride is distributed across city residents’ (Morrison 2016:106). For 

human geography scholar Tom Collins, civic pride as a subject for investigation 

focuses on and can illuminate the way that the public feels about the place they live 

in, what people value about their local identity and community, and how they see 

themselves in relation to it (Collins 2017:389). Broadly, according to Collins, civic pride 

can be encapsulated as a ‘positive identification with or strong loyalty to place and 

local community’ (Collins 2017:389), that manifests as taking ‘significant steps towards 

caring, loving and protecting that which they value or feel responsible for’ (Collins 

2017:391). This may result in behaviours such as ‘washing doorsteps to educating 

neighbours and reporting crimes’ (The Northern Echo 2018). Further, when challenged 

on these positive associations with place, according to sociologist Anne-Marie Fortier, 

this often leads to ‘people being defensive about their beliefs and values’ (Fortier 2005) 

and can manifest as a defence of ‘their version’ of the city (Guion 1982, Lewicka 2008, 

Crombie 2011, Herstein and Berger 2013, Shapely 2017, Collins 2015, 2016). In this 

sense, behaviours associated with feelings towards place and civic spaces manifest 

as community-based support, activism, and a willingness to take action to preserve or 

improve civic spaces such as buildings, parks and other recreational areas.  

Regarding civic pride as an impact measure on a national scale, civic pride is present 

in the UK Government’s Levelling Up the United Kingdom agenda, where one indicator 

of twelve ‘missions’ is Restoring a sense of community, local pride and belonging, 

whereby:  

By 2030, pride in place, such as people’s satisfaction with their town centre and 
engagement in local culture and community, will have risen in every area of the 
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UK, with the gap between top performing and other areas closing. (Department 
for Levelling Up, Housing and Communities 2022:7) 
 

To achieve this goal, the paper splits the delivery of the mission into three elements: 

regeneration, communities, and culture, heritage, and sport. 

On regeneration, for the UK Government a link between civic pride and the built 

environment is key. In their published white paper, rhetorical associations link civic 

pride with urban redevelopment, promising the regeneration of twenty towns and cities 

with regards to the way neighbourhoods look, using terms like ‘beautiful’ and ‘better 

architectural aesthetics’ (Department for Levelling Up, Housing and Communities 

2022:13). For the UK Government, regeneration initiatives such as ‘transformational 

projects’, ‘high street rejuvenation’ and ‘green spaces’ will ‘lead to increased local 

prosperity, improved social mobility and bolstered pride of place’ (Department for 

Levelling Up, Housing and Communities 2022:208). Therefore, for the UK 

Government’s policymaking perspective, an implicit relationship exists between 

improving the physical landscape of local regions and an increase in civic pride.  

On Communities, the paper details that ‘strong communities’ are needed and that 

through this shift, citizens will ‘feel proud of where they live’ (Department for Levelling 

Up, Housing and Communities 2022:212). This ambition is set out to be achieved 

through youth and community investment, with devolved powers to local authority and 

parish councils. As a measurement of success, pride of place is the ‘voluntary 

collaboration of citizens and public servants taking responsibility for realising the 

changes they want to see’ (Department for Levelling Up, Housing and Communities 

2022:214). In this sense, civic pride manifests as a version of civic activism within local 

policymaking.  

On Culture, Heritage, and Sport, the paper details the need for equal access to 

heritage buildings and sporting events and acknowledges the disparities between 
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those inside and outside London (Department for Levelling Up, Housing and 

Communities 2022:217). One example the paper draws from of where culture and 

heritage has been used to bolster civic pride is the Coventry High Street Heritage 

Action Zone, which refers to the transformation of ‘The Burges and Hales Street, one 

of the few parts of the city to survive the Blitz’ (Department for Levelling Up, Housing 

and Communities 2022:218). In this case, indicators that civic pride had increased in 

that geographical area was a higher footfall, and attraction of new local businesses 

along with a reduction in crime and anti-social behaviour (Department for Levelling Up, 

Housing and Communities 2022:218). 

Following on from these examples, civic pride as a measurement can be an indicator 

of ‘success’ through the way citizens respond to the civic environment. If civic pride 

increases, this can be indicated by, for example, an increase in attendance to 

community areas, behaviours such as community support, local activism, and citizens 

taking individual responsibility alongside a potential or perceived reduction in crime 

and anti-social behaviour. If these indicators are observed, then it can be concluded 

that a wide cross-section of the population have developed positive associations with 

the local environment.  

Alternatively civic pride is seen by some as both a cognitive and affective (emotional) 

impression of how residents have a stake in a city’s image and perception (Manyiwa, 

Priporas, and Wang 2018), and as a result ‘this form of sentimental attachment takes 

time to develop and deepen’ (Morrison 2016:107). If a cultural intervention programme 

such as UKCC can have efficacy over its population within a relatively short time 

frame, it follows that civic pride, given its association with the emotional temperature 

towards a city, establishes itself as a useful indicator for project owners and 

policymakers to gauge the relative success of a project and its impact on participants.  
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There are, then, past examples of where civic pride has been measured in the context 

of ECoC and UKCC evaluations. I will begin with an exploration of UK based ECoCs; 

Glasgow and Liverpool, and following a brief exploration of other ECoC methods, I will 

discuss past UKCC evaluations. The intention of the following sections is to narrate 

and review the evaluation practices of previous ECoC, UKCC and current UKCC 

programmes concerning civic pride. I will make observations where shortfalls in 

methodology might be present and move to offer a novel way of capturing the citizen 

experience of civic pride via an arts-based methodological approach.  

2.5. Learning from Glasgow  

 
Glasgow was the UK’s ‘first ex-industrial city to develop a cultural-led regeneration 

programme and to be designated as ECoC’ (Mooney 2004:328) in 1990. The main 

successes associated with Glasgow’s year were an increase in tourism (Myerscough 

1991, 1992, Garcia 2004, Mooney 2004) and casting off its previous negative image 

as a city with a ‘history of long-term economic and industrial decline, together with 

massive problems of unemployment, poverty, deprivation and slum housing’ (Mooney 

2004:321). While many of these problems persist today, the long-term legacies of 

Glasgow’s image shift do remain as an ‘attractive creative hub’ (Garcia 2005:845). 

Glasgow made ground as the first city to reject previous ECoC programming and 

reporting models. They focussed less on concentrated celebratory artistic and festival-

based flagship events but took a ‘broader approach to the definition of culture and to 

the scale of the event’ (Myerscough 1991:8), moving to a year-long programme of 

activity we now commonly associate with modern UKCC programmes. Further, 

Glasgow implemented the first in-depth comprehensive study associated with the 

impacts of hosting an ECoC year. At the time, there were no requirements to undertake 

such measures, and as a result ‘comprehensive reports are . . . scarce and mostly 
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restricted to the assessment of immediate impacts, without a follow-up study in the 

medium to long term’ (Garcia 2004:321). Since Glasgow in 1990 and subsequently 

Liverpool in 2008, there is now a requirement for future ECoCs to submit official 

reporting strategies at the bidding stage (European Commission 2018).  

The initial impact report Monitoring Glasgow 1990 (1991) was written by John 

Myerscough, commissioned by Glasgow City Council and within the report several 

categories were brought into focus for measuring impact. For the purposes of this 

thesis, I will focus on methods and related research outcomes surrounding the 

perceived impacts Glasgow 1990 had on its residents’ sense of civic pride. However, 

before I begin this exploration, it is important to note that the report overwhelmingly 

focusses on economic measures as a signifier of social change. The report spans over 

230 pages of which only three are focussed on exploring how residents perceived the 

ECoC year and its effect on civic pride in general. Garcia writes on this observation 

with her 2005 study Deconstructing the City of Culture: The Long-term Cultural 

Legacies of Glasgow 1990:   

the praise concentrates on the city’s image transformation from grim industrial 
centre to attractive creative hub, including the growth in leisure and business 
tourism that resulted partly from this image transformation. This suggests a 
predominance of the economic rationale to justify Glasgow’s success and a 
trend towards overlooking its wider social and cultural implications. (Garcia 
2005:843) 
 

In the section of the report Response of Glasgow Residents, residents were surveyed 

from a ‘representative sample of adults in the region’ (Myerscough 1991:82). 

Participants were questioned regarding their attendance to the programme, their 

perspectives on the benefits for Glasgow as a population and their opinions towards 

the ECoC governance. Participants were also asked to agree or disagree with 

statements associated with the improved public image of the city. The results from the 

study report that 89% of residents agreed that ‘the 1990 programme was good for 
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Glasgow because it improved the public image of the city’ (Myerscough 1991:98) – 

the study’s only metric for civic pride – leading the study to conclude that ‘Glasgow 

residents responded positively to the City of Culture celebrations’ (Myerscough 

1991:98). These reflections in isolation provide the image of an incredibly positive 

relationship between the ECoC title and the impact it had on residents. However, the 

report does not detail the amount of survey responses collected, only reporting on the 

percentages associated with the analysis of the data. Without the knowledge of how 

wide and far reaching the sample size was, the conclusions drawn from the data 

appear weaker at face value. Further, the study focuses on using methods and 

practices that are quantitative in nature and do not provide direct causality and 

contexts for the reasons for these conclusions. In this context, contemporary voices 

surrounding evaluation practices call for an equal weight towards qualitative, narrative-

based investigation methods (Garcia 2005:843).  

Contrary to the reported impacts, there are subsequent studies that have investigated 

these image change claims and found them to be ‘myth making’. The ‘official’ studies 

into the impact of Glasgow’s success report an improvement in city image perceptions. 

However, in retrospect, these attitudes are not shared by a significant number of the 

Glaswegian public. Through revisiting accounts recorded with Glaswegian residents 

and community groups during the titular year in 1990, social science scholar Gerry 

Moody critically explores the legacies of Glasgow 1990 and found that for the majority 

of Glaswegians, ‘‘the Glasgow model’ – has contributed to the worsening levels of 

poverty and deprivation and to the deepening inequalities that characterise the City 

today’ (Moody 2004:337). Geography scholars Mark Boyle and George Hughes (1991) 

also explore the public reaction to Glasgow’s year as ECoC and found that there was 

much distain for the way funding was invested. They conclude that this impacted the 
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way the city was perceived from the public to the extent that ‘not only will Glaswegians 

not benefit economically from the event, but that they in fact stand to lose by it’ a 

sentiment that was ‘picked up by the general public at large’ (Boyle and Hughes 

1991:226). These findings indicate that while quantitative data provided one narrative 

of a positive relationship with the city, further, and more qualitative studies provided a 

different perspective in contrast to the original data presented.  

2.6. The Liverpool Model 

 
Whilst there are multiple voices that investigate the European Capital of Culture 

(ECoC) phenomenon, from the perspective of the cultural policy researcher, the 

leading voice in this field is Beatriz Garcia. Her work on cultural programmes such as 

the Olympiad and ECoCs is extensive, having undertaken a ‘review of all available 

evidence on the first three decades of the European Capital of Culture (ECoC) 

programme’ (University of Liverpool n.d.). This includes a pioneering impact study into 

Liverpool’s year as ECoC titled Impacts 08 (2011) and subsequent 10-year reflection 

Impacts 18 (2018), of which has influenced the approach to further impact studies of 

ECoCs and UKCCs alike. For Garcia, the ECoC is an ‘attractive catalyst for culture-

led regeneration’ (Garcia 2005) and historically was an attractive title to bid for, due to 

its ability to adapt to ‘the needs and demands of those cities hosting it rather than 

imposing a prefigured model of urban cultural policy’ (Garcia 2005). For Liverpool, who 

held the title of ECoC in 2008, there have been several ‘success stories’ associated 

with the way the city has developed pre-and-post-2008. While the impacts of Liverpool 

2008 continue to be investigated (Liu 2015, Institute of Cultural Capital 2018, Ponzini 

2021, West 2021), the initial study Impact 08 (University of Liverpool n.d.) was 

heralded as a ‘new template for Capital of Culture festivals, and culture led urban 

regeneration in general’ (Connolly 2013:162). The study was a wide reaching and 
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thorough investigation into the initial impacts the ECoC year had on the host city. 

Focusing on investigating civic pride perceptions, it is appropriate to review the Image 

and perceptions (University of Liverpool n.d.) category within the study report. This 

section of the report contains programme overviews and project specific reports whose 

main reflections were that there were ‘remarkable changing trends in the approach to 

media coverage about the city and in national as well as local perceptions’ (Garcia et 

al., 2010:38) from the years of 2003 upwards. In the Media Impact Assessment (part 

II) (2010), local, national, and international media coverage was sourced via the 

electronic Lexis Nexis database. Analysis of the coverage was completed via coding 

objective states such as date of broadcast, type of media source and so on combined 

with a ‘qualitative approach, focussed on the identification of themes and attitudes’ 

(Garcia et al., 2010:10). The data was collected with two separate focusses, firstly on 

Liverpool more broadly and second, specifically concerning the city’s year as ECoC. 

The justification for these methods of analysis was that the study can provide a ‘basis 

to determine evolving narratives about the city and their likely influence on the 

perceptions of local residents’ (Garcia et al., 2010:9). However, there is an assumption 

within much of this media and broadcast analysis that residents’ perceptions mirror 

the sentiments portrayed within the coverage, without considering press bias and 

accountability. Garcia writes on this in her subsequent article ‘If everyone says so ...' 

Press narratives and image change in major event host cities (2017) where she 

identifies the assumption within her own work that ‘sustained change in media 

representations of place can be taken as tantamount to image change’ (Garcia 

2017:2). She goes on to imply that media representations of place can both reflect and 

influence members of its constituent consumers of news content (Garcia 2017:2). 
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Whilst this is possible, further investigation into public perspectives, considering its 

local and national media readership is needed to substantiate this theory. 

The Retelling the City (2007) report presents an investigation into the public perception 

of Liverpool via how ‘residents portray and project their city through personal accounts 

of their own experience and their interaction with visitors to the city’ (Garcia et al., 

2007:2) during the build-up period in 2003-2008 (Press Association 2003). This 

methodology used qualitative techniques comprised of semi-structured and 

unstructured interviews conducted in 2006. According to Garcia et al., ‘initial open 

questions were followed up by specific prompts to draw out individual narratives and 

stories of the city’ (Garcia et al., 2007:2). Participants were selected via their 

engagement with the ‘08Welcome’ and ‘08Volunteering’ programmes (Garcia et al., 

2007:2). There were also interviews conducted with ‘the head of the 08Welcome 

programme’ and from ‘observations at one 08Welcome training session’ (Garcia et al., 

2007:2). Through the analysis of the data collected, Garcia et al. came to the following 

conclusions: that a perception of change within residents’ sense of civic pride occurred 

and was attributed to the build-up work to the celebration year. Participants ‘identified 

major changes in the city and that these were of a positive nature, moving on from the 

most extreme negative aspects associated with the city in the past’ (Garcia et al., 

2007:8). Also, that Liverpool had overcome ‘its past political and economic isolation’ 

(Garcia et al., 2007:8). One interviewee reflected that ‘[Liverpool is] the place to be 

seen. You look at the magazines, like with Colleen and Atomic Kitten or whoever. 

They’re usually coming to the bars and so forth; it is a bit of a place to be seen now’ 

(Garcia et al., 2007:8). Garcia et al. attribute these observations due to shifts in the 

economy of the city, and other tangible changes such as ‘growing numbers of direct 

flights to the John Lennon Airport’ and the ‘expansion of the University’ (Garcia et al., 
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2017:8). It is useful to note here however that no comparative study has been 

conducted with this methodology post-2008 by the Impact 08 team.  

While the Retelling the City (2007) study provides an indication of social change in the 

build-up period, the sampling choices within the methodology do not include anyone 

who is part of the lay public. It could be suggested that participants of the 08Welcome 

volunteering programme were intrinsically interested in the wellbeing of the city and 

its visitors simply by their signing up and taking part in the programme. Sections of the 

Retelling the City report are devoted to how the participants promoted the city both to 

visitors and residents; one such participant claimed ‘You’re bigging the place up all the 

time. You know, and saying you wouldn’t want to live anywhere else’ (Garcia et al., 

2017:9). By only focussing on the individuals associated with a programme designed 

to show off the ‘best parts’ of Liverpool, we cannot assume that other less ‘engaged’ 

members of the public have perceptions that are of a similar capacity. The Impact 08 

study as a whole and subsequent Impact 18 (Institute of Cultural Capital 2018) 

revisions do not engage critically or recognised the omission of this demographic of 

the population. 

In summary, the Liverpool evaluation has argued for a shift in civic pride assessed via 

qualitative measures. However, it assumes that investigations with volunteers 

conducted in the pre-celebration year are indicative of a lasting temporal effect (Garcia 

et al., 2007) and secondly, that media and journalistic coverage is equal to and 

influences the residents’ perceptions on civic pride.  

2.7. Continental ECoC Evaluations - Post-Liverpool 

 
Between Liverpool 2008 and Tallin/Turku 2011, the European Commission introduced 

a requirement and allocated budget for ECoC host cities to establish a baseline on 

which to benchmark evaluation activity (European Commission 2010, 2011, 2012). 
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However, the ECoC 2012 and 2013 reports detail difficulties in developing baseline 

evaluation benchmarks (McAteer et al., 2013). From 2014, a new funding structure 

was introduced whereby funding only allowed for ‘an ex-post evaluation to take place’; 

in other words, ‘only an after picture has been studied’ (Fox and Rampton 2015:8). All 

subsequent evaluation reports post-2011 have therefore not been required or been 

given funding to create a baseline from which to compare collected evaluation data. 

The European Commission conclude therefore that because of this lack of baseline, 

fully analysing the data is difficult, and there is a ‘lack of hard evidence on the benefits 

and ‘impact’ of the ECoC on the host cities’ (Fox and Rampton 2015:8). While the 

European Commission does not limit research activity from ECoC host city universities 

and project partners that might establish a baseline if they wish, budgetary limits are 

placed on this type of research activity. In response to this, I argue that the inclusion 

of a baseline is especially important to measuring impact, as it provides a benchmark 

against which the outcomes of any cultural activity can be assessed, providing clearer 

indications of success or failure. 

Since the collective 2007-2008 report, ECoC evaluations require both quantitative and 

qualitative methods be used to collect data (European Commission 2009), however, 

qualitative methods (interviews, focus groups etc.) are required to be held with key 

stakeholders rather than members of the public. Again, the commission does not 

determine that host cities cannot hold public consultations or gather evidence from 

members of the public, however, such data is not required to be sent to them for 

reporting purposes.  

In contrast to all other ECoC evaluations, Aarhus 2017 was the first ECoC that as part 

of the evaluation plans both created a baseline for comparative analysis, but also 

enacted a public consultation where members of the public and their opinions fed into 
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the final evaluation (Degn et al., 2018). Like its predecessors, Aarhus 2017 ‘combined 

qualitative and quantitative methods in order to arrive at a nuanced and complete 

picture of both overall patterns and their underlying causes’ (Degn et al., 2018:26). 

However as detailed in Figure 2 below, quantitative, and qualitative data regarding 

population opinion was also collected as far back as 2014, three years before the 

celebration year.  

Figure 2. Table 1.2 data collection performed by rethinkIMPACTS 2017. (Degn et al., 2018) 

This item has been removed due to third party copyright. The unabridged version of the thesis can be 
viewed at the Lanchester library, Coventry University
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Briefly, civic pride was measured via questionnaires and focus groups with members 

of the public. They found that ‘Citizens’ expressions of pride were often linked to 

specific events, for example the official opening ceremony, in relation to which citizens 

expressed strong positive feelings’ (Degn et al., 2018:113). Civic pride was also 

measured through social media, whereby citizens ‘often portrayed themselves as 

cultural consumers or marked a sense of affiliation with Aarhus as a city. Aarhus, the 

European Capital of Culture project and/or culture were generally used as identity 

markers in citizens’ self-presentations’ (Degn et al., 2018:113). Further, pride also 

manifested in the response to external challenges to citizens’ sense of self-

identification with Aarhus. In response to an event by an external practitioner, some 

members of the public opposed it on social media, ‘motivated by the sense that the 

work was incompatible with what some citizens perceived as what it meant to be a 

citizen of Aarhus and the values they themselves associated with their identity as 

Aarhusians’ (Degn et al., 2018:113). Alongside this, as detailed in the report, ‘the 

dominating theme was the pride associated with being a part of the European Capital 

of Culture project, and many citizens acted as ambassadors for Aarhus 2017 on social 

media’ (Degn et al., 2018:113). While the report does not specifically name civic pride 

as an impact measure, it does detail where moments of civic pride could be observed 

because of specific project engagements. Further, from an analysis of non-UK ECoC’s 

since 2007, civic pride has not been detailed specifically as a factored measurement 

of success, only ECoC programmes in the UK have measured civic pride as an official 

indicator for tracking purposes.  

From this brief glimpse into the evaluation activity post-Liverpool 2008, so far, only 

one ECoC, Aarhus 2017, has detailed a deliberate, and separate public consultation 

in its evaluation practices with regards to the impacts of the ECoC programme on the 
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host city. Both quantitative and qualitative methods of data collection are 

recommended by the European Commission, however, these methods are restricted 

to questionnaires and focus groups/interviews with stakeholders. To date, there has 

been little to no arts-based practice research method of exploration when collecting, 

analysing, and disseminating evaluation data with regards to the social impact of a 

ECoC programme on a host city. In the next section, the impact studies of the UKCC 

competition are explored. 

2.8. The Derry~Londonderry Experience 

 
On 15th July 2010, Derry~Londonderry (named Derry from this point forward) was 

announced as the winner of the first UKCC competition, to be celebrated in 2013. 

Derry was granted the title due to the compelling case put forward in their bid for a 

cultural programme that drew on the city’s past, and the potential socio-economic step 

changes that being a UKCC could generate (UK Government 2010). Whilst there is 

speculation on the economic benefits that the UKCC year brought to the city (Kim and 

Roper 2019), there is a consensus amongst most scholars that 2013 was a success 

as a catalyst for peacebuilding between Loyalist and Unionist groups that have 

opposing ideologies (Boland et al., 2019, Doak 2014, 2018, Jennings et al., 2017, 

McVeigh 2010). The official report into the impacts of the UKCC year on Derry focuses 

heavily on the economic and monetary gains associated with the year, only 

commenting anecdotally on social impact measures. However, the report does 

highlight its success in terms of the ‘level of participation and engagement by all 

sectors of the local community’ and the ‘manner in which the city rose to the challenge 

of delivering a year-long programme of events’ (Derry City & Strabane District Council 

2016:4). The report draws from a multitude of data sources; project evaluations by 

event organisers, Citiscope and Citizen Surveys that all contribute to the conclusions 
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made in the study. For the purposes of this review, I will focus on the way in which 

public perceptions on civic pride were investigated and reported. 

In comparison to past UK based ECoC practices, perceptions of the city and local 

areas are specifically explored twice in the report, firstly within the context of pre-

established aims and objectives, and secondly in more depth in a Project Outcomes 

(2016) chapter. Drawing from data in 2009 and comparing it to 2015, the discussion 

is preceded with a disclaimer regarding the challenges associated with the timing of 

the UKCC year and apparent weaknesses found within the data sets used. Challenges 

such as the economic recession deepening, increased difficulties in accessing public 

sector funding, private sector sponsorship and a reduction in the buoyancy of the 

tourism industry, all are attributed to a foreshadowing of an ‘over optimistic’ (Derry City 

& Strabane District Council 2016:15) aspiration within the original bid document, and 

transparently sets the scene for the review of the data gathered. Further, there were 

reported challenges in using data from the 2009 Citizen Survey as a baseline for 

comparison. The 2009 survey focus was towards providing data for an Equality Impact 

Assessment and therefore concentrated on the ‘10% most deprived areas within the 

Derry City Council (DCC) area’ (Derry City & Strabane District Council 2016:16). 

These results were published separately to other sampled areas and used different 

sampling techniques for each, therefore marrying these results together as a 

composite set of results for the entire Derry City and Strabane District Council 

(DCSDC) area was not possible. This inevitably resulted in a selective sampling of 

households from the 2015 Citizen Survey that were able to be directly compared with 

those 10% of households sampled in 2009. The report states that conclusions drawn 

from this data ‘should be treated with extreme caution’ (Derry City & Strabane District 

Council 2016:17). 
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In Delivery of Objectives of City of Culture (2016) the aims were articulated: ‘To 

increase sustainability and capacity in the community’ and ‘To improve social inclusion 

and understanding of diversity - particularly within the Protestant community’ (Derry 

City & Strabane District Council 2016:32). When discussing the perceptions of the city 

with reference to this aim, it was observed that the residents’ satisfaction rate reduced 

from 2009 to 2015 by 1.3%. The report offered up a counter to this shortfall by an 

increase in the population who would not be embarrassed to bring people to their area 

from 64.6% in 2009 to 76% in 2015 (Derry City & Strabane District Council 2016:33). 

Further, the report later extrapolates this data as support for its aim to achieve a ‘sharp 

rise in the perception of the city as a good place to live’ (Derry City & Strabane District 

Council 2016:40). 

In a review of the ‘Benefits Realisation Plan (BRP)’, a wide variety of measures are 

articulated including ‘Improved Perceptions of the City’ (Derry City & Strabane District 

Council 2016:47). In an expanded exploration of the Citizen Survey, the report focuses 

on the most deprived deciles. In the first decile we see a decrease in satisfaction as 

indicated above, the second decile, however, notes an increase in satisfaction of 5.6% 

from 71.43% in 2009 to 77.03% in 2015. There was also an observable increase in 

the proportion of people that considered Derry arts and culture as excellent or very 

good in both deciles (Derry City & Strabane District Council 2016:50). These figures 

initially indicate a more significant shift in civic pride levels from the first decile, 

however, as previously mentioned the ‘survey methodology was different, and the 

sample size used for 2015 comparisons by deciles is therefore very small’ (Derry City 

& Strabane District Council 2016:50). This restriction in sample size – when 

considering the survey in general received 663 responses and that the report draws a 
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sample size of 86 and 74 respectively – limits the ability to draw generalised 

conclusions for the entire population via this set of methods.  

In addition to the limitations explored in this official evaluation report, there are further 

reflections from the management of the Derry UKCC experience that speak to 

limitations of the wider UKCC scheme. Boland et al., explores the limits of what Derry 

could achieve in their article Fashioning a City of Culture: ‘life and place changing’ or 

‘12 month party’? (2016). On the one hand it was identified that the results of engaging 

with the UKCC activity caused an increased sense of civic pride via interviews with 

artists and citizens (Boland et al., 2016:7). On the other, objectives and targets 

associated with the economic and political reach of the UKCC year were not met as 

successfully. Factors including a large level of unemployment, levels of social 

deprivation and a lack of legacy activity led Boland et al. to conclude that while there 

was ‘evidence of genuine transformative change regarding image improvement and 

civic pride’, there were also negative associations with the scheme. These were an 

‘ongoing sense of exclusion in working class estates, and criticism of bureaucracy and 

the funding process; while most critical commentary concerned the lack of 

demonstrable impact and legacy especially in terms of employment’ (Boland et al., 

2016:7). For Derry, there were limitations in what the scheme could achieve in the 

limited timeline and resources they had access to. In this sense, there were 

expectations that Derry’s year as UKCC could ‘generate ‘a similar transformative 

impact’ as ECoC in Liverpool and Glasgow’ (Boland et al., 2016:10). However, from 

the official report and Boland et al.’s research, it appears there was more value in 

attributing the successes of Derry’s year as a ‘peace resource than its limp legacy as 

an economic resource’ (Boland et al., 2016:14).  
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2.9. The Hull Response 

 
In November 2013 Hull was announced as UKCC for 2017, taking place four years 

after Derry in 2013 (Hull History Centre 2017). Hull was the second UKCC and its 

overall vision was ‘to deliver 365 days of transformative culture through a range of 

diverse and high-profile cultural events and projects’ (Hull City of Culture 2017 Ltd 

2015:14). The programme of events and activities took place under a thematic ‘journey 

of four seasons, each with a unique view of Hull and its position in the world’ (Culture, 

Place & Policy Institute 2019). Hull 2017 was heralded as an opportunity to ‘reassert 

Hull's role as a cultural powerhouse and a catalyst for transforming perceptions and 

accelerating investment in the city, particularly in the visitor economy’ (Culture, Place 

& Policy Institute 2018a:26). Currently, there are limited resources in review of civic 

pride in Hull 2017 aside from official reports which published their preliminary findings 

in 2018 (Culture, Place & Policy Institute, 2018a) and the final report in 2019 (Culture, 

Place & Policy Institute 2019). In this section I will explore the extent to which the data 

suggests that Hull UKCC 2017 has had impacts on its residents with regards to civic 

pride, and analyse the methodologies used in the official report.  

The monitoring and evaluation strategy for Hull 2017 was conducted by the Culture, 

Place & Policy Institute (CPPI) at the University of Hull. Evaluation research began 

from the 2017 year and drew from annual surveys of residents from 2015-2018, 

audience surveys during the year, focus groups and in-depth interviews with key 

stakeholders and volunteers (Culture, Place & Policy Institute 2019:7). To evaluate 

civic pride, the data sets used were provided through annual surveys of residents, with 

supplementary qualitative data through audience focus groups regarding the 

placemaking event Made In Hull and interviews with volunteers (Culture, Place & 



 
 

44 
 

Policy Institute 2018b:35). This is a shift from Derry’s evaluation strategy, which only 

included quantitative data to study civic pride.  

The preliminary findings report details specific aims regarding the outputs and 

outcomes of Hull 2017. Under the impact area Place Making, the aim ‘Increased 

resident satisfaction and pride, and greater sense of city identity’ (Culture, Place & 

Policy Institute 2018a:108) reports that ‘three in four residents are proud to live in Hull’ 

(Culture, Place & Policy Institute 2018a:9) and with ‘75% of residents stating they are 

proud to live in Hull at the end of 2017’ its ‘highest level on record’ (Culture, Place and 

Policy Institute 2018a:12). In the 2019 final report these figures shift; from the data 

gathered in 2018, ‘71% of residents agreed they were proud to live in Hull, a drop from 

4% from 2017, but an increase of 1% from 2016’ (Culture, Place and Policy Institute 

2019:35). So, for residents, civic pride shifted marginally from the year before to the 

year after the event according to the quantitative data gathered.  

From a qualitative perspective, the report on Made in Hull (Unwin 2017) provides 

numerous accounts of increased civic pride through reactions from its audience. The 

report uses illustrated quotes to support its findings, such as ‘The emotion and the 

pride it brought out and the sense of, actually, it’s good stuff here, and that’s what I 

use to describe it to others I think.’ (Unwin 2017:165) and ‘I was in town for the Made 

in Hull event in Queen Victoria Square on Sunday and loved it. I watched it four times... 

The cheers that went up at the end of the piece, saying ‘WE ARE HULL’ pride is being 

restored in our great city’ (Unwin 2017:14). Noting that these two quoted here are a 

small fraction of the qualitative data presented in the report, it is interesting to link 

these findings to the overall civic pride level of the city via its residential surveys. As 

demonstrated, those who engaged in watching Made in Hull experienced an increase 

in civic pride whilst experiencing it, and in the immediate aftermath. However, it 
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appears that this shift was not sustained over a longer period as told by the longitudinal 

quantitative data.  

Another example where qualitative studies regarding civic pride counter the narrative 

built by quantitative measures in the official Hull 2017 report, comes from education 

scholars Ploner and Jones (2019). Their research project studied young people’s 

reactions to Hull UKCC 2017 through semi-structured, participatory focus groups from 

nine schools (Ploner and Jones 2019:273). They found through these conversations 

that Hull as UKCC 2017 did ‘enhance their sense of place, as well as feelings of 

respect, pride and ownership towards the city’ (Ploner and Jones 2019:278) 

particularly with teenagers. These qualitative studies build a narrative that seems in 

principle to go further and more in-depth than the 1% decile shift that is reflected upon 

in the main report findings. Further, while there is no doubt that the positive 

implications from Hull 2017 include an increase in civic pride (Adriana 2020) a criticism 

of these qualitative studies is that they are small in number and they focus on a very 

specific selection of the population of the city (79 young people), or one project that 

was brief in time frame (Made in Hull was the opening event). Therefore, questions 

surrounding the depth of engagement by citizens are important when studying citizen 

perceptions of civic pride. In theory, the deeper the engagement, the stronger the 

correlation between engagement and an observable civic pride shift.  

Thus far, I have explored how UKCC programmes as ‘cultural interventions’ have the 

potential to achieve forms of social change via its capacity for ‘didactic efficacy’ (Price 

2008). I have also identified behavioural dimensions associated with civic pride as 

defined by Collins, Morrison, and the UK Government (2021) as an increase in 

community support, activism, and civic responsibility alongside a reduction in crime 

and antisocial behaviour. Further, as a measurement of success, the observation of 
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these dimensions is key to qualitatively assessing civic pride levels amongst citizens. 

Previous evaluations have increased in scale, and different methodologies have been 

introduced to evidence and capture examples of social change, especially in the shift 

from quantitative methods towards a recognition of the need for qualitative methods. I 

have also identified a gap in knowledge where alternative arts-based ‘ways of knowing’ 

currently are not contributing to ECoC and UKCC evaluations. There are also 

identifiable issues with measuring civic pride, such as a lack of longitudinal qualitative 

data. Further, when qualitative data on civic pride is used, it is not always reflective of 

the lay public, or investigated alongside projects with a longer time frame. In the 

concluding section to this chapter, I now turn to Coventry’s proposed monitoring and 

evaluation, given this framework for analysis.  

2.10. Coventry’s UKCC 2021 ‘intervention to change’ relationship. 

 
For Coventry, the ‘cultural intervention’ offered by holding the UKCC title has certain 

‘promises’. The overview of what the programme hoped to achieve is encapsulated by 

the following: 

Coventry intends to host a spectacular year of events as well as a build-up 
period and legacy programme that will put the spotlight onto the city and its 
communities and act as a major catalyst for change in the cultural landscape of 
the city and in other non-cultural sectors. A strong emphasis of the programme 
will be on co-creation and co-commissioning with local communities and for 
local people to be given informed responsibility for shaping the programme. 
Outputs from national and international artists will also be closely tied to the 
positive needs and identity of the city and its region. (Neelands et al., 2020a:5) 
 

Exploring these aims further, the strategy depicted the image of Coventry post-2021 

as a city of citizen involvement, aiming to reimagine the role of culture within the city, 

giving a voice to every citizen regarding the definition of what culture is and to decide 

how that definition is manifested (Neelands et al., 2020a:3). Also, citizen involvement 

was encouraged through the shaping and delivery of the programme, giving citizens 

the opportunity to ‘develop and express creativity throughout their lives’ (Neelands et 
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al., 2020a:5). Further, alongside a citizen focus, there were broader aims designed to 

build upon and shift the external and internal perception of the city, positioning it ‘as a 

city of welcome, a city of activists and pioneers, a city of peace and reconciliation, and 

a city of innovation and invention’ (Neelands et al., 2020a:5). Given these aims, the 

‘promises’ of the programme had high aspirations; galvanizing economic growth, 

strengthening the cultural sector and a long term ‘legacy of positive cultural, social, 

environmental and economic impacts and activism for the city, its region, citizens, 

communities and visitors’ (Neelands et al., 2020a:7). For residents, the programme 

promised ‘a renewed sense of belonging and pride in Coventry and themselves’ 

(Neelands et al., 2020a:12) through an increase in civic pride. 

As part of the delivery for the UKCC year, a Performance Measurement and 

Evaluation Strategy (2020a) was developed in partnership between the Coventry 

UKCC Trust, the University of Warwick, Coventry University and Coventry City Council 

and was published in January 2020 (Neelands et al., 2020a). The purpose of this 

strategy was to outline the planned activity to conduct and evaluate the UKCC 2021 

programme based on its four impact areas: 

1. Coventry citizens positively influence and shape the city they want to live in 
2. Coventry’s culture contributes to the social and economic prosperity of the city 

and region 
3. Coventry is a global and connected city 
4. Coventry is recognised as a future-facing pioneering city (Neelands et al., 

2020a:3). 
 

The strategy builds from previous ECoC and UKCC evaluation models by stating 

several ‘guiding principles’ such as ‘transparent, inclusive and robust reporting’, 

alignment with the ‘evaluation requirements of a number of key stakeholders’, 

‘compliance with the HM Treasury’s Green and Magenta Books’, ’balancing qualitative 

and quantitative indicators’, ‘a cost-effective model’ and ’giving value to the experience 

and voices of citizens, visitors and stakeholders’ (Neelands et al., 2020a:3).  
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As mentioned in section 2.3, as part of the strategy, a Theory/Story of Change logic 

model (Figure 1) was created to articulate the aims and approach that the Trust would 

take during the development of the 2021 programme and its subsequent legacy 

activity. According to the Trust, this logic model provided ‘an illustrative roadmap of 

how the Trust is planning to ensure that its investments and activities lead to the 

intended results (i.e., outcomes) of the programme’ (Neelands et al., 2020a:10). This 

model marked a step change in the depth and breadth of analysis than shown in the 

previous iterations of UKCC and shifted the timescale for when and how evaluation 

activity should be completed. Of the many indicators listed in the strategy, the first 

outcome and intention that is mentioned in the document is ‘an increase in civic pride’ 

(Neelands et al., 2020a:12), which marks a very notable difference in methodology 

from the emphasis on economic measures by its previous UKCC counterparts. 

Further, out of the fifteen outcomes, only three mentioned are directed toward 

economic prosperity, as against more holistic indicators including social, health and 

environmental measures, attributed to the influence of the Marmot City initiative7 which 

Coventry joined in 2013 (Munro 2019). What is starkly different and significant here 

from previous UKCC programmes is that, according to the Trust, this review provides 

an opportunity for devolved, co-creation methods (Neelands et al., 2020a) which shifts 

the focus from economic, to social value, a different framing mechanism to assess the 

programme’s outcomes, including civic pride.  

The strategy defines the following to indicate the impact measures for civic pride have 

been met: 

• Increase in levels of neighbourhood and city centre satisfaction 

 
7 The Marmot Cities initiative is a network of local authorities in England, working in-depth to develop 
a 'Marmot' approach as recommended in 2010 by Sir Michael Marmot, Professor of Epidemiology and 
Public Health. This approach focusses on reducing health inequalities within the city through a 
consideration of the impacts of policymaking on health and well-being, and delivering projects 
designed to tackle the issue of health inequality (Faherty and Gaulton 2017). 
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• Programme is representative of the city’s population and underrepresented 
groups 

• Events delivered based on geographical considerations 

• % of residents engaged in local community arts and cultural activities 

• Increase in cultural participation in all neighbourhoods/represented groups 

• Increase in cultural participation from neighbourhoods with low participation 
(Neelands et al., 2020a:15) 
 

While there is yet to be a final report published exploring these outcomes, if they are 

shown to be met through the methodology and preliminary reporting, it can be 

observed that these outcomes would combine to achieve ‘sustainable positive 

changes for an individual or community’ (Neelands et al., 2020a:12) and as part of 

that, a greater civic pride impact.   

The practical delivery of the UKCC year was demonstrated by its producing model 

which involves a devolved, community-based approach, delivered through three 

different producer teams: Collaborative, Caring, and Dynamic. The Collaborative City 

team was tasked with a geographical approach, situating four producers in four 

separated quadrants of the city with the intention to ‘co-create a programme that is 

sustainable long after 2021 is over’ (Coventry UK City of Culture Trust n.d.a). 

Secondly, the Caring City team was embedded within existing community 

organisations within the city including Positive Youth Foundation8, Grapevine9, Central 

England Law Centre10 and the Coventry Refugee and Migrant Centre11. The 

suggestion behind joining with these organisations – influenced by the Marmot City 

initiative – is that cultural activities can potentially support these organisations in their 

missions to tackle ‘ongoing issues surrounding poverty and homelessness, increasing 

issues around our mental health, isolation and inequality experienced by newly arrived 

 
8 https://positiveyouthfoundation.org/ 
9 https://www.grapevinecovandwarks.org/ 
10 https://www.centralenglandlc.org.uk/ 
11 https://www.covrefugee.org/ 
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communities, and knife crime and safety, particularly amongst young people’ 

(Coventry UK City of Culture Trust n.d.a). Finally, the Dynamic City Team was 

focussed on establishing new and innovative partnerships between organisations that 

respond to the impact the city has on the climate crisis, green futures, and its wider 

place in the international arena (Coventry UK City of Culture Trust n.d.a). It is within 

this framework that Love Coventry was delivered, through the Collaborative City 

Team. 

2.11. Summary 

 
In this chapter I have contextualised UKCC programmes as specific cultural 

interventions of scale, which generally contribute to wider entrenched urban 

redevelopment narratives. Within this I have explored expectations that increased civic 

pride may be a particular outcome and a measure of UKCC programmes level of 

‘success’. Civic pride as an impact measurement currently combines multiple 

quantitative and qualitative data streams under an umbrella narrative spectrum of 

feeling. In the case of Coventry UKCC 2021, satisfaction rates, attendance, and 

engagement figures are theorised to combine to produce a general indicator that 

project engagement leads to a shift in civic pride levels (Neelands et al., 2020a), 

supplemented by qualitative indicators such as well-being surveys. However, if civic 

pride pertains to ‘collectively oriented feelings [my emphasis] of self-worth, integrity, 

satisfaction and joy that come from living in, or belonging to, a given place or 

community’ (Collins 2017:392), then I argue that an increased participation in activity, 

satisfaction and engagement should be accompanied by a contextualised, narrative-

based, emotionally inclusive qualitative indicator. 

After exploring methods used by evaluators to study shifts in civic pride during ECoC 

and UKCC evaluations, and in the context of the new focuses provided by the M&E 
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Team for Coventry, a gap is evident in the way that personal stories from members of 

the public are rarely collected and, further, little to no arts-based practice research 

methods are used to gather, analyse, and present qualitative data. I therefore propose 

that an arts-based practice research method could align with, expand upon, or even 

challenge current methods of investigating civic pride to address this gap and produce 

new knowledge. In the next chapter, I expand on the reasons for this proposition, and 

provide an in-depth detailing and analysis of the proposed method. 
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Chapter 3. Designing the Research 
 

This chapter outlines the contextual frameworks which inform the practice, the 

practicalities of which are explored in Chapter 4. Here, I observe critical theories and 

practices associated with headphone verbatim and consider how these interact with 

this project and inform the argument for the theatre arts, and in particular headphone 

verbatim, to be used as a practice research method when evaluating cultural 

intervention projects such as UKCC.  

3.1. Why Theatre Arts Performance Practice as a Research Inquiry?  

 
In the previous chapter, an argument was made for the limitations to date in the 

evaluation of civic pride during the impact evaluation of UKCC programmes. This is 

especially concerning qualitative approaches to studying how civic pride manifests, 

based on affective notions towards place, expressed by residents and citizens of the 

host city. Further from this argument, there are parallel concerns amongst those 

developing policy. Recent world events such as the global pandemic, gender violence, 

Black Lives Matter, and the climate crisis have accelerated recognition by 

policymakers that the policy cycle is failing to capture the needs of all citizens, and 

especially failing to respond to the lived experience of those marginalised in society. 

A policy reform report published by the UK Civil Service in 2021 recognises that ‘most 

policymakers do not consistently have the skills, incentives or infrastructure to find new 

evidence about citizens’ (Knight 2021:63). As the basis of evidence gathering, policy 

engagement methodologies are themselves generating ‘marginalised groups’, ‘the 

seldom heard’ and creating barriers to access for citizens, due to policymakers not 

being ‘confident or effective at talking to diverse groups of people, who's background 

and culture differs from their own’ (Knight 2021:65). This is because it is ‘easier for 

officials to turn to groups which represent these people than it is to contact them 
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individually’ because this can ‘whip up emotions, making it harder to actually do their 

job’ (UK Civil Service 2020:65). Given that evaluations of any given policy may not 

take place until up to five years after its introduction, ‘policymakers rarely find out 

whether their ideas have delivered meaningful change for citizens’ (UK Civil Service, 

2020:53) until a significant amount of time has passed. Policy solutions are often 

based on stakeholder opinion, and rarely are the voices and experiences of citizens 

used to evidence policymaking (Knight 2021:53).  

Both these examples demonstrate a potential space to which the theatre arts and 

practice research methods can respond, by providing evidence of social change 

amongst citizens, including through cultural policy schemes such as UKCC. This 

section will argue that through the theatre arts there are further ‘ways of knowing’ that 

can be revealed that expand on the current evaluation methods utilised in evaluation 

practices. Specifically, it is in the way that theatre arts transmit the lived experience of 

citizens, service users and project beneficiaries in a highly nuanced, engaging, and 

insightful manner.  

One argument for the theatre arts as a ‘way of knowing’, is that the theatre experience 

– in tandem with a ‘traditional’ qualitative or quantitative summation of data – provides 

a third space, a different type of ‘symbolic’ and ‘tacit’ knowledge that is not apparent 

in current reporting practices (Haseman 2009:150). Through the process of staging 

people’s experiences, according to Carole Gray and Gordon Burnett (2014), the work 

becomes an ‘epistemic object’ that is communicating the knowledge obtained from the 

research to that point, whilst also having potential to be ‘incomplete and open, allowing 

for further explorations by the creator and/or others towards new knowledge making’ 

(Gray and Burnett 2014:213). In this sense, ‘knowledge of human relations, human 

behaviour and human capacities can be found in the throes of conversation and that 
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this conversation can be transplanted from social reality onto a stage’ (Welsh 

2014:132). Music theory and artistic research scholar Henk Borgdorff also writes: 

the phenomena at work in the artistic domain are decidedly cognitive and 
rational, even if we cannot always directly access them via language and 
concepts. Part of the specificity of art research therefore lies in the distinctive 
manner in which the nonconceptual and nondiscursive contents are articulated 
and communicated (Borgdorff 2007:11). 
 

Through this third symbolic or tacit knowledge, interview data can be observed as an 

experiential and embodied ‘way of knowing’; one which I would argue can incorporate 

the narratives associated with the cause and effect of a cultural programme such as 

UKCC and nuanced through communicating data ‘live’ to audience members. Through 

the ‘liveness’12 of the theatre experience, according to Matthew Reason (2004), 

audiences have the potential to gain a deep and emotive connection with research 

findings, and may therefore be increasingly invested in the performance process, and 

the research premise as a result. 

Further, theatre practice as a research method and approach has the potential to 

present complexities and paradoxes within research findings through performance. 

Michael Anderson writes on this subject by claiming that ‘there is…an ability for the 

theatre to make authentic and intimate connections that is beyond the capability of 

most written research. There is a power in the arts to communicate the complexity of 

the qualitative data we receive and sometimes highlight the confusion… developing 

‘uncertainty enhancement’’ (Anderson 2007). This enhancement of the uncertain is 

important, particularly for project evaluators and policymakers, as without the 

knowledge of where issues within projects and policy exist, the process of responding 

to these issues is limited. Further, and related to Anderson’s claims, the concept of 

 
12 ‘Liveness’ can be articulated as the social experience of theatregoing which includes the audience’s 
physical bodies inhabiting the same space as the actors, with a communication of meaning taking 
place between these two parties (Reason 2004). 
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communicating ‘authentic’ connections is complex and contested in postmodern 

philosophy. This concept and where it is situated within this research project will be 

discussed later in section 3.3.    

It is important to re-emphasise at this point that this research approach, as illustrated 

in Chapter 1 and the above quotes, does not seek to provide generalisable findings. 

By using arts-based methods of evaluation, the research takes on a form of 

spotlighting the specificity of voices and presents findings to its audience in more 

nuanced terms. Artistic researchers Hannula, Suoranta and Vadén (2014) state that it 

‘is the act of telling stories, getting into particular ones, and not answering generalized 

questions’ that arts-based research methods focus on. Instead of claiming, for 

example, a certain percentage of respondent satisfaction that speaks to wider findings 

in the data set, the ‘impact’ of using the theatre arts as a research inquiry lies in the 

textures of vernacular speech. Thus, this practice draws attention to the diversity of 

presented voices and provides audiences with an impressionistic sense of how 

participants responded, through staging their re-telling of participants lived experience.    

Having explored the experience of audiences, I now move to the experience of 

research participants. Addressing concerns in policymaking around representing 

citizen voice, arts scholars and practicing artists claim that theatre arts, by way of 

verbatim theatre, has an ability to give voice to seldom heard individuals. Headphone 

verbatim practitioner Alecky Blythe writes on her experience of this: 

When someone offers an attentive ear, people grab the opportunity to talk – 
even about highly personal information. You can gain access to many hidden 
worlds simply by giving a person the opportunity to speak. (Blythe 2008:82) 
 

Robin Soans, a verbatim theatre playwright, also speaks of this when one of his 

subjects responded deeply after interviewing for his play Life After Scandal (2007), an 

investigation into the effects of scandal on those in the public eye. The participant says 
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‘thank you. I can’t tell you how good I feel. I’ve never told my story before, not all of it 

like that. You made me feel it was important; that I am important’ (Soans 2016:38). By 

empowering someone to speak about themselves, or something they have 

experienced, the verbatim theatre playwright/director is giving that individual the 

opportunity to be heard by project evaluators in a way that validates and promotes 

affective responses to their experience and opinion and holds them at a higher level 

of importance.  

In addition, drawing from the work of practice researcher Sarah Peters; in ‘The Impact 

of Participating in a Verbatim Theatre Process’ (2017) Peters discusses her PhD 

project where she interviewed a collection of women in Queensland who have 

experienced alopecia. She found on the one hand that the danger of encouraging 

someone to open up about personal experiences can be ‘misrepresented as a 

therapeutic dramaturgy and could be reminiscent of a Christian discourse of 

confession’ (Peters 2017:35). However, by inviting participants to voluntarily make 

themselves part of the project, what manifested was a ‘discourse of connection, self-

awareness and a desire for outreach’ (Peters 2017:35). In ‘Verbatim Theatre and the 

Dramaturgy of Belonging’ (2019) Peters discusses identity narratives and how these 

play a key role in a sense of belonging when interacting with verbatim theatre 

interviewing. She finds that:  

The site and structure of the interview prompts acts of personal storytelling and 
this material thematically contains features of belonging through identity 
narratives, people making sense of their experiences and discursively 
identifying their sense of self and where and how they belong in their 
community. (Peters 2019:60) 
 

In this sense, the verbatim theatre interview process allows for an opportunity for 

citizens to stop and reflect upon their own individual experiences.  
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A final argument lies in the Coventry UKCC context. As the content of the UKCC year 

is culturally based through co-creation, it stands to reason that the evaluative practices 

associated with the year, should seek to align with this framework. For Coventry, there 

is a range of activities that are associated with the cultural programme in 2021. This 

is including but not limited to; ‘music, dance, theatre, and large-scale spectacle’ 

alongside ‘more intimate experiences and ways to get involved across every ward of 

the city’ (Coventry UK City of Culture Trust 2021a) through a framework of community 

co-creation (Neelands et al., 2020a). By allowing for theatre arts to be included as 

evaluation method, Coventry UKCC’s evaluation framework aligns with its delivery 

framework by using a culturally based co-creative approach when developing research 

data for analysis and dissemination. Such a method can unlock further, unheard 

voices and nuance experiences in a space where these are less represented by the 

current roster of quantitative and qualitative research strategies employed in UKCC 

evaluation practices. 

3.2. Historical Contexts: The Emergence of Headphone Verbatim Practice 

 
As stated in Chapter 1, the headphone verbatim art-form grew out of the broader 

practices of the verbatim theatre movement that emerged in the 1970s (Paget 1987).  

Headphone verbatim is not widely practiced, and an even smaller number of 

practitioners record their experiences and practices. One of the early forms of using 

headphones to imitate vernacular speech in performance emerged in the US through 

the work of theatre practitioner and scholar Anna Deavere Smith. According to theatre 

scholar Rosemary Malague, Smith ‘creates her own collage-like theatre pieces drawn 

from interviews with “real life” subjects’ and ‘memorizes their words and inflections, 

embodying speakers of multiple racial, ethnic, and gender identities through a process 

akin to “channelling”’ (Malague 2012:23). This ‘channelling’ is referred to by Carol 
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Martin as ‘hypernaturalistic mimesis’ (Martin 1996: 185) describing the practice as not 

only vocal, but physical imitation. Therefore, the power in Smith’s work, according to 

Martin, comes from the convergence of the actual yet fictional presences portrayed by 

Smith to an audience (Martin 1996: 186). On her practice, Smith describes the process 

of embodying a character when creating Fires in the Mirror (1992): 

The point is simply to repeat it until I begin to feel it and what I begin to feel is 
his song and that helps me remember more about his body. For example, I 
remembered he sat up but it wasn’t until well into rehearsal that my body began 
to remember, not me, my body began to remember. He had a way of lifting his 
soft palate or something. I can’t see it because it’s happening inside. But the 
way it played itself out in early performances is that I would yawn, you know, 
’cause he yawned at a sort of inappropriate moment [yawns]. I’ve realized now 
what is going on. My body begins to do the things that he probably must do 
inside while he’s speaking. I begin to feel that I’m becoming more like him. 
(Deavere Smith 1996:198) 

 
This embodiment process emerges through the careful observation of her 

interviewees and through the listening to and repetition of the edited interview material 

in performance. It is important to note here that Smith does not wear the headphones 

while performing to a live audience, only in rehearsal.  

Other practitioners such as Roslyn Oades and Alecky Blythe have cited inspiration 

from Smith’s practice and taken a step further, by adopting the use of headphones in 

live performances (Wake 2013). In this sense, while verbatim theatre playwrights are 

interested in documenting and presenting vernacular speech, the headphone verbatim 

form’s ‘commitment is extended beyond replicating argot, to include replicating 

coughs, pauses, hesitations and repetitions’ (Wake 2013:322). This ‘systematic 

display’ (Wake 2013:322) of using the headphones in performance provides a peculiar 

spectatorial experience observed amongst theatre practice. The physical presence of 

the headphones on stage, according to Peter Preston (2004), provides an 

‘ostentatious…reassurance of reality’ that ‘reminds us that what we are watching is 

based exactly on actuality, but simultaneously emphasises the fact that it is counterfeit’ 
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(Hemming 2009). In this sense, an audience is given physical signs that what they are 

watching is both based on the ‘real’ interviewees’ voice but is nonetheless an imitation 

of that reality through actors. Blythe has since moved away from using headphones in 

performance, aligning herself more with Smith’s technique. However, it is the use of 

headphones in performance that I, as a practitioner of the form believe will prove useful 

to this research inquiry, the practice of which is explored further in chapter 4.   

3.3. Headphone Verbatim as a research method and approach 

 
I now turn to my theory surrounding headphone verbatim’s specific use to evaluate a 

UKCC programme of work, which I propose begins through its capability to present 

convincing imitations of ‘real’ people on stage. Theatre arts scholars claim that 

headphone verbatim can represent its participants more profoundly than other forms 

of representation. Theatre performance scholar Jon Bradfield for instance, claims that 

it has the potential to look ‘at the whole picture, a wide range of viewpoints, without 

needing to find a specific “angle” …[it] turns an ongoing, messy event into a 

comprehensive overview.’ (Bradfield 2009:126). It is this overview that enables 

headphone verbatim to collect hours of interview recordings and present a succinct, 

diverse spectrum of opinion on stage. Further, if Coventry UKCC places value on the 

experiences and voices of citizens as stated in section 2.10., it stands to reason that 

headphone verbatim, an arts practice that puts voices at the forefront in performance, 

is a valuable method to support their investigations. It is important to note here that 

issues surrounding artistic interpretations, editing, and ordering voices, and ethical 

issues such as researcher bias will all permeate through and interact with the practice 

research process, and which will be explored in chapter 4. 

Whilst there is little scholarly discourse that considers headphone verbatim as a 

method for evaluation, there is one paper that discusses the use of verbatim theatre 
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to disseminate research findings. Gail Crimmins’ ‘How an audience of scholars 

evaluated arts-informed communication and Verbatim Theatre as media through 

which to communicate academic research’ (2016) follows academics during a 

conference on ‘non-traditional forms of communication’ (Crimmins 2016:165) and 

observed the way that academics received research findings via audience surveys 

and conversations. Through this study Crimmins offered multiple conclusions; first, 

that academics ‘found verbatim theatre effective in capturing and communicating the 

casual academic experience’ (Crimmins 2016:167). Second, that academics 

‘preferred non-traditional and ‘creative’ forms of communication, engaged emotionally 

with the presentation of verbatim theatre, and recognized the impact of specific 

theatrical elements on their cognitive and emotional engagement with performed 

research’ (Crimmins 2016:169). Crimmins finally concludes that whilst ‘the emergence 

of non-traditional forms of academic communication, specifically arts-informed and 

theatrical forms, is relatively new’ (Crimmins 2016:171) the advantages of using 

practice research can ‘provide an opportunity for enhanced engagement of audiences 

and a way to enrich connection between research data and audiences’ (Crimmins 

2016:169). Considering Crimmins’ conclusions, I argue that headphone verbatim is 

theoretically positioned to expand upon and contribute further to methodological 

practices associated with evaluating UKCC projects. Through work by the headphone 

verbatim editor, acting simultaneously as a social science researcher, the data is 

worked through and transformed into a symbolic or tacit knowledge on stage where 

the findings are distributed through performance. Those who witness the performance 

can digest the data in a way that is not available in a written report, through 

experiencing the data in an embodied sense. As a result, the experiences, emotion, 

and unique personality expressed by citizens is brought to the forefront of the 
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evaluative output. This then adds value, contexts and nuances to data sets provided 

by other quantitative and qualitative methodologies that are collected around the same 

phenomena.  

Unlike verbatim theatre, where a group of actors are tasked with collecting interview 

material, headphone verbatim is made predominantly from interviews conducted by 

one or two people in the creative process (Wake 2013:322). This shift in performance 

presentation and interview collection methods is exemplified by the work of headphone 

verbatim director and playwright Alecky Blythe. Works such as The Girlfriend 

Experience (2008), a show following the experiences of women working in a brothel, 

and Come Out Eli (2003), a show exploring the events of a hostage siege in Hackney 

in 2002, were created by the interviews that Blythe conducted alone, without any 

outside help. By interviewing or observing participants in home environments by 

herself, Blythe attempts to create an unpremeditated environment when collecting 

material. Blythe notes the importance to ‘accommodate the subject and make them 

feel at ease’ (Blythe 2008:88) by conducting a ‘fly on the wall’ approach (Blythe 

2008:86). This relaxed atmosphere, according to Blythe, allows the interviewees to be 

conversational and candid, resulting in a performance that carries an increased 

amount of ‘authenticity’.  

Thus far, I have used terms such as ‘authenticity’ and other related terms in analysing 

the relationship between interview material, staging and audience reception. This term 

is mentioned frequently in scholarly discourse with regards to headphone verbatim 

and verbatim theatre more broadly. However, the notion of ‘authenticity’ is contested 

in contemporary theatre and philosophical discourse and therefore needs unpacking. 

In the next section I will explore this, and related terms in relation to headphone 

verbatim. 
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3.4. Considering ‘Authenticity’ in Headphone Verbatim 

 
Verbatim theatre and headphone verbatim scholarly discourse frequently uses terms 

such as ‘truth’, ‘authenticity’ and ‘the real’ to claim its importance in telling alternative 

narratives to mainstream reporting (Wake 2010:8). Building mainly on work by critical 

thinker Jean François Lyotard (1924 – 1998) and theatre scholars Shane Kinghorn 

and Daniel Schulze, I will introduce my own reflections regarding how postmodernism 

provides useful perspectives when critically discussing ‘authenticity’ in relation to 

headphone verbatim practice.  

To introduce the postmodern thought on authenticity, it is useful to consider 

postmodern considerations surrounding knowledge production. For this, I will draw 

from Lyotard’s 1979 La Condition postmoderne: rapport sur le savior, which was 

translated into English in 1984. In his reflections, Lyotard observes that there has been 

a breakdown in the existence of two ‘grand narratives’. First is the ‘speculative grand 

narrative’ that describes knowledge as the bringing together of all possible statements 

under one ‘metanarrative’. By this, Lyotard means that the ‘truthfulness’ of a statement 

is judged according to its relationship to the whole of knowledge (Lyotard 1984:35). 

The second is the grand narrative of emancipation, which, as exemplified by English 

scholar Simon Malpas, views knowledge as being valuable ‘because it is the basis of 

human freedom’ (Malpas 2003:26) i.e., freedom from ‘dogma, mysticism, exploitation 

and suffering’ (Malpas 2003:27). Lyotard rejects both, and instead suggests a 

paradigmatic shift: away from these grand narratives, such as a homogenised sense 

of history as a kind of objective knowledge entity. In this, he describes his perspective 

through ‘language games’ that defines each utterance as a ‘move’ on an imaginary 

chess board that has different ‘rules’ based on what aspect of society it is being played 

in. Lyotard explains that ‘the social bond is linguistic, but is not woven in a single 
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thread. It is a ‘fabric formed by the intersection of at least two (and in reality, an 

indeterminate number) of language games, obeying different rules’ (Lyotard 1984:40). 

In this sense, Lyotard posits that there is no longer a unifying identity or morality for 

individuals in society, but rather individuals are separated, with their own personalised 

set of conflicting moral, social and political codes. Through this, he argues that an 

individual’s identity is fragmented, as there is no ‘grand narrative’ for it to fall under or 

consider itself in relation to (Malpas 2003:29). Therefore, the ability to be ‘authentic’ is 

based on individual considerations of their own position in society, and how they 

manifest their own sense of self. This means that an absolute ‘truth’ of any given 

subject or event is impossible and gives way to individualistic subjectivity.  

With this context, I now move to analysing where the concept of ‘authenticity’ lies in 

headphone verbatim practice, drawing on Kinghorn and Schulze’s exploration of 

postmodernism. While their arguments sit within a political and social media context, 

parts of their study are relevant to building my understanding of ‘authenticity’ with 

regards to headphone verbatim. According to Kinghorn, there is a need to focus on 

the ‘postmodern moment’ (Kinghorn 2017:12) with regards to analysing verbatim 

theatre as an artistic practice: this is because ‘it shares the impulse to question ‘truth’ 

and ‘authenticity’’ (Kinghorn 2017:12). For Kinghorn and Schulze, most of society sits 

within a social media and societal ‘echo chamber’ (Kinghorn 2017:32) and objective 

information provided by experts gives way to populism (D’Andcona 2017:8). Within 

this, ‘authenticity’ is not necessarily something that exists, but is found in the reaction 

to ‘feelings of uncertainty and instability’ (Schulze 2017:23) such as a change of social 

identity causing, according to philosophy scholar Douglas Kellner, feelings of ‘being 

severed from their true selves’. In this sense ‘the postmodernization of identity … has 

engendered disparate searches for the authentic and real, as ersatz identities 
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proliferate, resulting in the growth of oppositional identity subcultures and politics’ 

(Kellner 2007:116). As a result of this current status quo, there is a strive towards, as 

Kinghorn describes a ‘golden age’ (Kinghorn 2017:21) where individuals attempt to 

access their ‘authentic’ or ‘true’ sense of self in relation to a sense of collective world 

knowledge, which, as already illustrated by Lyotard, cannot happen. Kinghorn further 

argues that this may account for the observed resurgence in documentary, verbatim 

and tribunal theatre post 9/11 (Kinghorn 2017:13). A persistent need for ‘truth’ in 

society could be answered by headphone verbatim’s ability to offer an additional 

opportunity to provide counter-narratives to popularised notions of ‘truth’ by 

mainstream ‘truth-tellers’ such as stories told by media and journalism outlets. 

Anderson and Wilkinson write that verbatim theatre invites a ‘range of perspectives, a 

variety of truths; verbatim plays express a complex layering of characters’ realities 

through story and language’ (Anderson and Wilkinson 2007:156). In other words, 

recorded accounts from multiple individual experiences of the ‘truth’ of an event or 

theme are placed alongside one another in performance.  

In this sense, headphone verbatim does not claim to present objective facts in their 

entirety to its audience, but instead is an exercise in multifaceted storytelling. The 

verbatim theatre practitioner presents ‘testimony rather than documentary’ (Fisher 

2011:196). In its staging, verbatim theatre does not attempt to recreate ‘real’ life, but, 

according to practitioner Amanda Stuart Fisher, ‘generating a ‘technical’ or even 

‘factual’ truth is not necessarily [its] function, nor should the question of truth be 

expected to form the grounds of its critique’ (Fisher 2011:197). In other words, rather 

than presenting ‘truth’, instead it presents a version of ‘the real’ by presenting 

individualistic language, accent and dialects that depict a person as ‘real’ that exists 

outside the performance space. This is a particularly crucial point of reflection given 
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that headphone verbatim will be utilised in this project as a method of evaluation into 

social change.  

Taking this idea further, Schulze suggests that in contemporary culture ‘authenticity’ 

is ‘created, performed and developed, and once it is established it becomes a social 

(unquestioned) reality’ (Schulze 2017:28). Therefore, it could be suggested that the 

reception of the verbatim material by its audience is essentially where ‘authenticity’ 

lies within headphone verbatim, and this practice. It lies in-between the interview 

material, its portrayal and reception; all working subjectively and interconnectedly. If 

interview material in performance is trusted as a representation of ‘the real’, a greater 

amount of ‘authenticity’ can be found through an ’authentication’ from audience 

members themselves. Of course, the ability for audiences to ‘authenticate’ the lived 

experiences of those they are spectating is crucial to this interpretation of ‘authenticity’ 

in headphone verbatim. This is particularly important when considering the practice 

research approach taken in this project. In this sense, the ability for an audience to 

apply their own contextual understandings of the material within how it is received is 

where ‘authenticity’ lies. Therefore, and in relations to this research project, the 

importance of ‘who’ the audience is and their experiences of Coventry, and the UKCC 

2021 year will be key points of understanding when theorising if the ‘authentic’ 

experience can be achieved in this way. This working theory will be considered and 

investigated during the practice part of my project. The next section of this chapter 

details the intricacies of verbatim theatre and headphone verbatim and provides 

further contextual frameworks for my own practice research. 

3.5. Considering Post-Show Discussions  

 
As the reception of the headphone verbatim material is key to the testing of this theory 

surrounding ‘authenticity’, a further methodological consideration is needed. How is 
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audience engagement/reception assessed when it comes to headphone verbatim 

material? Surveys and other quantitative methodological approaches to capturing 

opinion have already been discussed in previous chapters (see Chapter 2). In this 

case, I propose that it is appropriate that a post-show discussion is considered as a 

method of gathering feedback into how audience members receive, and the actors 

experience the performance, and to further test this novel method and its reception. 

In UK theatre practices, post-show discussions are commonplace, with theatres 

across the country holding them at the end of shows to further discuss and 

contextualise the plays material. It is also a chance for audiences to gain further insight 

into rehearsal processes, and speak with those in the production, usually the actors 

and the director. For StageSource, a company that specialises in creating 

opportunities for theatre artists, the post-show discussion is a ‘valuable tool for 

audience members to appreciate, consider, question and even confront the theatre 

they’ve just witnessed’ (Hopkins n.d.). It is also important for ‘theatre with a socially-

driven mission, actively finding the themes of the play in our own lives and 

communities can be the first step towards change’ (Hopkins n.d.). In this sense, post-

show discussions are also grounds for criticality, reflection, and feedback, and in some 

cases can cause a shift in performance practices.  

StageSource has developed a resource by which to assist those considering holding 

a post-show discussion, which is reflected in this practice research. Firstly, it details 

tips on how to begin by explicitly laying out the goal of the post-show at the beginning, 

such as creating a list of agreements that cultivate honesty and establishing rules 

around language usage (Hopkins n.d.). Then it explores considerations around 

facilitation, including the importance of multiplicity and encouraging a range of voices 

to contribute to the discussion. Further, there is a need to ensure that the discussion 
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remains ‘action-based’ (Hopkins n.d.): in other words, that the discussion should not 

be about the ‘enjoyment’ of or the ‘agreement’ with the performance contents, but 

instead should focus on the themes or issues raised, encouraging audience members 

to remember that ‘the play does not exist in a vacuum and puts into context with the 

world/reality outside of the theatre’s walls’ (Hopkins n.d.). This aspect of reminding 

audiences of reality outside the performance space is further connected to previous 

discussions around authenticity. I argue that the post-show discussion draws attention 

to the existence of various realities that are at play: i) the reality of the interviewee, ii) 

the reality of the editor/playwright, iii) the reality of the director/actors and iv) the reality 

of the audience members and how all these work together (or not) by way of meaning 

making to create an ‘authentic’ experience through a representation and reception of 

an authenticatable sense of ‘the real’ in performance. 

3.6. The verbatim theatre ‘interview’  

 
As a practice that holds ‘authenticity’ as its product via the representation and 

reception of ‘real’ voices, it becomes clear that the participant interview is central to 

verbatim theatre. However, there is little scholarly writing that contextualises or 

explores how verbatim theatre interviews operate in practical terms. To this end, I have 

explored the work of Stephen Bottoms, alongside several published interviews with 

practitioners who work within verbatim theatre practice and other scholarly work to 

identify the key factors involved when conducting a verbatim theatre interview.  

It is important to note at this juncture that for the purposes of verbatim theatre practice, 

the word ‘interview’ is problematic. Classifying the experience as an ‘interview’ 

provides a perceived formality that is not helpful, particularly when asking those you 

are interviewing to be candid, relaxed, and open from the offset. Verbatim theatre 

‘interviews’ consist mostly of a recorded conversation, accompanied by a small 
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number of open questions that have been prepared to springboard discussion. In 

social science terms, this would be classified as a ‘semi-structured approach’ to 

interviewing, whereby ‘the interviewer usually phrases his or her requests in a form 

that is open-ended. He or she invites the participant to tell stories about experiences, 

relate memories, and offer reflections and opinions’ (Magnusson and Marecek 

2015:47). However, as I have already premised in previous sections, there are 

distinctions between how verbatim theatre and the social sciences operate with the 

intent of their interviews. Bottoms writes that ‘individual voices can often usefully be 

cited as being illustrative of, or contrary to, wider patterns of response, and the semi-

structured, qualitative research interview certainly appears more personal in 

orientation than the pure number-crunching of quantitative data’ (Bottoms 2015:198). 

He then goes on to quote social science scholar Shadd Maruna who states that social 

science approaches are ‘best suited for exploring similarity, not for establishing 

systematic differences’ (Maruna 2001:51). In this sense, rather than approaching the 

interview process with the intention of generalising responses, the verbatim theatre 

interview approach places value on the variety of different experiences present 

amongst interviewees.   

With regards to the intended outputs of this study, I have already established that 

within UKCC research there are indications that a shift in civic pride can occur due to 

engaging in a UKCC project, however, as discussed in the previous chapter, these 

indications are often limited by the methodology in which they are articulated. While 

this is important, the approach of the verbatim theatre interview   may be able to 

provide further insight into why a shift occurs and in what manner these shifts manifest 

or not across different citizen groups to provide deeper insights into a diversity of 

experiences and opinions. 
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In verbatim theatre discourse, these interviews are usually comprised of three sections 

(Soans 2008:38). First is ‘the pleasantries’ whereby the interviewer and participant are 

getting to know one another. It usually consists of a conversation about the place of 

meeting, time, weather, travel, pets, domestic activity, or a combination of these 

things. At this point the interviewer usually shares some personal details themselves 

to set the tone for the nature of the conversation the interviewer is hoping to achieve. 

Alecky Blythe speaks on this when collecting information for The Girlfriend Experience, 

she writes: ‘in order to bridge this gap and create bonds with the women, I have to 

open up more than I normally would…my focus is always on trying to accommodate 

the subject and make them feel at ease’ (Blythe 2008:88). By sharing some personal 

information to the interviewee in the initial meeting, the result is that ‘ideally the 

interviewee leads and, hopefully, all sorts of unexpected things take place’ (Blythe 

2008:88). The intention in this initial process is to set out the interview aims and to 

build trust between both parties so that, when prompted, interviewees are in most 

cases able to speak in a relaxed, more fluid and candid manner. 

The second section is ‘the exchange’, which consists of questions and guided 

conversations around a particular topic, theme, or subject, allowing for the 

conversation to drift in different directions. It can be described as the ‘formal part of 

the proceedings’ (Soans 2008:39) where an exchange of ideas, views and stories are 

discussed by the participant and guided by the interviewer, usually lasting around 30-

60 minutes (Oades 2010:86). At this stage, the verbatim theatre interviewer’s purpose 

is to guide discussion, but not to overbear or restrict the subject matter and in many 

cases stay completely silent, allowing for the participant to express opinions 

unencumbered. Blythe writes ‘I didn’t want to lead the interview in any way, and that, 

I wanted to be a simple witness to the event, I would try to say as little as possible’ 
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(Blythe 2008:87). This absence of the interviewer leading discussion builds trust even 

further, allowing the participant to speak freely, honestly, and openly and has the 

potential to push personal stories and anecdotes to the forefront which conventional 

more structured interview formats can struggle to achieve.  

In writings surrounding verbatim theatre artistic practice, there is little discussion on 

the training practices needed for conducting this type of interview. In academic 

research, there is an awareness of social science protocols that exist towards 

conducting an interview. The danger of ‘getting it wrong’, is exemplified by Barriball 

and While, who explain that: 

Each step within this research process has the potential to influence the 
research output and it is important that all researchers attempt ‘to avoid as 
much error as possible during all phases of the research in order to increase 
the credibility of the results. (Barribal & While 1994:328). 
 

Therefore, as a headphone verbatim artist, simultaneously acting as researcher there 

is a responsibility to have an acute awareness of the ethics and positionality I have 

and the effect that I might have on the outcome of the interview. This is something that 

was experienced in this research when completing the University’s ethics approval 

process, as discussed later in section 4.2. 

The third and final section are ‘the formalities’ where the interview is ended, thanks 

are made, and further pleasantries are exchanged. Soans notes that ‘it is surprising 

how much of my material… comes from sections one and three’ (Soans 2008:39). 

According to Siobhan McHugh, this can be explained by the notion that the ‘‘best’ 

verbatim material comes from genuine interactions where individuals are seen as their 

most ‘real’ selves’ (McHugh 2006). This process may even lead to additional notes 

being made or the switching back on of the recording device to capture further data. 
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3.7. Selection  

 
The terminology of the word ‘selection’ has two meanings within contemporary 

verbatim theatre practices. Firstly, it refers to the selection of individual participants to 

take part in the verbatim interview process (Anderson 2007). The second is the 

selection of audio clips that, once completed, are chosen to be included in 

performance (Sinding et al., 2011). This next part of the chapter will take each of these 

modes of selection and discuss how they work as a part of this research practice. 

In verbatim theatre artistic practice, it can be observed that individuals selected to take 

part in an interview are chosen on the basis that they have been directly or in-directly 

involved in an event, incident or movement that is being investigated by the verbatim 

playwright or director. This is exemplified by the work of Moises Kauffman’s Tectonic 

Theatre Company, through The Laramie Project (2001). This play explored the story 

of a brutal beating and subsequent death of gay teenager Matthew Shepard in 1998. 

When creating the play, the company selected its participants based on their 

relationship to the event, from the apathetic observer and the judiciary to the family of 

the victim. Another example of the verbatim theatre selection process is from Robin 

Soans’ Talking to Terrorists (2005), a show about the experiences and opinions of 

‘individuals caught up in numerous historically and geographically distinct conflicts’ 

(Bottoms 2006:58). Soans describes a snowball effect whereby from an initial 

approach of one individual interviewee, another can follow: 

We would meet…and depart… to talk to policemen, primary school teachers, 
drug addicts, prostitutes, parish priests, prisoners… In the course of the day’s 
work, we might meet people tangentially: ‘oh, while you’re here you ought to 
meet my sister’, or ‘we’ve got another inmate who’s got a good story’ (Soans 
2008:30). 
 

This openness to be led by others to delve deeper into a community is also exemplified 

in the work of Blythe, who explains that when she starts working on a project ‘I never 
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know where I will end up’ (Blythe 2008:84). She also reveals that whilst interviewing 

for The Girlfriend Experience, she encountered one individual that, in her opinion, 

warranted further conversations, and which then turned into its own verbatim show 

Cruising (2006) based on that set of recordings. 

Another consideration for selection is that individuals are in a geographical location 

that is being explored. For example, when I took part in the project I Walk in Your 

Words as an actor-researcher, I was tasked with finding individuals for interview who 

lived in London and ask them to respond to the idea of ‘home’ and ‘belonging’ and 

what it meant to them. We were encouraged to speak with taxi drivers, shop owners, 

people sitting on park benches and approaching people we already knew who lived 

and worked in London. This somewhat random selection process resulted in an 

extraordinarily broad spectrum of gender, age, ethnicity, and place of origin, due in 

part to the vast diversity present in the city.  

What is poignant here is the diversity of voices that are included in each of these 

examples of participant selection. In each case, a substantial variety of individuals are 

included when choosing who will be interviewed. Anna Deavere Smith’s work also 

features a wide array of characteristics such as dialect, gender, class, age and so forth 

(Martin 1996: 82) that provides a spectrum of individual experiences that are often 

uniquely embodied in performance. Therefore, and regarding this practice research 

project, a variety of experiences would also be advantageous to demonstrate shifts in 

civic pride, and that these shifts could manifest on an individual basis within the 

contexts of the unique experiences of the interviewees. 

The second matter with regards to selection is the inclusion and exclusion of interviews 

once collected. The issue of representation and selection can be found in the work of 

scholars and theatre practitioners Sinding, Schwartz, and Hunt (2011). They note that 
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questions emerge during the editing process; ‘What quotes should we choose? On 

what basis should we decide? What message, exactly, did we want the presentation 

to convey? How could we best convey it?’. These questions form the basis of 

consideration for any verbatim playwright with regards to representing participants 

fairly and ethically. 

The selection and omission of entire conversations from an audio-script is an ethical 

dilemma for verbatim theatre playwrights. If verbatim theatre as a form is predicated 

on giving a voice to the ‘voiceless’, do we have a responsibility in the case of each 

individual interview to re-tell it (Young 2017:29)? The danger of not including an 

interview is that by ‘the jettisoning of such testimony [it] reiterates the speakers’ 

invisibility, rendering them “doubly voiceless”’ (Young 2017:28). Further, by removing 

entire recordings, participants may lose trust in the research process, as they will 

assume that their opinions will be included in performance due to taking part in the 

interview process. Therefore, selection in this sense requires a careful management 

of expectations.  

There are several responses to this dilemma from practitioners. Playwright David 

Hare, for example, finds that the solution to this comes from admitting that the entire 

experience is one of a dramatic nature: ‘and so you have to organise the material just 

as you organise the material as a playwright, to lead the audience in a certain way, 

through the material’ (Hare 2008:59). By looking at the testimonies thematically, 

verbatim theatre playwrights can create a through line in which a story is to be told. 

This then leads the verbatim theatre playwright to make specific choices about what 

to include and not to include. As theatre makers the exercise is one of creating a story 

from these testimonies, juxtaposing opinions together. This approach is similar in part 

to the writing of a qualitative report, whereby opinions are juxtaposed for comparative 
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analysis by unpicking the ‘story’ told by research data. However, from the perspective 

of the verbatim theatre playwright, there is a need for an ‘overarching dramaturgical 

premise’ that ensures a ‘’hook’ for the audience’ (Bottoms 2015: 199). Both a social 

science report and a verbatim theatre play can provide new knowledge, i.e., telling a 

novel story based on primary research interviews. However, additional considerations 

are required from the verbatim theatre playwright regarding the dramaturgy of the 

performance and how an audience may receive it. For example, does a verbatim 

theatre performance provide enough of a ‘crisis’ to be both profound as a piece of 

social commentary, and hold the engaged attention of the audience for its duration? 

This tension is interesting, manifested itself during the practice of this research inquiry, 

and is explored further in chapter 4.  

As an alternative strategy, Kaufmann uses ‘moment work’ described as ‘a unit of 

theatrical time that is then juxtaposed with other units to convey meaning’ (Brown 

2005:51) whereby actors prepare small segments or ‘moments’ from the material that 

is then shared back to the group: 

Ultimately, it is true that it is my final decision if I'm not interested in something. 
But what would happen invariably is that we would keep talking about it until I 
was finally interested in it, or I wasn't. Although I was the ultimate arbiter, 
hopefully I created a world in which we knew where we were going. It's a very 
delicate and interesting thing. Yes, it was my final yea or nay, but it hardly ever 
got to that point because it was clear when it was working or wasn't working 
(Brown 2005:62). 
 

By operating as a collective, Kaufmann was able to carefully consider each of these 

testimonies as its own distinct entity, whilst constructing a story that would best 

represent individual stories within the context of a collective whole, even though 

omissions are present.  

One final way of choosing what recordings are deemed important to include comes 

from Blythe. Discovering a one-story-fits-all approach to the show A Man in a Box 
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(2007), Blythe selected just one participant’s testimony after interviewing several 

sources (Blythe 2008:85). Noting that her usual technique is to use a variety of voices, 

Blythe chose the individual on the basis that ‘if the characters and their own personal 

dilemmas were strong enough, I found that I need no longer rely on changes in location 

and the introduction of new characters’ (Blythe 2008:85). This reliance on a single 

testimony can open playwrights and directors up to further scrutiny. In Blythe’s case, 

the decision is artistically justified, however, due to what my practice hoped to achieve 

in analysing civic pride, there is a justification for a multitude of voices to be explored. 

This is on the understanding that an explanation is provided if any omissions of 

complete recordings occur. 

3.8. The Editing and Script Making Process  

 
The verbatim theatre performance creation process dictates that once testimonies 

have been collected, the formulation of those testimonies into a cohesive performance 

is needed. This is usually carried out by the director, playwright, dramaturg or in 

consultation with actors (Wake 2010). There are varying methods of editing that have 

been introduced by practitioners. Robin Soans, for example takes written notes from 

interviewers and edits them together thematically, ‘allowing [Soans] to create a kind of 

relay race, with actors passing the baton to each other. This helps with the narrative 

structure’ (Soans 2008:35). Whereas others such as David Hare and Max Stafford-

Clarke workshop the material with actors and come to a collective position with regards 

to what pieces to use and what not to use (Hare 2008:54). For Cheeseman, the 

recorded interviews were transcribed and then edited as a piece of literature (Paget 

1987). 

These methods come with their own ethical considerations; with Hare and Stafford-

Clarke, the method of workshopping the material brings the previous notion of 
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‘authenticity’ into question. Hare explains in the author’s note of Stuff Happens (2004) 

‘the events within it have been authenticated from multiple sources, both private and 

public. What happened happened. Nothing in the narrative is knowingly untrue’ (Hare 

2004). Then, Hare declares that he has fabricated testimonies and conversations in 

various parts of the play because of these workshops; ‘when the doors close on the 

world’s leaders and on their entourages, then I have to use my imagination’ (Hare 

2004). This poses a problem in terms of misrepresentation. How can verbatim theatre 

practitioners and scholars claim a greater amount of ‘authenticity’ (Bottoms 2006, 

Young 2009, Enright 2011, Fisher 2011, El Desouqi 2018), when they are also 

fabricating testimony and passing it off as ‘real’? In this sense, the script that is 

presented to an audience is not only about something that ‘really’ happened, but these 

‘real’ events are placed alongside fabricated scenes that have the potential to cause 

the ‘production’ of affect and empathy. I posit that whilst Hare’s work includes and is 

inspired by verbatim material, it should not be classed as a piece of verbatim theatre 

in its entirety. This ethical dilemma has undoubtably influenced this practice, and 

decisions around representation were made which are explored further in section 4.3., 

where I detail the decisions I made surrounding selection and editing.  

A further method of editing, whereby audio tracks are not transcribed, but edited as an 

isolated audio file, comes from my own experiences of learning from theatre 

practitioner Kristine Landon-Smith and through a study of the practices of Alecky 

Blythe. Here, the role of the verbatim theatre playwright shifts, into a headphone 

verbatim playwright-editor function. Landon-Smith and Blythe’s practice takes 

inspiration from theatre practitioners ‘Anna Deavere Smith and Mark Wing Davey in 

the USA in the 90's’ and ‘artist Louise Wallinger who worked with Mark Wing Davey 

on his return from USA in his verbatim workshop ‘Drama without paper’’ (Landon-
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Smith, 2017). In this editing practice, a chronological edit using tools such as Audacity 

or Pro Tools (Wake 2013:322) takes place with each separate interview, which 

requires listening to the recording and selecting from the voice of the interviewee ‘the 

“story” of the interview: the subtext if you like’ (Landon-Smith, 2017). Once completed, 

the playwright-editor can produce an ‘audio script’ (Oades 2010:84) whereby no 

written script is produced, but instead a score of participant voices that actors listen 

to, but ultimately do not learn (Wake 2013:322). This differs from a qualitative analysis 

whereby the researcher may use a process of coding to identify key themes. Instead 

of relying on transcriptions and written language, the headphone verbatim playwright-

editor relies on their experiences of the interviewee’s voice, making judgement calls 

associated with the narratives that become apparent within the recorded material while 

listening. Through this editing process, a deeper connection to the individual can be 

accessed through their recorded voice in the medium of performance. The recordings 

include ‘sounds that you never normally hear onstage: the barrage of gulps, chewing, 

sniffs, half-words, and abandoned phrases with which people punctuate their 

sentences’ (Clapp 2003). By including these utterances, a more nuanced 

representation of the interviewee is brought to the surface and communicated 

instantaneously to an audience in performance.  

The role of the playwright-editor plays an important part in ensuring the representation 

of the interviewees is ‘authentic’ as previously discussed. This is corroborated by 

performance scholar Kristin Langellier; ‘we must interrogate not just what experience 

means, or by what strategies of narrative, but also who and what matters: who speaks 

to whom for whom under what conditions and with what consequences?’ (Langellier 

1999:130). The idea of consequence is particularly interesting because by 

misrepresenting an individual or a community the playwright and director can be 
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exposed to ridicule and accusations of ethical malpractice, and potentially cause harm. 

An example of this is the editing and composition of playwright David Hare’s The 

Permanent Way (2007). The play explored reactions to a train crash, and because of 

an important omission of the line ‘Not that I wasn’t very upset about the crash. I was’ 

(Hare 2008:61) by Chris Garnett, Hare was met with a complaint around his 

representation, calling the interviewee’s character into question. Hare quickly re-

introduced the line as the importance of its inclusion in the play was clarified (Hare 

2008:61). This danger of misrepresentation is also ever present when using 

headphone verbatim as a research tool for studying perception change.  

Another way playwrights, playwright-editors and directors can appear to be ‘held to 

account’ is by including actors and interviewers’ voices in the play text itself. An 

example can be found within the creation process of Moises Kaufman’s The Laramie 

Project (2000). Kaufman tasked his actors with collecting recorded testimonies which 

were then workshopped using ‘moment work’ as previously discussed. As a result of 

this working, the inclusion of the actors’ own voices in the final edit was deemed 

important. This ‘de-mystifying’ of the interviewer, according to Stephen Bottoms, 

‘invites audiences to question the role and assumptions of the interviewer-actors and 

the writer-director in making the piece’ (Bottoms 2006:65). It is important to note that 

when it comes to the issue of representation, those who are creating the work who are 

transparent about their own intentions, open the issue of misrepresentation to be ‘part 

of the play’s narrative’ (Bottoms 2006:65). The inclusion of lines by the interviewer and 

a complete openness around methods of interviewing are presented as an 

accountable act, so that an audience can see that the material has been worked upon 

‘self-critically’ and to ‘question the role and assumptions of the interviewer-actors and 
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writer-director in making the piece, just as they are asked to scrutinize the words of 

their interviewees’ (Bottoms 2006:65).  

3.9. Artistic challenges  

 
The above classification of the proposed method may allow for the collection and 

hearing of a diversity of ‘authenticatable’ voices as the basis for evaluation evidence. 

There are however some limitations and ethical implications that are important to 

highlight. Firstly, methods of documenting recorded interviews vary in verbatim 

practice. Whilst most artists electronically voice record or film the interviews, some 

write down the words that are being said in the moment with pen and paper, or have 

actors do this, and then workshop them in a rehearsal room. As discussed above, 

Robin Soans is an artist that favours a notebook and pen, claiming that they are less 

threatening to an interviewee (Soans 2008:34). The limitation with this technique is 

that the interview is not recorded ‘word for word’, but a mediation of the testimony 

given at the point of collection. Therefore, I argue that this method of collection holds 

less credibility inside a practice that claims ‘authenticity’ as its product (Bottoms 2006). 

To counter this limitation, I recognised the importance of only using recorded interview 

audio footage as part of this practice research. 

A further limitation is encountered when considering the interviewee and their 

response to interview conditions. There is a risk of an interviewee ‘performing’ at an 

interview, whereby the participant plays into preconceived ideas on what the 

interviewer requires, and therefore how they as participants should respond, otherwise 

known as ‘demand characteristics’ (Orne 2009). This can lead the individual to amplify 

certain characteristics of their personality with the intention to appear ‘more interesting’ 

as a result. Tom Cantrell discusses an example of an interview ‘during which the 

individual recounted his story in front of a group of strangers with the express purpose 
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of making a play from his words, which clearly constituted a performance from the 

interviewee’ (Cantrell 2011:170). This awareness is difficult to counter in practice. 

Often the interviewer does not know the participant on a personal level, and as a result 

will not be able to distinguish if the person is giving a ‘performance’ of the interview or 

being their ‘authentic’ or ‘real’ selves. However, conducting a longer ‘pleasantries’ 

session, might reduce the chance of an interviewee ‘performance’ by encouraging 

them to feel at ease with the entire interview process. However, in the case of this 

research inquiry, a certain amount of ‘demand characteristics’ should be assumed to 

be present in the interview process.  

A further limitation is the interviewee’s self-mediation or self-censorship. It is observed 

in studies surrounding quantitative methods (Atkinson and Coffey 2001, Birch and 

Miller 2000, Dean and Whyte 1958, McCleod 2003, Nunkoosing 2005, Power 2004, 

Rosenblatt 2002, Wiersma 1988) that there is an assumption between interviewer and 

interviewee that the interviewee will be ‘authentic’ in his/her relaying of events and 

opinions. Using psychologist and community participation scholar PT Yanos as an 

example; ‘authenticity is most likely to be compromised when interviewing about the 

topics that reflect powerfully on respondents’ identities’ (Yanos and Hopper 2008:230). 

Verbatim interviews in the most part deal with events or themes that deal with a 

person’s sense of self, identity or belonging (Peters 2019). In this sense, there is an 

assumption that what a participant says is the same as what they mean. It could be 

considered therefore, that this limits the ability for the interviewer to completely trust 

that the material being received is ‘authentic’.   

Further to the above point, an inescapable limitation is that relying on memory recall 

when trying to investigate experience is flawed. Derek Paget admits this when he 

writes ‘memory does not constitute pure recall: the memory of any particular event is 
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refracted through layer upon layer of subsequent experience and thought of the 

dominant and/or ideology’ (Paget 1987:327). This issue is particularly pertinent when 

exploring events that have caused trauma or have been traumatic towards the 

interviewees. Amanda Stuart Fisher explores this in detail in ‘Trauma, Authenticity and 

the Limits of Verbatim’ (2011). Particularly when speaking about The Exonerated 

(2006), a play that deals with those who have been exonerated from death row, she 

writes: 

If trauma is to be understood as Caruth describes as ‘not locatable in the simple 
violent or original event in an individual’s past but rather in the way that its very 
unassimilated nature … returns to haunt the survivor’ (1996:4), how could any 
account of trauma be rendered ‘authentically’ by relying solely on the 
explicable, chronological language of a timebound interview? (Fisher 2011:117) 
 

With regards to memory recall, it cannot be assumed that the interview data that the 

playwright receives is objective fact. Instead, as discussed earlier, verbatim recordings 

offer a representation of what the participant feels is ‘real’ at the time from their own 

personal experience. Therefore, the interviewees’ words should be considered as 

holding subjectivity. To achieve this, the interviewers ‘need to develop the ability to 

have a complete attunement to their respondents’ worlds in order to avoid pitfalls such 

as thinking that they have ‘heard it all before’’ (Yanos 2008:234). In other words, 

interviewers should consider their skills in listening to be open to really hearing what 

is being said and not assume it is something that they already understand or is the 

‘same as before’.  

3.10. Summary 

 
This chapter began by making a case for the theatre arts, and specifically headphone 

verbatim to be applied as an evaluation method, specifically when investigating civic 

pride amongst citizens. The main argument for its use is its ability to provide further 

nuances, representations and evidence of the voices and experiences of citizens, 
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providing an alternative ‘way of knowing’ through a tacit and embodied representation. 

Nevertheless, after an explanation of the historical contexts surrounding the 

emergence of headphone verbatim practice, this chapter has problematised the issue 

of ‘authenticity’ in headphone verbatim practice and made the argument that the 

‘authentic’ exists in its ability to communicate meaning through several layered 

‘realities’, and therefore ‘authenticatable’ by audience members shared knowledge 

and lived experiences. This is due to several performance systems at play, mainly the 

signifier of headphones indicating interviewee existence outside the performance 

environment. I also made the case for ‘authenticity’ to be examined through the 

methodology of a post-show discussion. The chapter concluded by detailing my 

experiences and study of the headphone verbatim performance making process, and 

highlighted key ethical issues such as misrepresentation that were deemed essential 

to be considered and acted upon in the practice. Thus, this chapter has set a context 

for a research project that tests headphone verbatim and its usefulness as a research 

method. In the next chapter, the thesis articulates the research practice process, and 

the decisions I made as the performance maker and researcher when producing a 

piece of headphone verbatim performance that acts as a piece of evaluation during 

Coventry’s year as UKCC 2021.  
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Chapter 4. The Research in Practice 
 
As discussed earlier, this research project followed participants in programmes led by 

the Coventry UKCC Trust Collaborative City producing team throughout the year 2021. 

Through an experimental method, the research sought to investigate potential civic 

pride shifts amongst Coventry residents through the theatre practice of headphone 

verbatim. In this chapter, I outline the step-by-step process that this research project 

took to operationalise headphone verbatim as a research method and the challenges 

that had to be overcome as the practice was executed. During the practice, a range of 

governmental and social restrictions were in place due to the COVID-19 pandemic, as 

shown in Figure 3 below.  

Figure 3. PhD Research Timeline in relation to COVID-19 Restrictions 
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These restrictions had repercussions on the research project timeline, activity, and the 

methods used to conduct the research, and had a significant impact on the delivery of 

the UKCC 2021 year. Figure 3 also details the key phases, process and milestones 

for the ‘fieldwork’ and sets the framework for the following discussion.  

4.1. Setting the scene; the Love Coventry programme and COVID-19 

 
Through meetings with the Monitoring and Evaluation (M&E) team at the Trust, the 

then named 21 Streets of Culture programme - of which the renaming will be discussed 

later - was identified as an appropriate site for investigation within this PhD research 

project. This was due to its strong focus on engaging with Coventry residents and the 

local communities they live/work/reside with, and its explicit goal to seek to increase 

civic pride through this engagement (Neelands et al., 2020b:14). When the initial plans 

for the project were announced as part of the bid in 2016, the 21 Streets of Culture 

programme was to select residents from twenty-one different streets in the city and 

give them ‘the means to explore what UKCC could look like to them. It could be 

anything from front gardens landscaped by an artist to a documentary film about their 

road or it could include a food festival, pavement poetry or a new street choir’ (CWLEP 

Growth Hub 2016). From its inception in 2016, the theorised outcomes of the 21 

Streets of Culture programme were to get Coventry residents to ‘create lasting 

relationships between neighbours and communities, decreasing isolation and 

increasing pride’ (CWLEP Growth Hub 2016) towards the city through a focus on 

community celebrations in line with the aims of the 2021 Theory/Story of Change (see 

Figure 2). Therefore, given that pride towards the city was a major aim in the 

development of the 21 Streets of Culture programme, it followed that the programme 

would be a valuable site for this research project, to test the extent to which the 

programme could realise a shift in civic pride amongst its participants.  
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By the time that my PhD project had identified the 21 Streets of Culture programme 

as an appropriate site, the UK had been affected by the global COVID-19 pandemic 

and had already been through several levels of social restrictions. For the Coventry 

UKCC Trust, the global pandemic was particularly challenging. At the time of the 

pandemic’s emergence, the Trust had an initial plan to hold several ‘build-up’ events 

that would be held across the city to build excitement and anticipation for the coming 

launch in January 2021. However, this plan had to shift drastically because of the 

imposed social restrictions on public gathering. In response, the Trust slowed, and in 

some places stopped much of the planning for 2021. This was to focus additionally 

and immediately on supporting the local sector and communities, given the Trust’s 

ability to release local and sector funding resources quickly. Initially, on 25th March 

2020, two days following the first UK lockdown began (Institute for Government 

Analysis 2021), the Trust released a series of ‘pledges’ that would form the basis of 

decisions made regarding the running of the year, and the build-up activity. These 

pledges were as follows: 

• Honour all existing employment and freelance contracts 
• Be flexible with our grant support to those already in receipt of funding 
• Create new artistic commissioning opportunities – acknowledging that local 

artists can help reduce isolation for our most vulnerable communities during 
these challenging times 

• Contribute towards a new regional resilience fund – to support those working in 
the creative sector who are facing short term financial hardship 

• Continue to recruit local freelancers to plan projects for 2021 
• Prioritise purchasing services and goods locally, to boost local economic impact 
• Redeploy our team members to support communities across the city 
• Lobby central government to recognise the risks the cultural sector faces and 

support initiatives calling for increased investment for arts organisations in the 
city and region 

• Ensure that we continue planning to celebrate what is great about the city 
(Coventry UK City of Culture Trust 2020e) 
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These pledges were released on their website and social media channels alongside 

some practical reflections regarding inevitable delays to some UKCC activity, including 

apprentice and City Host volunteer schemes. 

As a result of these pledges, the Trust changed their focus from build-up activity to the 

resilience of the arts sector in Coventry. At the time, much of the arts and events sector 

had to close businesses due to restrictions on live performances, causing vast 

unemployment amongst freelancers (O’Brien 2021). On 25th March 2020, the Trust 

announced that it had created a £60,000 resilience fund, administered by the Heart of 

England Community Foundation to ‘support individuals and organisations in the arts 

and cultural sector who are facing urgent pressures caused by loss of work related to 

the Coronavirus’ (Coventry UK City of Culture Trust, 2020d). This fund was used to 

add support to a range of city and sector activities to help ‘prop up’ the creative sector 

in the city. The Trust had flexibility, position, funds, and ethical and moral drivers to be 

able to react quickly to the COVID-19 funding crisis given its organisational position in 

the city and its stated outputs and outcomes. Through these various pledges and 

funds, the Trust envisaged supporting a resilient cultural landscape of artists and 

practitioners that, in theory, would be able to continue to make work when the UKCC 

year began in 2021. However, given the depth of the economic pressure on 

freelancers and organisations as part of the economic support led by the UK 

Government at the time (Partington 2021), the funds supplied by the Trust at £1,000 

per organisation and £500 per individual (Coventry UK City of Culture Trust 2020d) 

only provided limited support for organisations and freelancers who lost a significant 

amount of work. To date, 97 individuals have received grants to the total amount of 

£59,048 (Neelands et al., 2021). It is unclear from the detail in reports, however, if any 

of these grants were given to participants of the 21 Streets of Culture programme.  
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Due to the restrictions on live performance and public gatherings, the Trust had to 

think differently about how they would deliver a celebratory year of culture. To that 

end, on 7th July 2020, following substantial discussion with national government, 

regional and local partners and funders, the Trust announced that the official 

celebrations would take place from May 2021 to May 2022, a delay of 5 months from 

its original January start date (Clark, 2020). Further, throughout 2020, several events 

and meetings took place instead in digital spaces, including community meetups, 

consultations, and creative projects. This also had a knock-on effect for projects that 

had been planned for build-up delivery in 2020, such as the 21 Streets of Culture 

programme. By this point, the leadership of the project included Collaborative City 

Team Producers from the Trust and 64 Million Artists, and was steered by a group of 

Coventry residents working as community facilitators. Due to the level of social 

restrictions in place for much of 2020, a public consultation between these three 

groups was held. Once completed, it was agreed that the project had to shift its scope 

and aims. The project was re-scoped to operate within three different strands: 

1. Enabling and encouraging community-based incentives that are community created 

and endorsed by the Trust. This had three distinct levels: 

a. ‘Hyper local’ - projects that responded to a community need or challenge. It 

was also an opportunity to "supersize" community events already in place. 

b. ‘Sub-regional’ - these projects did not focus on one group but were area/ward 

based. 

c. ‘City-Wide’ - Projects that effected the city as a whole. 

2. ‘Local Leadership’ - an upskilling programme designed to develop existing 

community leaders and upskill them to ‘think big’ and to look beyond their own 

community barriers. 
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3. Explored methodologies of co-creation with communities; testing and trying out what 

works well when encouraging community led projects as part of a wider programme. 

Phase one, i.e., the ‘test’ phase of the project was planned to take place between 

March 2020 to March 2021. Phase two, i.e., the ‘implementation’ phase of the project 

was planned to take place in April 2021 to April 2022 and beyond these dates.13  

This re-scoping led to the need for a change in the name of the project, given the 

programme expanded beyond the constraints of 21 individual streets, to a 

community/city-wide focus. In June 2020, the Trust published a report detailing that 

due to workshops held around the project, ‘there has been a rescoping of 21 streets 

of Culture which has now become an umbrella for the work of the Collaborative City 

Team’ (Neelands et al., 2020b). Later, on 13th May 2021 (post Collection Phase One), 

the Trust announced the new name for the programme, Love Coventry. The 

programme aimed to ‘call upon the people of the city to declare and share their love 

for Coventry whether it has been home for all of their lives, if they have only lived in 

the city for a short time, or if they are simply just visiting’ (Coventry UK City of Culture 

Trust, 2021b). The result was that the programmes commissioned over 25 short-term 

community intervention projects that were designed to engage residents of Coventry 

in becoming community actors and to celebrate their local communities’ unique 

qualities. One example of a project that was commissioned by the Love Coventry 

programme is Window Wanderland which ‘brought neighbourhoods across Coventry 

together to decorate their windows with impressive and eye-catching displays’ (de 

Souza 2021b) and mark them on a pedestrian route to be viewed by members of the 

public during the COVID-19 pandemic lockdown measures. Another example is the 

 
13 This information was gathered from a meeting with the UK City of Culture Trust Collaborative City 
Producing team, the notes of which are available in Appendix 7.  
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Community Connectors programme which commissioned ‘eight local people from 

across Coventry who are passionate about their communities. These people might 

already be involved in organising community events and projects, or those who help 

to galvanise local people around a common challenge or issue.’ (Coventry UK City of 

Culture Trust, 2020g). A third example is the Abundance programme, in which ten 

South-Asian artists in the city were ‘given £1000, bespoke mentoring and development 

training to see the next generation of diverse artists shine in Coventry’ and to ‘develop 

and use their diverse range of skills and talents to get the chance to co-create an event 

during UK City of Culture 2021’ (Coventry UK City of Culture Trust 2021c). 

In theory, the re-naming reflected the new foci of the programme that tried to celebrate 

positivity associated with Coventry as a place to live/work/reside in. However, there 

are some challenges associated with the name Love Coventry that deserve noting. 

Calling on residents to ‘share their love’ for Coventry can potentially encourage a 

forced narrative of positivity around the city, and avoids the critical sphere associated 

with improvements needed within the city, especially given the contexts of a global 

pandemic. An example of this can be acknowledged from Hull 2017 in the article ‘Let’s 

move beyond the spin’ by Michael Howcroft and Victoria Bissett, where they describe 

the need for pragmatic reflections on the legacies of the UKCC year, away from forced 

narratives of positivity towards ‘a more honest appraisal beyond the triumphant 

language’ (Howcroft and Bissett 2021). While this article discusses legacy after the 

UKCC year is completed, there are sentiments that correlate with the forced narrative 

of positivity associated with naming a programme of work. Whilst the naming may have 

been designed to give community ownership, it could force them to declare ‘love’ when 

the communities themselves may not in fact ‘love’ the city, and would prefer to provide 

a balanced account when given a voice, which the name 21 Streets of Culture 
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originally provided. In short, the re-naming of the programme to Love Coventry might 

have risked missing the opportunity for the Trust to engage Coventry residents in a 

way that risked masking more honest responses. This re-naming, and therefore a 

perceived sense of narrative building, may also miss the opportunity to spotlight a wide 

variety of opinions surrounding Coventry. This change of name and focus prompted 

me to recognise how this PhD project could respond, and perhaps give more 

legitimacy to my own research approach by using headphone verbatim to provide a 

less circumscribed space. In this sense, headphone verbatim may give the opportunity 

for participants to tell their own story without any ‘spin’ hindering their ability to be 

candid about their experiences. The aim for this research therefore was a ‘complex 

layering of characters’ [or participants’] realities through story and language’ 

(Anderson 2007) that exists separate from participants being encouraged to express 

that they Love Coventry.14  

4.2. COVID-19 in Coventry, Civic Pride, and the Research Timeline  

 
The effects that these pandemic-fighting social restrictions were having, and have had, 

on civic pride, and on the participants of the Love Coventry programme, are hard to 

gauge. However, in the Coventry Director of Public Health Annual Report 2020/2021 

there is some insight into how wellbeing had shifted between 2019 up to 2021 in the 

city. According to the summary, ‘COVID-19 reduced wellbeing with 1 in 10 people 

reporting low satisfaction in April 2021 up almost 50% from 2019’ (Gaulson 2021). 

While my study investigates a community’s sense of civic pride before and during 

Coventry’s UKCC year through headphone verbatim practice, an assumption must be 

 
14 It is also important to note here that not all the Trust’s projects were founded from a celebratory 
position. The Caring City Team for example was founded from the desire to be changemakers 
surrounding social issues such as social deprivation, inclusion, and migration, with the hope to bring 
about social change, acknowledging social issues exist in the city as a starting point (Spirit of 2012 
2021). 
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made that the pandemic will have affected communities’ sense of civic pride in ways 

outside the observable parameters of this study.  

For this PhD project, several challenges therefore had to be overcome such as forced 

changes to the method and timeline of the research, the closing of several university 

buildings, theatres, and the shifting timetable of the UKCC year. Originally, I had 

intended to conduct two separate collection phases with two separate performances, 

one performance to take place in late 2020 and another in late 2021. These two 

separate performances would then be compared in this thesis. However, during 

lockdown in May 2020, it was evident that my original idea and research plan of 

completing Collection Phase One and Performance One in 2020 could not take place. 

This was because of several logistical and communicatory factors. Firstly, that due to 

the Trust’s resilience effort, and shifts to the Love Coventry (then 21 Streets of Culture) 

programme timeline, access to participants that were involved in the programme was 

challenging in 2020. Secondly, that university buildings would most likely be closed 

during the time that I had originally planned for the first performance in November 

2020. This led to my decision to combine both performances into one in November 

2021 whereby two separate data sets would be presented in one performance, instead 

of split between two separate performances. The delay in access to participants further 

meant that both Collection Phase One and Collection Phase Two took place in 2021. 

Ultimately, the practice described in the following section was completed during March 

and April 2021, before the UKCC year began in May 2021, and as the pandemic 

continued to impact on the city and its communities.  
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4.3. Collection Phase One and Generating a script 

 

4.3.1. The recruitment and interview process 
 
As a result of identifying the Love Coventry programme as an appropriate site, the 

Trust’s M&E Team required a proposal to be made to them regarding the access I 

would need and the type of participants that I wished to access. On 27th July 2020 I 

submitted a proposal document (appendix 1), outlining the PhD project’s aims and 

focus, requesting that I follow hyper-local or sub-regional projects, or those projects 

located within wards of the city, and requested access to approximately 24 participants 

for interview. Further, I requested to be given regular updates on the progress of the 

programme along with access to the producing and evaluation teams to assist in 

finding further community participants for interview.  

I met with the Trust on 29th October 2020 to discuss access to the programme 

participants. In this meeting, the Trust asked me to conduct interviews with participants 

of the Trust’s choosing and take meeting notes that would contribute to quarterly 

reporting. It was explained that these duties were to be in exchange for the type of 

participant access that was required of my research project. This raised ethical 

concerns that needed further negotiation and began a process where representatives 

of the Trust and I would further define the role that I might have in their evaluative 

practices as an external, and unpaid, contributor. By 11th December 2021 the Trust 

had confirmed via e-mail that this PhD research project would contribute to the Trust’s 

evaluation of the Love Coventry programme, and the work of the Collaborative City 

producing team, and had begun the process of trying to connect me with participants.   

Once this confirmation process was completed, a question schedule was developed 

that suited both the evaluation of the project from the perspective of the Trust, and that 

would also inform this research project. The National Lottery Community Fund, who 
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funded the programme, wanted to ‘tell the stories of individuals who have been 

substantially engaged by the project’ (Scott 2021). Alongside this, the aims of my 

research project were to gather stories of how the programme affected participants’ 

sense of civic pride. Initially, a semi-structured question schedule was suggested that 

the Trust required to be asked as part of the interview process (see appendix 2). The 

decision to keep the former name 21 Streets of Culture was one taken by the Trust, 

as at that point the new name Love Coventry was yet to be announced to participants. 

After this question set was received, I developed a few additional prompts that I believe 

explored how each participant felt about the place that they lived/worked/resided in 

and gave way to ascertaining a level of civic pride. The following prompts were added 

to the original question 4, ‘From your perspective, how is 21 Streets affecting / having 

an impact on the local community (positively or negatively). Perhaps you can consider 

what your community was like before 21 Streets’ (see appendix 2): 

a. Tell me about your relationship with the city? 
b. What feelings come to mind when you think about Coventry? 
c. How would you describe Coventry to someone who isn’t from here?  

 
These three prompts were added to enable me to gain insight into the individual 

participant’s relationship with the city. Drawing from the discussion on civic pride in 

section 2.4, these prompts were designed to be open so that the participant could lead 

the discussion around their personal relationship with Coventry. I hoped that 

behaviours that indicate civic pride such as community activism and support, passion 

for the civic environment and a defence of their personal depiction of the city would 

manifest throughout the discussion. Further, these prompts were introduced to provide 

rich data not only around these civic pride behaviours, but also provide ample material 

that could potentially be used in the headphone verbatim performance, alongside any 

material generated by the other questions suggested by the Trust.  
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It is important to note that semi-structured question sets are not necessarily a 

prerequisite for verbatim theatre interviewing, and in fact have several dramaturgical 

challenges. As described by Bottoms, these problems take the form of dramatizing the 

interview, ‘roles’ the interviewee may ‘perform’ and the tensions between searching 

for aggregable data alongside preserving individual narratives (Bottoms 2015). This 

semi-structured question set, based on a social science framing was a result of the 

collaborative working between myself (as researcher) and the Trust in the evaluation 

context of this PhD project. The Trust required answers to prescribed questions based 

on their funders and this inevitably placed challenges on the ability to have a more 

open, narrative, or unstructured interview approach, which is more common amongst 

verbatim theatre practitioners. These challenges are explored in the section at the end 

of this chapter.   

Once the question set had been agreed with no further suggestions from the Trust, an 

additional reflection exercise took place regarding the ethical approval of the research. 

These reflections were due to a deviation from the original plan for the use of research 

data, which did not include sharing data with the Trust. This therefore had to be 

considered in both the Participant Information Sheet, and the Informed Consent Form. 

Changes were made so that the participant would be informed that while they 

remained anonymous in all research outputs, the data collected would also be shared 

with the Trust, which would be made possible through a wider organisational data 

sharing agreement between the Trust and Coventry University.15  

 
15 One stipulation to note was that the data collected was stored solely on a Coventry University 
OneDrive file, so that the data was protected through the university’s secure cloud storage. Access to 
view, but not download any collected data, was granted to the Trust from the moment it was uploaded 
via a shareable link. 
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A further change was made to the consent form so that the participants consented to 

being video recorded16, as due to social restrictions, these interviews took place on 

the video conferencing platform, Zoom. This was for two key reasons, firstly, that at 

the time that the research design was being finalised, the COVID-19 social restriction 

laws led Coventry University to shift their policy on field work by stopping face-to-face 

data collection and encouraging research to be carried out in an online space. 

Secondly, that as Zoom as a platform gained a huge amount of popularity during the 

first lockdown period (Sherman 2020), with many users becoming familiar with how to 

use the software, it would make it easier for me to meet with them this way rather than 

having to teach participants how to use a brand-new piece of video conferencing 

software. As the lead researcher, I decided that Zoom’s ability to record meetings 

directly to the university’s OneDrive platform was especially useful for managing the 

recordings of what was discussed, and ensuring data was not kept in several places. 

These several changes were then approved by the University ethics process, and 

subsequently the official interview process began in January 2021.  

Participants for interview were recommended to me by the Trust’s M&E Team 

throughout January to March 2021. The Trust selected participants due to their 

involvement in various parts of the Love Coventry programme. In this sense, the Trust 

acted as gatekeepers to the Love Coventry programme sessions and ultimately limited 

my access to participants and a wider engagement in the programme. ‘Gatekeeping’ 

is a recognised aspect of some interviewing methodologies and, according to scholars 

Singh and Wassenaar, ‘strategic planning in the research process must take these 

 
16 Of course, participants could have turned their cameras off, and I would have access to their 
recorded voice. However, I felt that the face-to-face interaction was important to building a 
relationship and trust with the participant. It also further allowed me to take non-verbal cues and 
communication (Denham and Onwuegbuzie 2013) to better enable me to ascertain how comfortable a 
subject/issue might be for the participant to discuss. 
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sometimes-complex processes of gatekeeper permission into careful account’ (Singh 

and Wassenaar 2016). I attempted to work around this gatekeeping issue by 

expressing criteria for selection that had to be met by the Trust for a participant to be 

suggested for interview. The participants had to be over 18, hold the cognitive ability 

to understand the informed consent process and be directly involved in a project ran 

through the Love Coventry programme of work organised by the Collaborative City 

producing team. I also intended to ask the participants themselves to potentially 

suggest further names for interview, further reducing the Trust’s role in participant 

selection. In such a way, further participants could be approached outside the original 

pool suggested by the Trust, ‘referred to as ‘snowball’ or ‘chain’ sampling’ (Noy 2006) 

in social science terminologies. This was intended to be either someone that they were 

working with, or someone that they had experienced the programme with. Therefore, 

all the participants suggested by the Trust were either directly involved in the 

programme themselves by receiving funds and/or training or were involved in a 

community focus group that guided the programme.  

Potential participants were contacted throughout January, February, and March 2021, 

being contacted via e-mail the moment they were suggested to me by the Trust. In 

total, fifteen participants were suggested to me. Of those fifteen, thirteen chose to 

participate in the research, with a further three subsequently withdrawing consent at a 

later period due to availability for interview and other personal commitments. This left 

me with a total of ten participants with usable data. Their demographics were broken 

down as follows: 

Age  Male Female 

18-24 0 0 

25-44 1 3 

45-64 2 3 

65+ 1  
Figure 4. Table of participant demographics. 



 
 

97 
 

Whilst I originally requested twenty-four participants for interview, the Trust was only 

able to suggest fifteen participants. Attempts to snowball from the original ten 

participants were unsuccessful, with no further participants consenting to be part of 

the research. This small sample size was therefore unable to provide generalisable 

data to be considered representative of wider attitudes in the city. However, I 

recognized and accepted that the sample size of ten participants was a diverse 

enough sample because of the variety of the projects the participants took part in and 

the geographical spread throughout the wards of the city, providing a cross-section of 

project activity that could be observed in the performance. These participants’ projects 

included Window Wanderland17 (1), Community Connectors18 (3), Abundance19 (2), 

the 21 Streets Steering Group20 (1), Coundon’s Hot Talent21 (1), Caribbean Reggae 

Fever22 (1) and Theatre Next Door23 (1).  

In March 2021 I began holding the interviews with the participants. As previously 

stated, the interviews were semi-structured, selected because of the Trust’s 

commitment to its funders, and as an interview format it is ‘structured to address 

specific dimensions of your research question while also leaving space for study 

participants to offer new meanings to the topic of study’ (Galletta 2013:2). The decision 

 
17 Window Wanderland was a community ‘festival of light and colour, where people transform their 
neighbourhood into a magical outdoor gallery of unique displays in their windows’ which could be 
recorded and tracked via a pedestrian route around the city (Window Wanderland 2022). 
18 Community Connectors was a project where eight individuals from the city were given ‘specialist 
training, mentoring and networking, delivered by 64 Million Artists, which will help them develop their 
ideas and skills’ in producing a community-based event (Coventry UK City of Culture Trust 2021f) 
19 Abundance was a programme that gave ‘£1000, bespoke mentoring and development training’ 
(Coventry UK City of Culture Trust 2021c) to ten South Asian artists in the city. 
20 This was the steering group responsible for guiding the activity of the then named 21 Streets of 
Culture project.  
21 Coundon’s Hot Talent was a ‘local talent show for amateur singers, dancers, magicians, comedians 
and stage entertainers and performers’ (Bradley 2021). 
22 Caribbean Reggae Fever was a live music event to ‘share and experience some Caribbean 
traditions and for the older generation to enjoy and showcase those traditions’ (Coventry UK City of 
Culture Trust 2021h) 
23 Theatre Next Door was a project that encouraged local community centres to programme 
interactive shows, in person and online, encouraging local neighbourhoods to experience professional 
theatre (Coventry UK City of Culture Trust 2021g) 
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to use this type of interviewing, while common in social science, was also informed by 

the methodology of headphone verbatim, whereby, according to Summerskill, the 

interviewer is both ‘seeking information pertaining to the subject matter of the play, 

[and] also looking for narratives that are interesting, colourful, moving, unusual and 

ones in which I can detect dramatic staging potential’ (Summerskill 2021:95). In this 

sense, the semi-structured nature of the question schedule, accompanied with 

additional considerations around telling stories from the data, ensured that the subject 

of discussion i.e., feelings towards Coventry and the reasons for these feelings, was 

of a focussed nature. At the same time, it gave way to discussions that were not part 

of the original subject matter or focus of the study, but were nevertheless interesting 

from a research standpoint. The interviews were held between March and April 2021 

before the launch of Coventry’s UKCC year. Once Collection Phase One interviews 

were completed, I had a total of 500 recorded minutes (8.33 hours) of interview 

material to work with and to edit into the first half of the ‘audio-script’. 

4.3.2. The editing process 

 
As social science scholar Anne Galletta states, ‘organizing the data so that it is 

accessible for analysis is a first step’ (Galletta 2013:121). Once the interviews were 

completed, the next stage in the practice was the editing process. The method of 

choosing which audio clips to keep, and which ones to exclude, was initially a 

particularly challenging process that raised two main questions. Firstly, and in 

reference the work of David Hare explored in section 3.8., ethically, do I consider 

placing fabricated scenes to be placed alongside verbatim material? Secondly, how 

do I narrow down such a large amount of rich audio material into an appropriate 

amount of performance time to be viewed as the first half of the performance?  
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In response to the first question, I made the decision that only verbatim interviews 

sourced from audio recordings be used, with no fabricated scenes. In response to the 

second, I developed a systematic approach that involved several ‘passes’ over the 

recorded material. The first pass was developed to identify audio clips that had content 

that related to my lines of enquiry. The second was to consolidate appropriate clips 

and to curate them to fit within performance time restraints imposed by developing the 

piece of headphone verbatim. This required revisiting each recording several times, 

making notes on the content of audio clips, drawing out key themes and common 

subject matters across multiple interviews and selecting that which was most 

appropriate for inclusion in the performance, and therefore useful data for comparison. 

Consistent themes emerged such as:  

• Growing up and reminiscing about a ‘past Coventry’,  

• Feelings around the city being welcoming,  

• Coventry as their home,  

• Being proud of the diversity in the city,  

• Coventry residents being resilient, authentic, and ‘real’, 

• Food from all over the world being available in Coventry, 

• Coventry being a city of improvement. 

The intention at the beginning of editing each recording was to draw out the subject 

matter and develop, as headphone verbatim practitioner Kristine Landon-Smith 

describes, ‘the "real" story in the interview: the subtext if you like’ (Landon-Smith 

2017). This required me to find and select appropriate clips of audio that would 

contribute to answering research question one: To what extent can a Coventry City of 

Culture 2021 project cause a shift in Coventry residents’ perceptions of civic pride? To 

answer this question adequately, Collection Phase One needed to provide a baseline 
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in which subsequent data collections would be compared to it; the importance of which 

was identified in the earlier discussion in section 2.7 surrounding ECoC programmes.  

This systematic approach was also developed in response to observations 

surrounding my own bias during the editing process. When editing one of the 

participant’s early recordings, I noticed that my own personal bias had led to me 

imposing a ‘deficit model’ on my listening. In this sense, I realised that subliminally, I 

was listening for the idea that Coventry was a city that needed to be improved and that 

UKCC 2021 may only go some way to improve it. For this participant, the complete 

opposite was the case. Regarding their experiences, the participant spoke very highly 

of the Trust and was incredibly proud to live in the city, while identifying room for 

improvement in certain areas. Upon reviewing this edit, I realised I had omitted 

information that was pertinent to my original line of inquiry; observing potential shifts 

in civic pride and the way they are expressed, positively or negatively, by the 

participants. I also realised that the choices I made in curating the data were made 

because it didn’t fit my own ‘vision’ of the narrative I wanted to build in performance. 

Therefore, I acknowledged and attempted to mitigate my own bias by meeting the 

subject matter as it was told to me, thereby developing what I hoped was a fairer and 

more systematic approach to the analysis. My analysis thus adopted instead an ‘asset 

based’ approach as detailed by social science scholars Phillips and Pittman; ‘building 

on a community’s assets rather than focusing on its needs for future development’ 

(Phillips, R and Pittman, R., 2009:45). By reflecting on the audio clips in this way, I 

was able to listen to the subject matter of the audio clip with the research question in 

mind, rather than relating to what, on reflection, I was expecting to hear, based on my 

own engagement with the city and the Trust. 
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Figure 5. The editing decision process flow chart - the first pass 

The first pass, as described in Figure 5 above, involved identifying if the subject matter 

of a selected audio clip was associated with either the work of the UKCC Trust via the 

Love Coventry programme, or their experience of Coventry and how they felt about it. 
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If the clip’s subject matter had neither of these associations, the decision was made 

not to include it as it did not assist the research in answering research question one. 

Once the clips were identified as having either, or both subjects, a further question 

was asked of the material. Due to commitments made regarding the ethics of the 

doctoral project, participants had to be kept anonymous. Therefore, I then reflected on 

the subject specific clips a second time and removed any clips in which individuals 

could be identified. This included their names, and details specific to their involvement 

with the Love Coventry programme. These included explanations of their personal 

projects as most of them were unique to the individual, and therefore it would have 

been easy to identify them on that basis. Once this process was completed and the 

clips had been selected for inclusion, I then checked if the amount of audio clips that 

were left were over a 5-minute limit I had allocated for each participant recording. This 

5-minute limit was imposed on the research due to my professional training with 

Kristine Landon-Smith surrounding the practice of headphone verbatim. The training I 

received recommended that each interview with a participant should be narrowed 

down to no longer than 5 minutes (appendix 3). For pragmatic reasons related to 

keeping performance time to an acceptable length, this 5-minute limit was appropriate, 

as the ten participants I had interviewed in Collection Phase One meant that the first 

half of the performance had the potential to be 50 minutes long. I therefore decided if 

the total number of clips in an edit were over this limit, a further pass would be required. 

In this sense, the editing of the clips for performance was framed by both the 

appropriateness of answering research question one and was restricted by time 

restraints associated with producing the performance.  
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Figure 6. The editing decision process flow chart - the second pass 

The second pass was focussed on prioritising audio clips based on their subject 

matter. This process is illustrated by Figure 6 above. Once the first pass was 

completed, I then identified which clips surrounding Coventry specifically were 

repeated, removing any duplicate points that the participant had made. All the 

remaining clips surrounding their experience of Coventry were kept for use in the 
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performance as they were deemed unique and necessary for answering research 

question one. Then, a secondary selection process took place surrounding clips that 

were about the Coventry UKCC Trust and the Love Coventry programme. This 

involved identifying if there was enough room in the 5-minute maximum limit for all 

these clips to be included. If there was enough room then the clips would be included, 

if there was not, then a ranking exercise would take place where I would determine 

the priority of which clips were most relevant to answering research question one, 

surrounding the Love Coventry programme’s potential effect on its participants’ sense 

of civic pride. This included both references to their feelings towards Coventry and any 

attributions, if given, to the reasons for those feelings. Once this ranking exercise was 

completed, the ones with the highest priority would be included until the 5-minute limit 

was reached. 

4.3.3. The participant 'sign off' process 

 
In this practice, to further assist in avoiding misrepresentation, I conducted a further 

approach: that recorded material, once edited, was sent back to the participant for final 

‘sign-off’. This was for two reasons; firstly, it allowed the participant the opportunity to 

make final comments to ensure they feel that they have been represented correctly, 

and that they are happy for the recording to be used in the performance. This 

approach, while ethically considerate, is also mindful to the co-creative and curative 

ethos detailed in the Theory/Story of Change for Coventry’s year as UKCC. Secondly, 

I considered that through a framework of inclusivity, the participants would be invested 

in outcomes of the evaluation, providing further interesting reflections for the research. 

As part of this process, some participants placed conditions on the edit’s approval. Out 

of the ten edits that were sent to participants, eight participants approved, and two 

participants contested the material.  
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Participant #2, when presented with their edit, contested its use in the performance on 

the basis that it included them describing a private conversation with a government 

official from the DCMS, and secondly, negative comments made about their hometown 

in comparison to how they spoke about Coventry, where they now live. After the 

participant explained further via a telephone call, the first reason they had for the need 

to remove these two clips was because they felt that by its inclusion they would be 

identified in the research. As a high-profile member of the city community, stating their 

hometown and in combination with their ability to conduct private conversations with 

the DCMS, they felt it would provide audiences the necessary information needed to 

identify them. The second reason was that they felt loyalty to their hometown, and they 

felt that their negative comments misrepresented their true feelings towards their 

birthplace. Therefore, on the consent form they placed the condition of ‘the removal of 

the coverage of my confidential discussion with City of Culture judge and negative 

comments about [my hometown]’ (see appendix 14). I respected their wishes and 

removed these two separate clips. After re-listening to the edit with these clips 

removed, I concluded that the data’s removal would not compromise the overall 

contribution to answering research question one. 

Participant #5 contested their edit in two separate places. Firstly, they felt that their 

statements regarding their previous employment were only showing a negative 

perception of their previous employment. As a result, I re-visited the edit to check to 

see if as in my previous experiences, my own bias had led me to exclude some of their 

statements. Upon this reflection, I realised that the participant had misremembered 

what they had originally said, and that the statements were unedited and included in 

full, where the only clips removed were personal details that would identify the 

participant. After responding to the participant to explain this, and to provide the 
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unedited transcript alongside the edited one, this was accepted by the participant and 

the clip was approved to be in the performance. 

Secondly, and in a similar nature to the first point, Participant #5 felt that negative 

statements around the lack of clarity at the beginning of the Community Connectors 

programme were left without the following positive comments, and that ‘they should 

not be cut to bring a negative light’ (Participant #5 2021). Upon re-listening, there was 

an initial negative statement that was followed by the participant explaining ‘it’s not like 

that now’, however, subsequent statements about how nice the people are, and a 

‘culture of inclusivity’ (Interview #5.1_Edit, 2021) were removed by me. I therefore 

included these subsequent statements by request of the participant and 

acknowledged that my own critical bias may have caused the decision to remove the 

extended positive statement that followed the negative. Once this was explained to 

the participant the edit was approved to be included in the performance. Initially, this 

occurrence where my own personal bias permeated through to the participant ‘sign 

off’ process was surprising, as I had previously attempted to take precautions by 

developing the systematic approach to reduce my own bias in the editing process. In 

response to this realisation, I re-visited every completed edit and analysed each clip 

and its surrounding comments to ensure that a level of impartiality was preserved 

within the edit, so that any negative comments were balanced with the positive, if 

evident, and vice versa. This observation shows that even with mitigation strategies, 

researcher bias can influence a research process, and points to a potential limitation 

of the method that should be further considered when analysing the data and 

producing a performance.  
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4.3.4. The ordering process 

 
After all edits were completed and approved via the ‘sign off’ process, audio clips were 

then ordered into the first half of the audio-script for the performance. Firstly, as a 

principle, I felt that keeping the edits in a chronological order was important. This is so 

that meanings generated by the participants’ words, in theory, are not taken out of 

order, and therefore out of context by being placed in a non-chronological way. The 

reasoning behind this rule is that, if left in a non-chronological order, an accusation of 

intent to orchestrate a false narrative can ensue which raises further ethical concerns. 

I therefore aligned my ordering process to this principle, and as a basic rule ensured 

that each participant’s clips would stay in its own chronological order, even if the clips 

were placed alongside other participants and spread throughout the performance. This 

need to adhere to a chronological order is also present in Landon-Smith’s headphone 

verbatim practice, where edits are ordered this way (Landon-Smith 2017) and any clips 

that are edited must actively stay in the order in which the participant said them. This 

adherence to the formality of chronological ordering also relates to the question of 

authenticity identified in section 3.3, which, in this case, can at times allow for the 

whole script to be experienced as exercise in ‘storytelling’ with limited room for ‘false’ 

narratives to be built. This, coupled with an alignment between participants lived 

experience and audience members knowledge, allows space for the performance to 

be ‘authenticated’ through the eyes of the audience members who view it. 

After establishing the need for a chronological framework, I wanted to identify the clips 

that would be appropriate for the beginning and the end of the first half of the 

performance. Upon reflection, this decision came very naturally and quickly through 

observing narration that was exhibited by participants during the interview process. 

The words spoken at the beginning of Participant #12’s recording was of a historical 
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nature, bringing to light important social issues pertinent to their experience of the city 

at a young age. This provided an interesting comparison with the final part of their edit, 

speaking on being excited about the year ahead and the hope for the future of the 

UKCC, finishing with the line ‘it’s gonna be amazing’ (Interview #12.1_Edit). Further 

on this, other edits ended with their response to the final question ‘If you had to choose 

a word or phrase to capture City of Culture to date, what would it be?’ which comprised 

of in most cases a single word. Whereas in Participant #12’s case, they went on to 

speak on the issue further, elaborating on the reasons why they gave that particular 

response.  

Once the beginning and the end of the audio-script were established, I felt that the 

remaining order would be dictated by the subject matter of the discussion. I took note 

of discussions that were thematically similar, in relation to the original question 

schedule. Themes of discussion emerged directly in correlation to specific questions. 

Therefore, I decided that the question schedule would form the basis for the ordering 

of the performance.  

4.3.5. Reflections from Collection Phase 1 

 
Throughout the first collection phase, interesting behaviours emerged amongst 

participants that were unexpected. Firstly, that in some interactions with participants, 

their responses were sometimes dictated by what they thought I wanted to explore 

with them, rather than allowing themselves to be leaders over their own thoughts in 

the moment. One example of this, was when during the first recording of Participant 

#5, on a few occasions they asked me ‘is that ok?’ and ‘is that what you are looking 

for?’ after responding to a question. This behaviour is interesting because in these 

moments, the participant clearly sees the relationship between us both as an 

interviewer-interviewee relationship. In this sense, a power dynamic was observed by 
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the participant as I was, in their eyes, a representative of the University and the Trust 

even though I had hoped to create a less formal ‘interview’ environment during the 

collection of the research data, as explored in section 3.6.  

Another interesting behaviour that emerged during the interview process was 

participants’ attempts to police what would be included in the performance via self-

censorship. Several participants used the phrase ‘don’t include that’ or a similar phrase 

that was designed to influence what I could or could not include in the research post-

recording. As discussed, my method included a ‘sign-off’ process that offered the 

participant the opportunity to review their representation. Therefore, in response to 

these statements I respected their wishes and ensured that any material they didn’t 

want to be included would not be. Further, these interviews were in all cases but one, 

linked with negative comments surrounding the work of the Trust. From a local political 

perspective, this deserves further exploration. After speaking with other artists in the 

city, I found that organisations and individual creatives that participate in the Love 

Coventry programme, when contracted, agree to speak positively about the Trust in 

public communications and were instructed to refrain from a negative representation 

of the Trust’s work in the public domain. In numerous cases, this is written as a clause 

in contracts and is a condition of funding for this individual or organisation. The 

existence of this type of contract clause was alluded to by an audience member during 

the post-show discussion and who was apprehensive about elaborating on these 

specific clauses (Post-Show Discussion, 00:17:33). In this sense, the Trust have 

placed social conditions when providing cultural opportunities to its local cultural 

economy, the by-product of which may have resulted in any negativity surrounding the 

programme to be seldom discussed. This posed a challenge for me as the artist-

researcher and was not overcome due to participants being overly aware about what 
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style of narrative they were telling, for fear that the conditions of their funding would 

be affected, even though they were to be anonymised in the research through the 

informed consent process. To be clear, not all participants reacted in this way, some 

were very happy to divulge opinions on their experience in full, across a spectrum of 

positivity and negativity. 

As stated earlier, the intention behind Collection Phase One was to provide a data 

baseline for comparison. During this first phase, I encountered external forces that 

forced changes to the research timeline. During the practice I found issues of bias 

affecting the editing process which led to a multi-stage audio clip selection process, to 

ensure the data processing was ethical whilst enabling me to answer the first research 

question. In the next section, I will detail the decisions made, and reflections from 

producing, and directing the performance, which includes Collection Phase Two.  

4.4. Collection Phase Two and the Performance 

 

4.4.1. Social Contexts for Collection Phase Two – Love Coventry and COVID-
19. 

 
The period between Collection Phase One and Collection Phase Two spanned from 

May to September 2021, a total of four months. In this time several Coventry UKCC 

2021 events and programmes took place that may have had influence over the 

participants of this study. Most significantly this included the installation of the 

Assembly Festival Gardens, a temporary festival ‘hub’ that comprised of a main box 

office for all UKCC 2021 events, along with three separate tented or canopied venues 

and was situated ‘at the site of the demolished former Civic Centre buildings, now 

owned by Coventry University, opposite the Council House in the city centre’ (Coventry 

UK City of Culture Trust 2021d). This location is poignant, as it was placed at the very 

heart of Coventry’s historical heritage, with the Cathedrals, Council house, St Mary’s 
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Guildhall, and several other cultural buildings of significance in the city located nearby. 

The Assembly Festival Gardens hosted open-air screenings of concerts and 

performances on their way to the Edinburgh Fringe Festival24. Several other events 

were held for Coventry Pride celebrations, alongside two performance residencies, 

Circolumbia and Choir of Man, both of which were well attended and received by 

Coventry residents. This was evidenced by audience surveys, with ‘90 per cent of 

visitors saying their experience at the venue was good, and 81 per cent saying it had 

improved their perceptions of Coventry’ (Coventry UK City of Culture Trust 2021e). 

Throughout Collection Phase Two, I was also looking for evidence of the impact of 

these activities that may manifest in the respondents’ comments in interview, as I 

recognise that experiences of cultural activity outside the Love Coventry programme 

would have undoubtedly influenced their sense of feelings towards the city. 

During this time, the now named Love Coventry programme entered Phase Two of its 

planned activity in June 2021 (Neelands et al., 2021). It is reported in the sixth quarterly 

report that the first phase of the Love Coventry programme had achieved the following: 

The building of trust and continued engagement from community groups across 
all eighteen wards of Coventry; delivering mentoring and training to artists and 
community members who were seldom heard in the city; delivering large scale 
initiatives engaging families from across the city and beyond in creative 
activities; and working with established networks and groups to build a 
sustainable ecosystem (Neelands et al., 2021:32) 25. 
 

During this time, the COVID-19 pandemic continued to have its influence on social 

contact. On 17th May 2021, indoor hospitality and entertainment resumed, if socially 

distanced audiences were separated via social ’bubbles’. At this stage, only up to six 

 
24 Established in 1981, Assembly Festival began at the Edinburgh Fringe Festival, providing multi-
space venues which now span five locations in the city. Being already well established as a venue 
management company, the Trust invited Assembly Festival to produce a pop-up Festival Garden in 
the city centre as part of the cultural offer for UKCC 2021 (Assembly Festival 2020). 
25 As the final report is yet to be published, it is unclear the impact that the second phase will have 
had on the participants of this study from the perspective of the Monitoring and Evaluation Team at 
the Trust. 
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people from two households could meet indoors (UK Government 2021b). These 

restrictions were further eased on July 19th, 2021, when all restrictions regarding social 

contact including social distancing were ended, which meant that venues were able to 

open to full capacity. The use of face coverings in public places were no longer legally 

required, and all other venues were encouraged to open (UK Government, 2021c). 

These social restrictions, only having been lifted for approximately two months 

between collection phases, will have had a significant influence on the research 

participants’ ability to engage fully with the programme of work organised by the Trust 

and other organisations in the city. While the study of this influence remains outside 

the realms of this thesis, it should be assumed that the COVID-19 pandemic continued 

to have unknown influences over how the participants of the study experienced the 

city, its people, and how they perceived their own relationship with it (De Blasio and 

Selva 2020, Mills 2020). 

4.4.2. Developing the completed audio-script. 

 
In the second collection phase, participants were invited back to have a further 

interview around their projects, the city, its people, and their connection with them. Of 

the original ten that were included in Collection Phase One, eight returned to have a 

second interview. As before, the participants were geographically spread throughout 

the city, and from diverse projects. The content of what was discussed in these second 

interviews provided an adequate amount of material for comparison. Therefore, I 

regarded this as an acceptable return rate since the intention of this project was not to 

provide data representative of trends amongst the experiences of the wider city. 

Instead, the intention was to provide data on these specific participants and their 

experience as a presentation of diverse voices. Thus, no additional participants were 

invited to take part outside of the eight who returned.  
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The question set shifted in Collection Phase Two, however only marginally (see 

appendix 4). In the first question set there was an introductory question designed to 

‘get to know’ the participant with regards to their history in the city and exploring the 

UKCC 2021 project that they were part of. This question was removed in the second 

set because I observed that this subject had already been covered in the first interview. 

Instead, the question set focussed on the journey they had been on with UKCC 2021 

since the last meeting and its impact on their local communities. Further, when 

discussing feelings towards Coventry, one additional sub-question was introduced 

(6c) that asked the participant if Coventry UKCC had shifted anything regarding their 

connection with the city. This was to investigate whether the participants attributed any 

potential shifts in feeling to be due to their engagement with UKCC activity, or to any 

other influence. I also hoped this would allow me to attribute any identifiable 

behaviours associated with civic pride to the Love Coventry programme, or otherwise. 

Once Collection Phase Two interviews were recorded, they were edited down and 

ordered using the same framework as in Collection Phase One above, with the 

additional consideration of where ‘call backs’ were made during the second interview. 

This deviates from the principle of removing repeated phrases in the second pass as 

identified in Figure 6. In this sense, I kept in clips that were repeated in the second 

interview that were pertinent to addressing research question one and were therefore 

emphasised in the headphone verbatim performance. This further builds on the 

allowance for layering various repeated opinions to create a greater sense of an 

authenticatable narrative in performance as identified in section 4.3.4. For example, 

the phrase ‘Coventry has more talented people per capita’ (Interview #13.2_Edit), was 

repeated by Participant #13 in both interviews, and as it is clearly associated with the 

participant’s feelings towards Coventry, it was appropriate to use the repeated phrase 
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in the second half of the audio-script. Another example of participants ‘calling back’ 

that was included in the performance was from Participant #15 who in the first interview 

mentions the desire for Coventry to be ‘put on the map for the right reasons’ (Interview 

#15.1_Edit). In the second interview, they conclude that ‘Coventry has been put on the 

map for the right reasons’ (Interview #15.2_Edit). These direct references to the 

participants’ thoughts surrounding Coventry and its influence on the ‘national stage’ 

were important points to keep in both the first and second half of the performance. It 

is also important to note that during the participant ‘sign-off’ process, there were no 

comments or challenges by the participants, and they felt that they were accurately 

represented by the edit I had offered to them.  

Once the completed audio-script was assembled based on these established 

principles, the process for casting could take place and the name of the performance 

was chosen, Love Coventry & its People, an Evaluative Performance.  

4.4.3. Casting & Challenges 

 
During this research process, I have assumed multiple ‘roles’ throughout the 

formulation and delivery of the practice. Up to this point I have described actions taken, 

in headphone verbatim terms, which are associated with such roles as researcher, 

dramaturg, and playwright/editor. When beginning the casting process, I assumed the 

role of director for the first time in an active, rather than a theoretical capacity. As 

verbatim theatre scholar Claire Summerskill states, ‘choosing actors to interpret and 

perform the interview content is one of the first tasks faced by the director’ 

(Summerskill 2021:146). When casting the performance there were decisions that 

needed to be made that were informed by the research process, and the experiences 

I have of working with headphone verbatim as a theatre form. However, challenges 
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were experienced in the casting process that reduced my ability to make choices 

around casting actors with specific voices. 

In the case of Love Coventry & its People, an Evaluative Performance, I made the 

decision that given there were ten voices represented in the first half of the show, five 

actors would be required to play two voices each, with two actors reducing to one 

voice in the second half of the show to reflect the eight that returned. This decision 

was an artistic one, and was made on the basis that, according to Summerskill, 

verbatim theatre casting is ‘frequently presented as an ensemble acting type of 

performance, where all of the cast members are active…playing different roles’ 

(Summerskill 2021:146). It was important, therefore, that I would need a cast that could 

work in a collective way, whilst also be committed to mastering their own participant 

voices or ‘characters’ (Summerskill 2021:146).  

On 23rd September 2021, an advertisement went to students of both Coventry and 

Warwick Universities, and amateur theatre societies to recruit actors around the 

premise of a learning opportunity. Actors were encouraged to join the cast to learn 

headphone verbatim as an acting skill and subsequently the opportunity to carry that 

skill with them when they enter the professional industry. Those interested were invited 

to attend a recruitment and audition session on 28th October 2021, where they would 

be given more information about the project, see a demonstration of headphone 

verbatim and be invited to practice the headphone verbatim acting technique. Eight 

potential actors signed up to attend the recruitment session, with only five attending 

on the day. The actors who attended the recruitment session were diverse in terms of 

gender and ethnicity and allowed me to closely match actors’ gender and ethnicity with 

an interviewee. After this recruitment session ended and the five individuals were told 

that they were cast, three of the individuals withdrew from the project. After a further, 
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now-public campaign, a full complement of cast members was reached. However, this 

created a challenge whereby the gender and ethnicity of the participants were not 

matched by the actors who were playing them in performance, most notably one 

female actor being required to play male voices.  

Of the five actors that were cast, the following breakdowns were observed in relation 

to the voices they were playing: 

 

Actor 

number 

Actor 

Gender 

Actor 

Ethnicity 

Participant Voice  

Gender/Ethnicity 

1 Male White Male, Black 

Male, White 

2 Female White Female, South Asian 

Female, South Asian 

3 Female White Male, White 

Male, White and Black 

Caribbean 

4 Female White Female, White 

Female, White 

5 Female White Female, White 

Female, South Asian 
Figure 7. Breakdown of Gender and Ethnicity when casting actors with participant voices 

At first view, being unable to match actors to participant gender and ethnicity is a 

limitation. The implications of having an all-white cast ‘giving voice’ to individuals of 

Black and South Asian heritage is problematic. It may provide a barrier to the 

audiences’ ability to receive ‘authentic’ voices from actors whose lived experience 

does not match that of the interviewee. It also speaks to wider issues regarding 

‘whitewashing’ of characters from marginalised backgrounds (Wilkins 2022). However, 

some believe the technique of producing headphone verbatim in performance is not 

marred, but instead can be enhanced by a mismatch of gender or ethnicity. According 

to Kristine Landon-Smith, casting individuals that do not match gender and ethnicity, 

‘is an opportunity to reject the notion of stereotype and engage with the nuance and 
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distinctive complexity of each and every personal story’ (Landon-Smith 2017). 

Therefore, the mismatch present in Love Coventry & its People, an Evaluative 

Performance, in theory, provides an opportunity to do the same. This gender and 

ethnicity mismatch also has further implications regarding how the audience received 

the performance on the evening it was performed, which I will expand on further in the 

Research Findings section of the thesis.  

4.4.4. Directorial Decisions  

 
As previously mentioned, the aim of the performance was to investigate how useful a 

piece of headphone verbatim would be as a method of evaluating the UKCC Love 

Coventry programme of work. During rehearsal, I made decisions as the director of 

the work that I hoped would transmit to audience members that they were participating 

in the active experience of watching a piece of theatre. These decisions were made 

based on my own experiences with headphone verbatim, my own directorial practice 

and was further influenced by wider theory around theatre systems and verbatim 

theatre practices.  

The main directorial decisions I made were surrounding the physical performance 

space, and the specific intentions I had in hoping to produce a specific response in 

audience members’ level of attention. To do this, I drew from the work of Jon 

Whitmore, a Professor of Theatre Arts at the University of Iowa. In his work Directing 

Postmodern Theatre (1994), he identifies systems of communication which can be 

used by directors to communicate meaning in performance. These communication 

methods include semiotics, framing, audience, visual and aural systems that informed 

how I as director created the physical environment of the performance.  
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Figure 8. Set for Love Coventry & Its People, an Evaluative Performance 

The main hope I had as a director was that the participant’s voice should be the 

foremost aspect of attention held by audience members. This cultivated level of 

attention was important, as I wanted to communicate clearly that the performance 

contained personal stories that were collected through a research process, and 

further, to prompt reflections surrounding this way of evaluating social change projects. 

To help me develop this, semiotics was a device I used as a way of meaning making. 

Semiotics is a theory founded by Ferdinand de Saussure, which can be applied to 

performance analysis, whereby signs are defined as a ‘two part entity… a signifier 

(also called a sign-vehicle) and a signified (also called a mental image)’ (Whitmore 

1994:6). For example, a signifier taking the form of a red light might signify danger, 

fire, or prostitution. Whitmore, inspired by Saussure’s work, describes semiotics as a 

‘system of knowledge that studies signs and offers explanations about how signs are 

used to communicate meanings’ (Whitmore 1994:5). These communication systems 
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via ‘signs’ I used in creation of the physical space were a conscious lack of set pieces, 

props, and additional auditory information, as explored in detail in Erika Fischer-

Lichte’s 1992 The Semiotics of Theater. In this sense, the physical space comprised 

of chairs that the actors sat on depending on which voice they were portraying with no 

other furniture. The chairs represented nothing more than a designated chair for the 

actor to sit on, rather than signifying any other social condition – such as a throne 

(Fischer-Lichte 1992:104). The only visual information present in the physical space 

other than the headphones placed on the actor’s ears and their bodies, were the 

research participant’s number that was attached to the back of the chair, separated in 

pairs as can be seen in Figure 8. This was to denote that when the actor shifted 

location between chairs, they shifted which person/voice they were channelling. The 

intention behind the lack of set, props etc. and the inclusion of signifiers such as the 

participant’s number was to indicate to audience members that the actors were playing 

people that existed outside the performance space, that the actors changed the 

participant they were portraying throughout and that they were watching the outcome 

of a research process that sought to record and represent ‘real’ people’s experiences 

on stage.  

Another communication system that I used to cultivate the performance environment 

was the use of auditory and visual media via projected video footage at the back of 

the performance space. The first piece of audio/visual material was shown on the 

opening of the performance which included video footage of the moment Coventry 

won the UKCC title for 2021. This was followed by a faded title that showed the 

transition from the bid stage in December 2017, to when the first interviews took place 

in March 2021. This denoted the amount of time between the announcement and the 

first collection phase. The second piece of audio/visual material showed the questions 
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I used to order the audio clips during the editing process, read aloud by me as they 

appeared in the audio-script. They also remained projected on the wall at the back of 

the space until the next question was asked. The third piece of audio/visual material 

was a video that was used to denote the passing of time between the first and second 

collection phases. The video, titled ‘GEORGE ELIOT X COOLIE | TIMELESS WORDS 

MADE NEW’ was a 45 second collage of shots showing lines of poetry by George Eliot 

projected on city landmarks, set to a beat from local music artist, Coolie (Coventry UK 

City of Culture 2021i). This video was used to launch Coventry’s year as UKCC and 

was presented to the audience followed by a title slide that denoted the passing of 

time between May and September 2021, when participants would be ‘experiencing’ 

the UKCC programme and participating in Love Coventry.  

This audio/visual system by way of digital projection is not specifically a requirement 

of headphone verbatim. However, the use of these systems of communication form 

part of my own developed directing practice that historically has been derived from the 

work of theatre director Erwin Piscator. Piscator’s theatre practice concerning media 

in performance is described in Christopher Innes’ Erwin Piscator’s Political Theatre 

(1972), where Piscator, through experimentation ‘introduces the projector screen as a 

calendar to give dates or as a blackboard to point out essential facts’ (Innes 1972:77). 

Innes also describes the inclusion of film and images during a performance of 

Piscator’s Despite All! (1925) to ‘clarify the factual background of the events and to 

gain credibility for the action’ (Innes 1972:81). Through these systems of 

communication, Piscator’s ‘stage technique was intended to represent the 

technological nature of modern society’ (Innes 1972:81) and to further ‘bring scenes 

and events into a play that could not be represented by the actors’ (Innes 1972:78). 

This inclusion of audio/visual material was to lend the performance a level of ‘recorded 
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reality’, that is, to ground it within contemporary society outside the performance space 

(Coley 2012:30). Therefore, all three of the audio/visual pieces of material I included 

in Love Coventry & its People, an Evaluative Performance were to attempt, within the 

physical space, to remind the audience members that what they were viewing was a 

piece of research evaluation that existed in a realm beyond the conventions of the live 

performance. 

In contrast to the devices used to encourage audience members into a critical level of 

awareness, I intended the actors in the space to do the opposite. I wanted the actors 

to draw the audience into a state of empathy through how the actors imitated the 

individual voices they were hearing and repeating. On this, headphone verbatim 

practitioner Roslyn Oades speaks on the importance of the actor’s strict imitation in 

performance, which was a particular influence on me:  

They may not know all the words, but they will have a good idea of the rhythms 
and be able to anticipate what is coming up. It is also important to resist the 
temptation to interpret or exaggerate any of the vocal information. A good 
direction is: rely on your ears and body, not your mind and emotions. The 
performers need to trust that all the emotion and character details are already 
embedded in the audio-script and their job is to simply reproduce that audio 
track as accurately as possible. They can experiment with physical 
interpretation though. They could choose to draw from the interviewee 
description notes here or trial some cross-casting (Oades 2010:87). 
 

With these influences in mind, in rehearsal, after ensuring that the actors signed a 

non-disclosure agreement (see appendix 13), the actors were given the option to 

watch the original video recordings of the interviewee they were portraying. In this 

sense the actor not only heard the participant’s voice in rehearsal, but also had the 

opportunity to see how the participant looked and moved. This decision grew out of 

the actors’ desire, expressed in rehearsal, to ‘connect’ with the participants they were 

portraying. It is also useful to note that using visual material from the original interview 

to support actor portrayal is commonplace in verbatim theatre. Artists such as Anna 
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Deavere Smith and Kaufman’s Tectonic Theatre Company all make use of recorded 

information about the participants’ mannerisms etc. to further nuance portrayal on 

stage. Summerskill speaks of an occasion where ‘an actor and the ‘real’ person he 

was playing made contact with each other’ and as a result ‘had greatly informed his 

understanding of the role’ (Summerskill 201:148). While this approach is less common 

in headphone verbatim practice, I argue that by introducing the original material to the 

actors, while at the same time encouraging strict imitation from an auditory 

perspective, mimesis between the actor and the original participant could softly 

emerge. The theory was to develop an oscillation between being empathic towards 

the linguistic content of the words the actor is saying, the way they are channelling the 

participant, and the physical systems in place such as the video footage, participant 

number and headphones to ‘break’ the audience member’s immersion. In this sense, 

I intended to create a push and pull action that on the one hand encouraged actors to 

imitate their allocated voices in such a way that I hoped would encourage audience 

members into a state of empathy. One the other, to encourage audience members to 

think critically about the words spoken by the participants, by reminding them of the 

environment and contexts in which the performance was taking place. 

4.4.5. The Post-Show Discussion  

 
One challenge to this directorial strategy is that audiences cannot be reduced to one 

homogenous entity. Theatre scholar Helen Freshwater writes that: 

it is important to remember that each audience is made up of individuals that 
bring their own cultural reference points, political beliefs, sexual preferences, 
personal histories, and immediate preoccupations to their interpretations of a 
performance (Freshwater 2009:5).  
 

This makes it difficult for the director to make assumptions surrounding how the 

performance will be received by its audience members when making it. However, in 

response to this and as discussed in section 3.5., I planned and conducted a post-



 
 

123 
 

show discussion, designed to encapsulate how individual members of the audience 

had received the material. As part of this process, a question set was developed to 

ensure that audience feedback spoke directly to each of my research questions. 

Questions were developed around their initial reflections, their observations 

surrounding how participants responded to UKCC, observable evidence of civic pride 

and their opinions on the usefulness of the headphone verbatim evaluation method 

(see appendix 10). Further, I developed a set of focus topics that I was particularly 

‘looking for’ and would ask for further expansion if audience members commented on 

them, such as: 

• The audience’s experience of the mode of performance and how it differs from 

other modes.  

• Whether correlated and contrasting opinions expressed by participants be 

clearly observed in performance. 

• Was the audience aware that they were watching an evaluation? If so, did that 

detract from being able to focus on opinions raised?  

These focuses were not prescriptive and were never vocalised in the discussion, 

rather functioned as a guide as the facilitator to ask audience members to elaborate 

further. The post-show discussion audience consisted of invited staff members and 

postgraduate researchers from Coventry and Warwick universities, members of the 

Trust’s Monitoring and Evaluation Team, Participants from the interview process and 

other personal friends. There were 19 attendees. This post-show discussion was 

recorded and became in effect an additional data set that allowed me to make 

observations and assess how audience responses confirm, or otherwise, my 

directorial aims and intentions surrounding audience reception. 
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4.4.6. Rehearsal Challenges and Recommendations  

 
To ensure that the actors could know exactly when they would be speaking during the 

performance, and due to there being no written script, cue sheets were created and 

given to each actor to use in rehearsal and performance. These cue sheets contained 

i) the interviewee number that they would be portraying, ii) the actor who would be 

saying their cue line and iii) what the cue line was for each instance that the actor 

would be speaking thereafter. The cue sheet also contained iv) a blocking instruction 

as to whether they would ‘move’ to their other voice’s chair or ‘stay’ in their current 

seat. This instruction depended on whether they were going to speak as the same 

voice, or their other allocated voice when it was their next turn to speak. These cue 

sheets worked for four out of the five actors, however, one actor had great challenges 

associated with interpreting the sheet and its information. This caused the actor to 

occasionally forget when they were about to speak or end up sitting in the wrong chair 

when speaking. Therefore, several versions of their specific cue sheet were created, 

including adding the participants’ real names - subject to the actor signing the 

previously mentioned non-disclosure agreement - and noting down the number of 

actors who would be speaking in between instances of speech. This challenge in 

rehearsal was not overcome, as a misinterpretation of the blocking instruction 

continued throughout rehearsal and into the performance itself. An example of these 

cue sheets and the final edited cue sheet with participant names redacted can be 

found in appendix 5. A further set of cue sheets were created for the director and the 

lighting and sound technician for use in rehearsal and performance, contained in 

appendix 6. 
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4.5. Methodological Perspectives 

 
I now move to reflect on observations I can make from this practice process from a 

methodological perspective. In section 4.3.5., I reflected that there were several power 

dynamics at play within the interview process. Several participants asked ‘is that ok’ 

to clarify if the answers they had given were satisfactory to what I had hoped to gain 

from the interview. While an observation regarding my own headphone verbatim 

practice, such power dynamics are already observed in social science through the 

work of Harry Hiller and Linda DiLuzio. This request for clarification stems from 

‘reflexive progression’ which can be described as ‘the complex discursive activity 

whereby the respondent, on the encouragement of the interviewer, refines thoughts 

and observations as the interview unfolds’ (Hiller, DiLuzio 2004:16). This refinement 

is dependent on visual and auditory exchanges between the interviewer and 

interviewee. On this power dynamic, Irvin et al., observe that when the interviewer 

gives less conscious audio/visual feedback to the interviewee, the interviewee 

responds with ‘more explicit checks that what they were saying was ‘adequate’’ (Irvine 

et al., 2012:102). This leads me to observe that the training I received surrounding 

headphone verbatim interview techniques did not account for these power dynamics. 

In my headphone verbatim training, silence is used as a tool by the headphone 

verbatim interviewer to encourage further reflexive progression, and to indicate to the 

interviewee that what they are saying is interesting, and that they should continue 

speaking or elaborate further. However, these two positions are in opposition, and is 

interesting to observe in the context of this practice. This shows to me as the 

interviewer, that even though the intention was to create an informal environment 

whereby relaxed conversation back and forth was encouraged, it was inevitable that 

some participants viewed the scenario strictly as a formal interview. 
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Further interesting observations from the editing process emerge through how I 

reacted to challenges associated with mitigating bias. From the editor’s perspective, I 

found that to make efforts to mitigate bias there was a need to introduce an additional 

systematic process of audio clip selection, which contrasts that of others who adopt a 

more intuitive process of editing such as those of Blythe and Soans, as discussed in 

section 3.8. Here, there is a distinction between me holding the role of artist and 

researcher simultaneously, and those who are playwrights, dramaturgs, and directors. 

The introduction of this systematic process allowed me to make edits based on 

answering the research questions. Subsequently, this process was repeated when 

bias was identified as having an influence over the research data presented in the 

‘sign off’ process. In relation to this and to provide further context, researcher bias can 

never be completely mitigated in qualitative studies as well as in verbatim theatre 

practices. With regards to qualitative studies, Thirsk and Clark observe that:  

the rigor of qualitative research is particularly vulnerable when it lacks some of 
the devices that have been employed in quantitative research to ensure that 
what is produced is not just well-composed rhetoric of a well-meaning, 
but biased, researcher’s opinion’ (Thirsk and Clark 2017:4). 
 

However, in response to this issue, Paul Galdas writes that: 

our challenge is not to try and convince that qualitative work reflects objective, 
opinion-free neutrality. Rather, it is to better articulate the unique value that 
qualitatively derived knowledge can play within a system that measures impact 
through an evidence-based decision-making lens. Although it may be more 
difficult to quantify the impact of qualitative research, we should resist the 
temptation to reach for a positivist tape measure to solve this problem. To do 
so will lead us to become apologists for the subjectivity that is the very strength 
of interpretive work (Galdas 2017:2). 
 

Bias is also discussed in verbatim theatre theory, with scholar Janet Gibson reflecting 

that: 

In seeing themselves as the guardians of the ‘truth’ in the public sphere, some 
verbatim practitioners overlook their bias in the creation of their work and the 
impossibility of locating and exposing the ‘one’ truth in the fictive domain of the 
theatre. They may also disregard the ways in which they appropriate material 
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from others for their own gains: speaking for rather than with their subjects 
(Gibson 2011:5). 
 

In this sense, aspects of power, my positionality and subjectivity as the artist and 

researcher were evident in this research practice. Further, while efforts were made to 

mitigate these, there is an acceptance that an amount of researcher bias existed within 

the research process, which poses an interesting reflection point for this practice 

research methodology. 

4.6. Summary 

 
In this chapter I have discussed how throughout this practice research process, I 

deliberately set out to trial a specific approach to collecting, managing, and presenting 

research data by way of headphone verbatim. This method navigated several stages 

that included holding interviews, analysing, and editing the data together into an audio-

script and presenting this data in performance. Throughout this process, challenges 

were faced that I encountered whilst acting in varying roles such as researcher, 

director, playwright-editor, and dramaturg. These included the shifting timetable, focus 

and naming of the previously identified programme Love Coventry due to the COVID-

19 pandemic. Further challenges surrounding ethical research processes were 

observed, including researcher bias and the tension between my own views as an 

artist-researcher and the views of the participants of the study. This resulted in the 

implementation of a systematic editing process and a further revisiting of edited audio 

clips. Then, in the production process, I intended to create a specific theatrical 

environment, whereby the participants’ voice, personality and opinions were designed 

to be at the forefront of the headphone verbatim experience. The result was a 

performance of headphone verbatim that was developed from the participants’ views 

on the Love Coventry programme and their feelings towards Coventry. Throughout, 
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and due to the data gathered by the practice, several learning points and reflections 

were made around the research process and the method itself.  
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Chapter 5. The Research Findings 
 
This chapter’s purpose is to discuss findings made from three different evidence 

bases: the recorded interviews, the headphone verbatim performance practice, and 

the post show discussion. All references that I make to evidence findings in this 

chapter are drawn from audio and video recordings that can be found in the digital 

appendix of this thesis and are contextualised with reference to relevant literature. It 

is not my intention in this section to speak to the implications of these findings, and the 

wider contributions these findings speak to. These will be discussed in the Conclusions 

chapter. However, it is important to remind the reader at this stage the experimental 

nature of this project, and how I was testing this arts-based practice research approach 

to social change evaluation. Therefore, the findings discussed below should be 

considered as such, and that while certain aspects of this approach were successful, 

others became problematic in its development. Further, that this research does not 

seek to identify generalisable findings. Instead, this method is attempting to express 

the diversity of experiences of potential changes in behavioural dimensions and views 

on civic price evident in the recorded interviews. The findings therefore should be 

considered as an analysis of what experiences these specific participants reflected 

upon and the stories they shared. 

5.1. Impact on Residents - Love Coventry and Civic Pride  

 
To reflect upon how the work of the Love Coventry programme affected civic pride 

amongst these participants, this analysis is split into two parts. The first part focusses 

on civic pride and evidencing whether a shift in civic pride occurred during the research 

period. This will refer to the framework I set out in section 2.4., surrounding how civic 

pride was expected to manifest behaviourally. The second surrounds attribution, and 
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whether any shifts in civic pride could be attributed to a Coventry UKCC project, 

specifically Love Coventry.  

5.1.1. Civic Pride in Collection Phase One. 

 
As discussed previously, the literature indicates how civic pride can be measured 

through numerous behavioural dimensions. I sought to use the following dimensions: 

• Community activism  

• Attendance to community and citywide events 

• A sense of individual responsibility, and the drive to make change 

• Action-based behaviour such as improving the civic environment visually 

(cleaning, painting, fixing broken fencing etc.) 

• Reduction in crime and anti-social behaviour 

• A passionate defence of the participant’s personal ‘version’ of the city. 

• Emotive language to describe a relationship with the city, positive or negative. 

Throughout Collection Phase One, it became evident that a manifestation of civic pride 

could be identified through several of these behaviours.  

Collection Phase One - Civic Pride Behaviour Present? (Y/N)  
Participant 

Behavioural  
Dimension 

1 2 5 6 10 11 12 13 14 15 

Community Activism Y Y Y Y Y Y Y Y Y Y 

Attendance to Events Y Y N N Y Y Y Y Y Y 

Individual Responsibility Y Y Y Y Y Y Y Y Y Y 

Action-based behaviour Y Y Y Y Y Y Y Y Y Y 

Reduction in crime N N N N N N Y Y N N 

Passionate defence N N N Y Y N N Y Y Y 

Emotive Language Y Y Y Y Y Y Y Y Y Y 
Figure 9. Table of identifiable civic pride behaviours present in Collection Phase One participants. 

From the summary depicted in Figure 9 above, there was evidence to suggest that all 

participants were in some way involved in community activism, were engaged in 

action-based behaviour, and held an amount of individual responsibility. This is an 
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unsurprising finding given the nature of the projects in which each participant was 

involved in. The Love Coventry programme of projects all called upon its participants 

to ‘do more’ in their communities. Given that all these participants were all involved in 

varying projects at the time of their first interview, these behaviours being universal 

across participants was expected, and were expected to also be evident in Collection 

Phase Two. It is also unsurprising to recognise that most participants spoke about 

attending local events. As community activists, attending local events was an expected 

result as detailed in the Theory/Story of Change logic model. The Trust hoped that a 

percentage of residents were expected to be ‘engaged in local community arts and 

cultural activities’ (Neelands et al., 2020a:15) during the lead up UKCC activity.  

Community activism, a passionate defence of the civic area and a sense of individual 

responsibility were found in Collection Phase One by Participant #6, #10, #13, #14 

and #15. An example of this is from Participant #10: when describing the moment that 

Coventry won the bid for UKCC, they explain: 

And then we won it and I just went: I have to make sure that the people from 
Bell Green have their voice heard. You know, I come from north-east Coventry, 
from a very particularly nasty Council estate. And it's I just… I didn't want it to 
get stolen by the Earlsdon26 posse, you know, the people in the five bed red 
bricks. And I thought, we've got so much art and culture in Coventry, and it 
doesn't have a stage it doesn't have a platform, because it's always going to be 
Daphne who does watercolours that's going to have a stage. But it's not going 
to be Akhmed from Tile Hill, who's got 15 brothers and sisters and he doesn't 
know how to do it. So I thought what we have to do, how do we channel the 
people?... you know, it's really hard to say, ‘arts and culture and engagement’ 
because that's not the language of people from Coventry. I think that's one of 
the big difficulties. It's not, it's not the language, we just want to be. You know, 
we want to be famous and have a stage and people to hear our stories. 
(Interview 10.1_Edit) 
 

 
26 For context, this participant is speaking about two wards within the city, Bell Green and Earlsdon, 

which are socio-economically different, with Earlsdon locally known as a more affluent area of the city 
(Coventry City Council 2019).  
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It is useful to give context here that Participant #10 produced localised community 

events in the city, focussing on local talent. This passion for local people to ‘have their 

voice heard’ and the willingness to act is a clear indicator that, for this participant, a 

manifestation of civic pride exists. It also hints at a level of criticality, by which the 

participant responds with actions based on their own aspirations for an improved 

cultural ecosystem, where the ‘voiceless’ are acknowledged and appreciated. Further, 

that there are hyper-local dimensions of civic pride localised to specific city wards. For 

this participant, the defence of their home area, Bell Green, manifests as action-based 

behaviour, i.e., questioning ‘how do we channel the people?’ and eventually producing 

local events. All these actions take place as a reaction to a perceived sense of potential 

‘loss of opportunity’ in Bell Green in favour of more ‘culturally engaged’ areas such as 

Earlsdon.  

Passionate defence of the participants ‘version’ of the city and emotive language 

associated with Coventry was also evidenced by Participant #14, who spoke very 

positively about the city in Collection Phase One:  

The one thing that does annoy me is when people are like ‘oh, nothing happens 
here,’ which is a complete, that's not true at all. We have so much happening 
here. We've got some great little spaces. And it's getting better and better. 
There’s stuff on all the time. I'm proud of Coventry, I'm proud of you know, our 
sky blue-ness (Interview #14.1_Edit). 
 

This participant then goes on to claim various things they love about Coventry, such 

as the multiculturalism of language and food. Participant #14 also classifies collective 

attitudes of seeing citizens as ‘diverse’, ‘caring’ and ‘friendly’: attitudes also shared by 

many other participants.  

It is important to observe that in Collection Phase One, very few participants spoke of 

a reduction in crime. Participant #12 and #13 both spoke about how experiences of 

racism in the city had improved, and that things were better for them in those terms. 
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Both spoke of this reduction being a result from many years ago when ‘things were 

different’, rather than a recent development caused by UKCC activity. This result 

indicates that whilst I was developing a baseline for comparison in Collection Phase 

One, crime was less recognised by participants as being a part of how civic pride 

manifested within them. 

As a general observation, and further evidencing a passionate defence of the city not 

living up to participants’ ‘version’ of how the city ‘should’ be, feelings were expressed 

especially in relation to the built environment of the city. Participants when asked about 

their feelings towards the city, and how they would describe the city to others, 

answered passionately using emotive language, and reflected on how they felt 

towards the way the city looked and was experienced by them physically. A particular 

insight was the repeated phrase ‘rough around the edges’, spoken by Participants #13, 

#14 and #15, speaking negatively on how the city was a ‘building site’ (Interview 

#14.1_Edit) and how ‘it’s not the prettiest city in the world’ (Interview #15.1_Edit). This 

was alongside other descriptors such as Participant #10 describing the city as an ‘s-

hole’ (Interview #10.1_Edit). For Participant #6, this question prompted a particularly 

passionate response; ‘the city centre is a disaster… you look in the town, they’re 

digging up everywhere!’ (Interview #6.1_Edit). This demonstration of an emotional 

attachment to the city was further demonstrated by Participant #10, who stated ‘I really 

like brutalist architecture because I grew up with it, I really like concrete, I think it’s got 

its place, much more than all this plastic cladding you know, other cities have’ 

(Interview #10.1_Edit). This connection between emotional attachment to place and 

the built environment is not new (Williams et al., 1992, Lewicka 2008, Manyiwa et al., 

2018, Casias and Poco 2021, Magdin and Lesh 2021). For example, historian and 

social scientist Peter Shapely observes this link in his article ‘Civic Pride and 
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redevelopment in the post-war British City’ (2012). He found that local governments 

play on this connection by using urban development to make attempts to reinvigorate 

pride and to create a sense of a cohesive city identity. In Collection Phase One, it was 

evident that urban developments and the physical landscape of the city were at the 

forefront of participants’ minds when asked about their feelings towards Coventry.  

In summary, the interviews provided evidence for expressions and actions of civic 

pride across the interviewees, and which was expressed through a range of 

dimensions, several of which were common across the interview group. This analysis 

and findings then formed a base for comparison in Collection Phase Two.  

5.1.2. Civic Pride in Collection Phase Two 

 

Collection Phase Two - Civic Pride Behaviour Present? (Y/N) 
 Participant 

Behavioural  
Dimension 

1 5 6 10 12 13 14 15 

Community Activism Y Y Y Y Y Y Y Y 

Attendance to Events Y Y N Y Y Y Y Y 

Individual Responsibility Y Y Y Y Y Y Y Y 

Action-based behaviour Y Y Y Y Y Y Y Y 

Reduction in crime N N N Y Y N Y Y 

Passionate defence Y N Y Y Y Y Y Y 

Emotive Language Y Y Y Y Y Y Y Y 
Figure 10. Table of identifiable civic pride behaviours present in Collection Phase Two participants. 

From the interview material collected in Collection Phase Two, there is evidence to 

suggest that behavioural evidence of manifestations of civic pride only marginally 

shifted amongst these participants between collection phases, as highlighted in Figure 

10 above (in yellow); however, some examples of where shifts did occur were 

observed in the collected interviews. Firstly, that for participant #5 and #10, they both 

specifically mentioned an increase in attending events, with most other participants 

continuing to do so. As previously mentioned, an increase in attending events was a 
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key mechanism (and indicator) of an increase of civic pride indicated in the UKCC 

Theory/Story of Change (Neelands et al., 2020a:15). 

Most notably, a perceived reduction in crime and anti-social behaviour was noticed by 

Participants #10, #12, #14 and #15. Separately, Participant #13 did not speak on the 

issue during their second interview. This shift can be most profoundly evidenced by 

Participant #14, who describes the difference from a Coventry pre-UKCC:  

My brother has worked for, I think five years now in the city centre. And it's, you 
know, sometimes it was worrying. His shop window was shot at twice, once 
while he was there, and once when he just left… I went to see him the day after 
to see how he was and there’s bullet holes in the window. That's, that's 
frightening. So that's not, you know, that's not urban myth. That stuff I witnessed 
for myself. I've been followed through the city centre at night walking back. And 
now, there's noticeably more people around because we have got restaurants, 
there's art, there's word, there’s culture actually in the city centre, it's not a dump 
anymore, is it? And it's, yeah, it feels safer and because it's nicer it does, and I 
think that's really important (Interview 14.2_Edit). 

 
For this participant, feelings associated with safety was important, and that there had 

been a noticeable reduction in crime and antisocial behaviour in the period between 

collection phases. Further, feelings surrounding the city being ‘friendlier’ were also 

shared by Participant #1, though this was not directly attributed by them to a reduction 

in crime or anti-social behaviour. 

Another behavioural dimension manifested during this collection phase was via 

negative comments associated with how the city was perceived, and how this does 

not match up with their ‘version’ of an imagined city. This changed for Participants #1 

and #12 from Collection Phase One, but is most aptly illustrated by Participant #6, who 

was particularly impassioned when asked to describe the city during Collection Phase 

Two: 

I would describe it as a city that has lost its heart and is trying to reinvigorate 
itself, trying to get a transplant. Because taking out all of the industry from 
Coventry, which essentially happened, and they haven’t replaced it…I think 
they tried to replace it with the universities which are not in the same category, 
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because the universities cater for an entirely different segment of the population 
(Interview #6.2_Edit). 
 

Further contextualising this response, for Participant #6, they felt that the Trust had 

not engaged very well in the neighbourhood of Spon End, where the participant 

resides and works. This type of passionate response has also been noticed in studies 

around nationalism. For example, Collins claims that ‘pride often grows stronger when 

people feel their identity is under threat, and this often results from or leads to people 

being defensive about their beliefs and values’ (Collins 2016:177). For this participant, 

their perceptions of how Coventry used to be in the past, and how that has changed 

over time, is not satisfactory. For them, their perception of the identity of the city as an 

industry leader was under threat, resulting in a strong expression of desire for 

Coventry to ‘be better’ regarding the loss of the city’s industries. This passionate 

response can be seen as an indicator that civic pride did exist within the participant, 

even though they were speaking negatively about the city. It is also important to note 

that these types of responses occurred in both collection phases, but attribution was 

not specifically given to the UKCC Love Coventry programme for these responses.  

As observed in Collection Phase One, participants associated feelings towards the 

city in relation to the built environment. In Collection Phase Two participants mostly 

moved away from this association toward community relationships and focussed 

heavily on the ‘people’ of the city, and what these people represent. In response to the 

same questions, Participant #13 first reflected on the re-development of the city centre, 

stating that ‘the environments are much better now, especially within the city centre’ 

(Interview 13.2_Edit) and attributed this specifically to the city centre re-development 
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projects, and the addition of the Assembly Gardens venue27. However, they then went 

on to exclaim that they ‘truly believe in the people of the city’ and that the city is made 

up of ‘good people’ (Interview #13.2_Edit). Participant #14 went from describing the 

city as a ‘building site’ in the first collection phase to claiming, ‘it is full of good 

people…there’s a lot of people who want this to be a good place and don’t just want 

it, they actively go and make it a good place’ (Interview #14.2_Edit) referencing the 

City Host UKCC volunteering programme and Coventry’s role as a City of Sanctuary28. 

Participant #15 also related feelings to the people of the city in the second collection 

phase, they declared ‘a lot of us have a lot of grit about us... Some of the young people 

have that grit about them, they want to do well from themselves, and they've got that 

back-up to push it through’ (Interview #15.2_Edit).  

From the evidence collected in both data collection phases, manifestations of civic 

pride were evidenced such as passionate language associated with more positive 

perceptions of the city, and a perceived reduction in crime and antisocial behaviour. It 

can also be observed that feelings related to the city were initially associated with the 

built environment, however, this for the most part changed in the second collection 

phase to an association with community environments and in essence the ‘people’ of 

the city. While some references to the built environment remained in the second 

collection phase, most reflections were associated with community spirit, resilience, 

and the ‘type’ of attitudes that Coventrians possess. This shift could also be theorised 

as a reaction to the completion of the city centre redevelopment works in June 2021 

(De Souza 2021a). In the first collection phase there was often a tendency to look at 

 
27 Established in 1981, Assembly Festival began at the Edinburgh Fringe Festival, providing multi-
space venues which now span five locations in the city. Being already well established as a venue 
management company, the Trust invited Assembly Festival to produce a pop-up Festival Garden in 
the city centre as part of the cultural offer for UKCC 2021 (Assembly Festival 2022). 
28 ‘City of Sanctuary’ is a scheme that encouraged cities to adopt policies promoting the welcome of 
asylum-seekers, refugees, and migrants.  
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negatives surrounding the redevelopment with words such as ‘disaster’, ‘not nice’ and 

‘s-hole’ being used. In this way, participants felt that while a change was underway it 

was not yet resolved. In Collection Phase Two, the built environment felt more 

pleasant and comfortable, and therefore it could be suggested that they moved on to 

reflect on other aspects.  

In summary, this data set did not provide enough evidence in the sample to claim that 

there was a greater level of civic pride between collection phases. However, 

manifestations of civic pride were instead evidenced through a greater range of 

behavioural dimensions. As indicated by the analysis presented, participants indicated 

that areas had improved in identifiable key dimensions such as a reduction in crime 

and antisocial behaviour, attendance to events and an increase in a passionate 

defence of the city. In the next section, I discuss whether these behavioural 

dimensions were also recognised by audience members when viewing the 

performance. 

5.1.3. Civic Pride in the Post-Show Discussion 

 
The post-show discussion served as interesting further evidence to demonstrate civic 

pride in participants. It contributed to the evidence I have discussed in the previous 

two sections, but also in places it expanded upon the behavioural dimensions I had 

originally sought to find. In both cases this caused me to revisit some of the interview 

material to find further evidence of reflections raised initially by audience members.  

Firstly, with regards to already established behavioural dimensions, one audience 

member observed that tensions existed between a participant’s sense of their ‘version’ 

of the city and how that is seen reputationally to others. They explained that:  

I think a lot of the negativity arguably comes from a place of real affection for 
Coventry and love for Coventry that they then see as sort of not being matched 
by other people. And that comes over as negative. But that's not a lack of 
affection for the city. It may be a lack of pride or a compromise sense of pride 
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in a sense of how they see it as being seen by other people… It's a sort of 
reputational thing. And I think that sort of, interestingly came out in some of this, 
where they were talking about how they thought other people saw Coventry as 
much as how they see Coventry, that sort of tension between what I feel about 
Coventry and what I think other people feel about Coventry (Post-Show 
Discussion, 00:27:39). 
 

The existence of these tensions has been observed in other studies surrounding civic 

pride, and is not limited to the UK, with many international studies also making this link 

as already discussed in section 2.4. Upon revisiting the interview data considering this 

reflection, for Participant #14, in Collection Phase Two they spoke about how for them 

‘it’s not embarrassing anymore’ (Interview #14.2_Edit). Further, Participant #15 felt 

that Coventry has been put ‘on the map for a different reason, rather than negative 

reasons’ (Interview #15.2_Edit), while Participant #5 claimed that they were ‘more of 

a fan of Coventry’ (Interview #5.2_Edit) since our first interview.  

Now moving towards new insights, attention was drawn to the types of language used 

by participants when speaking about Coventry. One audience member observed that 

in the first half of the performance, ‘the lexicon of the majority of the participants 

included something to do with waste or rubbish in some way’ (Post-Show Discussion, 

00:05:14). In the second half of the performance, the same audience member found 

that it was ‘replaced by words that were around growth and development’ (Post-Show 

Discussion, 00:05:41). This observation further expands the view of how civic pride 

can manifest. Whilst I observed certain behavioural dimensions that indicated civic 

pride, the post-show discussion brought a new dimension to the forefront, discourse, 

and the use of language. Taking this reflection into account, a further review of 

interviews revealed other examples. Participant #10, for example, whose language in 

the first collection phase associated Coventry being a ‘s-hole’ (Interview #10.1_Edit) 

saw this rhetoric continued, but instead associated their language with a positive 

change via business development in the second interview:  
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I think Trish Willetts29 has done an amazing job. I don't even know how she 
stood up to do that job, to turn around a city so manky and run down, minging 
and dirty and unloved and to start bringing in all these big companies in 
especially against all this stuff’ (Interview #10.2_Edit). 

 
This is just one example of multiple responses that upon a further review, reveal a shift 

in language that can be seen to evidence civic pride in new ways towards Coventry. 

Another new dimension recognised by one audience member was that civic pride 

manifested as an ‘energy that you can’t pin down’ in the first half of the performance, 

and in the second half they felt that while the level of civic pride didn’t change, these 

several energies were channelled into tangible representations and expressions 

(Post-Show Discussion, 00:21:55). With this novel reflection in mind, examples can be 

seen from Participant #12, who reflected that ‘it is a completely different vibe’ and that 

it ‘feels like a completely different city’ (Interview 12.2_Edit). For this participant, this 

shift in feeling was in response to the existence of the Assembly Festival Gardens, the 

introduction of fountains in the upper precinct area of the city centre and attendance 

to events such as the Positive Images Festival, a celebration of the diversity of cultures 

in the city. Another example is from Participant #1, who uses the metaphor of music 

to describe this shift:  

Coventry, it is, like humming, vibrant. But then, it was all in, in one single note, 
you don't know who's making the noise and know who's contributing to the 
noise. But now I think we are in a stage that we know who's making the noise, 
who's contributing to the, you know, the humming…and even though it's 
different decibel, however, it’s happening. That's because we gave them space, 
we give them opportunity to come up. And I think that's what the greatest 
achievement of City of Culture [is] (Interview 1.2_Edit). 

 
Finally, and reflecting on civic pride shifts more directly, when asked in the post-show 

discussion, from watching this performance, was there evidence that civic pride 

 
29 Trish Willets is the Director for the Coventry Business Improvement District (BID). Described by 
Coventry BID as ‘a geographically defined area in which rate paying businesses vote to pay a levy to 
generate funds to enhance the area with agreed aims and initiatives, above and beyond that of the 
Council’s baseline agreements, for a fixed period of time’ (Coventry BID 2021). 
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amongst the participants shifted in the time between the first and second half? one 

audience member recognised a ‘slight change, a little shift towards a general positivity, 

but only slight’ (Post-Show Discussion 00:23:37). This aligns itself with the evidence 

presented in section 5.1.2., and that through watching the headphone verbatim 

performance, for this audience member, only a marginal shift could be identified.  

In the case of civic pride, these reflections from audience members aligned with 

evidence I had gathered from the interviews to indicate that the performance 

demonstrated a diverse variety of civic pride indicators. Further, that the post-show 

discussion provided new insights that needed to be further investigated and were 

subsequently evidenced by interview material.  

5.1.4. Attribution  

 
Having found that a shift in manifestations of civic pride occurred between collection 

phases, I now move to reflect on the extent to which this shift might be attributed to 

the Love Coventry programme. Beginning with participants who specifically attribute 

their change in feelings to the work of the programme, Participant #14 explains that:  

Looking back, it's just yeah, it's been brilliant. I am proud to be from Coventry. 
It's made me realise more than ever, the importance of the creative arts, the 
theatre, pop up theatre shows, your musicians, your visual artists who spray 
painting stuff in the city centre and have made it look beautiful. And just by that 
it's transformed it and that's, that's quite something for me (Interview 14.2_Edit). 

 
For this participant, the work of the Trust, and their experiences with the Love Coventry 

programme are directly responsible for the ‘transformation’ of Coventry in their 

perceptions. Further, and for Participant #1, through their group work they ‘found the 

circle, the same people who have the same like-minded, and so it's like a support 

group, our own informal support group. So, it helps’ (Interview 1.2_Edit). In this sense, 

feelings of pride for this participant are associated with a sense of community provided 

by the programme.  
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A further reflection regarding attribution is that the four participants who specifically 

said that they were ‘proud’ to live/work/reside in Coventry appeared to have a more 

positive experience due to engaging in the Love Coventry programme, or got further 

opportunities as a result, with one exception. Participant #14, #10, and #5 all 

specifically claimed they were ‘proud of Coventry’ or expressed that they felt pride 

towards the city in Collection Phase Two, all of whom subsequently have received 

further opportunities from their engagement with the programme or spoke about 

confidence gained due to their involvement. In a similar way, while Participant #12 did 

not use the word ‘proud’ specifically to describe their feelings, phrases such as ‘I love 

the city now’ and feelings around the city being ‘safe and at home’ (Interview 

12.2_Edit) were expressed. They also spoke about opportunities post-engagement 

with UKCC, however, attribution was difficult to capture in this case, as the participant 

never associated those feelings specifically to their engagement with the Love 

Coventry programme.  

The one exception to this association between expressions of pride or love for the city, 

and further opportunities, is Participant #13 who specifically when asked Has City of 

Culture shifted anything about your connection with the city? responded: 

I would say no, it hasn't shifted anything that I feel because I've worked in the 
creative sort of artsy world of the city for 20 odd years. We've done some great 
things here with little money and little resources. We are kind of used to doing 
that… we've always kind of had a bit of a DIY sort of culture when it comes to 
the arts… as far as that no I don't think it has. Because I've always known what 
we have in the city and what we can achieve in the city given the chance, and 
I think for the great opportunity we've had, it’s still felt quite stifled (Interview 
#13.2_Edit). 

 
Here, the participant speaks to the themes of resilience, passion and achievement that 

are reflected in several participants’ recordings. However, in this case the participant 

felt that their experience with the Love Coventry programme had little influence over 

their feelings towards the city, and instead used the word ‘stifled’ to describe the 2021 
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UKCC Trust’s programme. This suggests that for this participant, working with the 

Trust’s Collaborative City Team suppressed their ability to make and create in the city, 

rather than enabled it, despite their feelings of civic pride.  

In the post-show discussion, a member of the audience spoke specifically on 

attribution, and made the distinction between the UKCC title as a phenomenon and 

the work of the Love Coventry programme and Collaborative City Team specifically, 

and the need to observe this difference:  

It feels from nine o’clock in the morning from nine o’clock tonight a really vibrant 
city centre. Is that directly to do with the trust? Probably not. Is it to do with city 
of culture? And the permissions it’s given?... I just think that’s interesting. I’ve 
got no fixed view on that… I think if you were Government, that’s a really 
interesting question in terms of what the trigger is for the difference? (Post-
Show Discussion 00:03:46) 
 

This was compounded later, when the same participant claimed that ‘I think of the 

people I bump into at work and outside work, is Coventry a better place than it was in 

2019 or something, everyone will absolutely say yes. Have you enjoyed City of Culture 

per se you might, in my view get a different answer’ (Post-Show Discussion 00:11:50).  

In the previous sections, I suggested that there was a move from indications of civic 

pride being associated with the built environment of the city, towards a community-

based focus. While there was limited evidence of a cause and effect for participants 

from their engagements in the Love Coventry programme, observing the programme 

and its aims in this context might go some way to suggest attribution. As previously 

explored, the approach that the Trust took surrounding the UKCC year in Coventry 

was one based on community co-creation, and as of 30th September 2021 (around the 

time of Collection Phase Two) it had completed ’13,800 hours of consultation and 

planning work since winning the UK City of Culture title in December 2017’ (Neelands 

et al., 2022:10). The Love Coventry programme formed part of this total amount, with 

the community of the city being actively involved in its planning and execution 
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(Neelands et al., 2022:22). It could be suggested then that an overarching focus of the 

UKCC 2021 programming towards community-based activity had an unconscious 

effect on the participants, and may explain this shift from focusing on the built 

environment to community-based reflections. 

For these participants, an observable sense of civic pride towards Coventry through a 

whole range of dimensions was indicated by the data gathered in both collection 

phases. As one audience member commented, it seemed that for the participants of 

the study, civic pride was about ‘the opportunity to create, to be involved in arts but 

also to be able to participate in experiential things that equally aren’t of their doing’ 

(Post-Show Discussion 00:25:20). For this audience member, while civic pride shifts 

were not specifically attributed to one project, there was a general sense of 

‘opportunity’ that came from living/working and making in the city during UKCC 

celebrations. Further, on the issue of attribution, this same audience member 

questioned, ‘maybe as citizens we don’t need to sweat that too much, we just need to 

enjoy and realise that something’s happened, and to keep that momentum going’ 

(Post-Show Discussion 00:26:25).  

5.2. On ‘Authenticity’ 

 
As set out in section 3.3., I hoped to investigate if my theory surrounding a level of 

‘authenticity’ could be confirmed by audience members based on how the 

performance communicated shared experiences. Throughout the headphone 

verbatim editing process, I found that two separate actions were happening 

simultaneously due to the roles that I as the artist and researcher took on by using this 

research method and creating a performance. Firstly, as a qualitative researcher, I 

attempted to identify shifts in civic pride by drawing out personal stories told by the 

participant in the interview that already existed within the material. Secondly and 
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simultaneously, as a headphone verbatim playwright, I identified stories that worked 

together in performance. This was to create a piece of headphone verbatim that aimed 

to be an accurate ‘sum of its parts’ whereby each participant had their own personal 

story and narrative respected. The cohesive spectrum of the variety of clips presented 

created a theatrical experience that was, in one audience member’s opinion, 

‘authentic’. The very first audience member comment in the post-show discussion was 

an observation that ‘it felt really real, the voices felt very real, the whole piece felt very 

authentic’ (Post-Show Discussion, 00:01:13) to which many other audience members 

nodded in agreement. Later in the discussion the same participant reflected that ‘the 

Bell-Green material was spoken from Bell Green, the Spon End material was spoken 

from Spon End30’ (Post-Show Discussion, 00:25:43). Further to this, another audience 

member reflected that this method was more effective in bringing the emotional stories 

into the evaluation presentation process, rather than a graph or poll to communicate 

and disseminate research data (Post-Show Discussion, 00:18:30). The notion that the 

performance of verbatim theatre creates a connection with ‘real life’ has been 

observed by theatre scholar Carol Martin, who explains that verbatim theatre can 

cause a ‘reality effect’ whereby a state of legitimacy placed on an artwork is as the 

result of a ‘concomitant sense that what is represented is real or has a relationship 

with what is real’ (Martin 2013:5). This notion surrounding the presentation of ‘real 

people’ and that being more effective in communicating ‘authenticity’ in the 

performance research presentation was also shared by several other audience 

members (Participant #40, #33, #38, #61). 

Moving to casting: as previously mentioned, challenges in the casting process were 

observed that caused a mismatch between gender and identity of both the actors and 

 
30 Bell Green and Spon End are both neighbourhoods in the city. 
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interviewees. This will have ultimately influenced the audience member’s ability to 

experience some of the voices and experiences presented in performance as 

‘authentic’. The cast for this project was all-white, and in places were tasked with 

imitating voices of those of Black and Asian heritage. For Wilkins, ‘bodies and their 

meanings are central parts of an adaptation, and say more about the cultural moment 

than perhaps other factors’ (Wilkins 2022). In this sense, the experience of the non-

white voice being portrayed by a white body indicates a separation from the ‘need for 

authenticity that comes with telling stories of marginalised identities’ (Wilkins 2022). 

Therefore, it can be suggested that the distinct difference that existed between the 

race and gender of actors and interviewees may have influenced audience reception 

and how they experienced the performance. The study of which is outside the 

parameters of this thesis.  

Despite these challenges in casting, some interesting results happened as a by-

product of the mismatch of gender and ethnicity. An audience member reflected that 

the observable differences in gender and ethnicity caused a reaction whereby:  

‘It pushes you just back just a little, into the realisation that it’s a representation 
that you are watching. So, you get close and then you don’t get close... between 
the experience of empathising and then oh, hang on a minute, what am I 
empathising with, is it the voice, is it the actor?’ (Post Show Discussion, 
00:37:50).  
 

In the post-show discussion this remark was met with several nods and murmurs of 

agreement amongst several other audience members. Further, another audience 

member reflected that:  

‘As an audience you are kind of naturally a bit biased towards certain people 
whether they’re from the same area of Coventry as you or the same age, 
whether a student or not. And so, I think the fact that you stripped that away we 
don’t have any visual information…it made me pay much more attention to what 
they were physically saying’ (Post-Show Discussion, 00:36:17)   
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Adding to this reflection, some audience members vocalised in the post-show 

discussion that the performance allowed them to ‘put more effort into paying attention’ 

and prevented them from ‘glazing over’ (Post-Show Discussion, 00:36:53). These 

audience reflections respond directly to my investigation on authenticity explored in 

section 3.3, whereby I hoped to identify if audience members knowledge and 

experience of Coventry and UKCC aligned with the lived experiences of the voices 

they were presented with, and therefore perceived as ‘authentic’. This, I have found, 

was evidenced through the practice by artistically building a story of the city through a 

recognition of the personal narratives that are identifiable within the interview data, 

and received via the staging of the performance.   

5.3. Usefulness of Method – Headphone Verbatim and Evaluation Practice 

  
To provide evidence on whether headphone verbatim as method can be of use to 

evaluation practices surrounding UKCC programmes, it is useful to be reminded of the 

various evaluation objectives before exploring where this novel method can contribute.  

As previously observed in section 3.1., to ensure that the UKCC programme meets its 

aims of ‘attracting millions of pounds of investment, bringing in thousands of visitors 

and engaging the local community’ (Department of Digital Culture Media and Sport 

and Dorries 2022), evaluation processes are required by the UK Government from 

each host city. Evaluations serve as advice to policymakers that the UKCC initiative is 

feasible, and worth investment in the contexts of an increasingly complex economy 

(Islam 2022). Evaluation practices come with their own challenges from a 

policymaking perspective, such as that evaluative activity consistently lacks the ability 

to capture the voices and experiences of citizens. In section 2.10. I explored what 

Coventry UKCC’s intervention to change relationship might look like, based on the 

aims and objectives of the UKCC year, and how it was expected to be evidenced in 
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the Trust’s Monitoring & Evaluation Strategy. As part of the development of the 

strategy, there were several guiding principles that the strategy’s methodology was 

based to which this method could contribute. 

In responding to the value of citizen experience, one audience member spoke on how 

the method demonstrated ‘the personality, the human story… bringing the person into 

the room… what is so often lost in research’ (Post-Show Discussion, 00:35:36). This 

effect was attributed to the connection that the actors had with the people they were 

‘imitating’. In the post-show discussion, the actors spoke to this by explaining that:  

because it’s such an emotive piece and because you are hearing their real-life 
story, that really helps you feel that connection with the faceless voices that 
you’ve been given… and it has taken little time to get attached (Post-Show 
Discussion, 00:20:40).  
 

In this way, the attachment that the actor has with the participant they are imitating 

evidently affected how the theatrical experience communicated citizen experiences.  

Further to this, one audience member observed the way headphone verbatim presents 

vernacular speech, including all coughs, stutters, and hesitations from the participants, 

which reminded audience members that these participants were ‘genuine everyday 

people’ (Post-Show Discussion, 00:18:19). This aligns with what one audience 

member perceived to be the aims of the Trust, of ‘building up Coventry to give back to 

the people who live here’ (Post-Show Discussion, 00:18:25).  

In response to the value of transparent, inclusive, and robust reporting, the argument 

for headphone verbatim as a reporting output has already been discussed in chapter 

3. Namely, that headphone verbatim provides a new ‘way of knowing’ with regards to 

providing a ‘live’ and ‘embodied’ experience. Instead of providing generalised data in 

a written report, this method offers a nuanced, diverse, and impressionistic sense of 

the types of patterns of response that are present in the interview data. This results in 

an affectual response in audience members that I argue provides a unique experiential 
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engagement with evaluative research in a way that current methods of evaluation are 

unable to obtain. In the post-show discussion, there was a desire expressed from 

audience members to see the research ‘go further’ than the original presentation they 

experienced. One audience member explained that they hoped ‘the Trust get to see it 

at some point’ and that it would be ‘worthwhile’ (Post-Show Discussion, 00:18:15). 

Another audience member reflected that this research presentation should be seen by 

‘the DCMS’ and the Trust themselves (Post-Show Discussion, 00:30:19). From these 

audience comments, there is evidence that this method of presenting research data 

provided something that was ‘other’ to the reporting structures currently utilised by 

social change project evaluators.  

5.4. Summary 

  
In this chapter, I have detailed the findings taken from three observable sets of data, 

qualitative interviews, the experience of producing a piece of practice by way of 

headphone verbatim, and a post-show discussion. First, these findings observed 

changes in how civic pride behaviours emerged amongst participants between 

Collection Phase One and Two. It also found new behavioural dimensions such as 

changes in discourse, and civic pride as ‘energy’ which caused me to revisit the 

interviews to seek further evidence. Second, the findings provided evidence for the 

existence of a complex layering of realities within headphone verbatim practice that 

communicated authenticatable experience from interviewee, through actor, to 

audience members in a way that was received as ‘real’ or ‘authentic’, and which 

supports my working theory surrounding authenticity.  Third, in reviewing the evidence 

produced and through an exploration of how the performance was received, it can be 

seen how headphone verbatim is useful as a research method and approach when 
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exploring social change. In the final chapter, I will explore the implications of these 

findings and posit how this research project contributes to wider research fields.  
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Chapter 6. Conclusions 
 

I don't have to be in Coventry, I chose to be in Coventry. I truly believe in the 
people of the city, and I believe it's a great place that's just marketed really 
badly to the rest of the world. Because I think if we were better at sort of selling 
ourselves and the things in our city, I think it would be even better.  
- Participant #13 (Interview 13.2_Edit) 

 
This project set out to investigate the impact that a UKCC programme may have on 

its participants’ sense of civic pride, observed through an experimental approach via 

a headphone verbatim ‘lens’. In the Introduction I asked three questions, i) to what 

extent can a Coventry UKCC 2021 programme cause a shift in Coventry residents’ 

perceptions of civic pride? ii) how useful is headphone verbatim as a qualitative arts-

based evaluative research method? and iii) what can practice research, as method, 

contribute to evaluation strategies for large scale projects such as UKCC? Through 

building on my own experiences as a headphone verbatim practitioner and informed 

by other fields such as the social sciences, human geography and cultural policy, this 

practice research project has gathered evidence to answer these key research 

questions, as set out below. The project is informed by an exploration of critical 

frameworks surrounding the UKCC programme, the measurement of civic pride, 

authenticity in performance, and by examining the practice of other verbatim theatre 

practitioners. 

In this Conclusion chapter, there are three key contributions that are explored: i) 

understandings of what civic pride means, within the context of UKCC programmes; 

ii) understanding the wider affordances and potential applications for headphone 

verbatim within an experimental evaluative context; and iii) the value and importance 

of participatory engagement in the production of performance for public engagement 

in evaluation processes. I thereby establish a new method, which I propose to be 

coined as ‘Evaluative Performance’. As a consequence of the above, I argue for new 
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approaches to and understandings of the notion of ‘authenticity’ when involving 

citizens in methodologies such as in this project. 

6.1. Critical reflections on Civic Pride  

 
The creation, expansion and development of citizen’s civic pride is a key measurement 

of ‘success’ for UKCC, and increasingly other place-based agendas. Through a review 

of the work of Fortier (2005), Morrison (2016), Collins (2017), The Northern Echo 

(2018) and Manyiwa, Priporas, and Wang (2018) in Chapter two I identified several 

behaviours that might manifest as ‘civic pride’. Throughout Collection Phase One, I 

observed that amongst the participants of the study, manifestations of civic pride were 

indicated due to the identification of these several behavioural dimensions in the 

interview material. Then, when revisited in Collection Phase Two, these behaviours 

manifested again, but not enough to indicate a clear increase in civic pride from this 

data set. However, there was evidence to confirm that a shift in how civic pride was 

manifested took place between collection phases. Further, in some places additional 

behavioural dimensions were observed to indicate civic pride. This suggested that 

civic pride had changed for the participants I interviewed in several ways. These shifts 

took the form of attending more community events, a passionate defence of their 

version of the city and, from their perspective, a reduction in crime and anti-social 

behaviour. Further, in the post-show discussion, it was also acknowledged from the 

audience’s perspective that civic pride manifestations amongst the participants 

seemed to have changed or shifted in some way.  

However, I have discussed in Chapter five how attributing these changes specifically 

to the Love Coventry programme was difficult, but I argue that attribution could be 

suggested through an observable change in language used to describe civic 

connections. This could be attributed to the narrative surrounding the programming of 
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the UKCC 2021 year, such as a focus on community co-creation, and placing power 

in the voices of citizens (Neelands et al., 2020a), in line with the aims of the Love 

Coventry programme and the wider aims of the UKCC programme (Neelands et al., 

2022).  

As discussed in Chapter four, a further complexity to the issue of attribution rose out 

of the recent social restrictions associated with the COVID-19 pandemic during 2020, 

and both collection phases. I surmise that while the Love Coventry programme may 

have influenced civic pride, the socially restrictive measures introduced during the 

‘lockdown’ of 2020 has undoubtedly influenced participants’ responses to the ‘civic 

imaginary’31 of Coventry. Further, that the assumptions made by the Trust surrounding 

the Theory/Story of Change Logic Model in 2019 were challenged by this shift in social 

conditions a year later. 

Alongside these contextual matters, my practice research methodology has 

demonstrated that there is a social layering at play with regards to the UKCC 

programmed activities, and that the UKCC title triggered a broader set of related public 

realm activities. In some cases, it has been suggested that these gave ‘permissions’ 

to experience the city in a more deliberately positive way. I therefore conclude that 

being able to locate feelings and expressions of civic pride to particular policy actions 

is a complex process. This is due to the multi-layered nature of place-based activity, 

involving in this case a specific project (Love Coventry) but which is situated within a 

wider context of experience surrounding the UKCC Trust’s activities. This is also 

because of a global pandemic and activities surrounding the UKCC year that were not 

associated with the work of the Trust per se, but by city partners also ‘holding’ the title 

 
31 ‘Civic imaginary’ is a term that cultural scholar Michael Howcroft uses to describe an analytical 
framework that involves analysing the consequences of cultural representations, political 
participations and an assessment of cultural roots and traditions on the collective perception of the 
civic realm (Howcroft 2021:213). 
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of UKCC more broadly. My research has also presented differentiated understandings 

of what civic pride means within the context of UKCC programmes, in what manner 

and by what activity such pride might be generated.  

6.2. Implications of Headphone Verbatim as an evaluation method 

 
Considering the importance of the experience of citizens to indicators such as civic 

pride, Chapter two discovered through an analysis of previous UKCC evaluation 

practices that, in most cases and rather surprisingly, the voices of citizens have not 

satisfactorily been observed and documented in past and current policy and evaluation 

practices associated with the UKCC scheme. I set out to investigate if headphone 

verbatim could address this problem. Through these investigations I found that 

headphone verbatim offers a useful method of evidence gathering, providing access 

to knowledge and personal stories that would, in the opinion of one audience member 

‘otherwise have gone unheard’ (Post-Show Discussion, 00:31:08). This finding moved 

beyond merely ‘giving voice’ to the ‘live’ experience of performing interview data and 

argues for the method’s ability to present personal stories as knowledge making. For 

example, in Chapter five, I described the impact of the method on audience members, 

who are engaged in a unique ‘nonconceptual and nondiscursive’ (Borgdorff 2007:11) 

and live (Reason 2004) experience in performance, from participant, through editor, 

through actor to audience member. This experience can be encapsulated as a new 

empathetic and embodied ‘way of knowing’ whereby citizens’ voices are experienced 

in a way that is not currently observed in dominant social science reporting processes. 

The result of this is an alternative reporting structure, grounded in the observable act 

of emotional reception.  

Furthermore, as argued in Chapter three, the approach of headphone verbatim, in 

comparison to  verbatim theatre, takes the form of an expanded performance system 
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whereby the presence of the headphones provides an additional layer of ‘reality’ 

outside the performance space. Headphone verbatim should therefore be understood 

as a hybrid mode of performance experience, which encompasses other performance 

strategies such as the encouragement of relatability by the ‘channelling’ of the 

participant’s voice, and an intellectual and affective connection between actor and 

participant (Summerskill 2021).  

Finally, if more pragmatically, I would argue that if verbatim theatre deepens and 

extends the evaluation process in terms of evidence, it can do so also in supporting 

the cultural development aims of most UKCC programmes. Whilst headphone 

verbatim presents technical demands, as discussed in Chapter four, I would argue 

that employing a headphone verbatim or theatre specialist for this kind of work is in 

line with the aims of the UKCC programme, and specifically in Coventry 2021. For the 

Trust, one of the guiding principles of the Theory/Story of Change is to ‘strengthen and 

extend the cultural sector and its sphere of influence’ (Neelands et al., 2020c:3). The 

method further contributes to the number of UKCC impacts associated with enhancing 

the local arts economy, whilst also providing invaluable insight into the experiences of 

citizens. I thus argue that headphone verbatim can be adopted as a useful method to 

evaluate civic pride through its affective expression of personal stories, and its ability 

to present alternative and competing narratives in performance. 

6.3.  Practising headphone verbatim as evaluation 

 
Throughout my process of practicing headphone verbatim as evaluation I experienced 

tensions surrounding the different ‘roles’ that I as both artist and qualitative researcher 

inhabited. This went beyond initial aspects experienced in becoming a social 

researcher, such as notions of power within the interview-interviewee relationship 

(Irvine et al., 2012:102) and how I found alternative solutions to the practice of 
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headphone verbatim interviewing, where silence from the interviewer is used to 

encourage further elaboration. As discussed in Chapter four, this tension regarding 

‘roles’ was particularly demonstrated through issues of researcher positionality during 

the editing process (whether ‘data’ or ‘storytelling’). As a result, further mitigation 

strategies were introduced that included several ‘passes’, whereby the editing of the 

material rapidly ceased from being an artistic exercise alone.  Instead, it became a 

hybrid activity, where artistic narrative building simultaneously worked in partnership 

with qualitative analytic methods. In this sense, I had less artistic ‘freedom’ as 

practitioners such as Hare (2004) and Kaufman (2000). Instead, I found it necessary 

to treat the interviews as ‘data’ to be ‘analysed’, as well as a storytelling exercise. In 

turn this led me to develop an additional aspect to the practice of headphone verbatim 

whereby the participant had a role in their own self-representation by ‘signing off’ their 

edit. My practice, then, developed as one of negotiating the intention to produce 

something that was artistically compelling, whilst also being a valuable contribution to 

research via its offer to expand evaluation practices.  

6.4. Implications for Practice Research and Policymaking 

 
Developing headphone verbatim as an evaluation method meant developing a 

practice research methodological approach. The further reflections below only 

manifested due to the creation, analysis, edit, production, direction, and performance 

of the interview material. Through the practice, new observations came to light 

regarding civic pride, combined with my own, the actor’s and audience’s experiences 

that were only observable due to approaching this project via a practice research 

methodology.  

Headphone verbatim artistic practices are already well established, as discussed in 

Chapters 1 and 3. The approach by which the performance was created in the 
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rehearsal room had little variation from the approach I might have taken as an artistic 

exercise, rather than an output as part of a research project. However, the context of 

the method being used as a practice research approach has, in this case, provided 

novel reflections. In answering my third research question, based on the evidence and 

arguments presented, practice research, as method by way of headphone verbatim, 

can contribute and add value to the current roster of methods used in evaluation 

practices surrounding cultural programmes such as UKCC. This is by its ability to give 

access to i) the voices of citizens that might otherwise go unheard in evaluation 

practices ii) a new ‘way of knowing’ through communicating affective experiences in a 

live and embodied way, while preserving anonymity; and iii) research data that is 

communicated in a way that emphasises personal experience and individual stories in 

an engaging and insightful manner. These factors point to the value of this practice 

research methodology and its contribution to the wider fields of cultural policymaking, 

sociology, and theatre performance scholarship. 

Regarding cultural policymaking, this method collects personal experiences of citizens 

to form data sets that can be seen to have epistemological advantages. For policy 

evaluation scholars Pirmin Bundi and Valerie Pattyn (2022), the voice of the citizen 

can shed light on local knowledge, ‘embedded in a specific cultural and often also 

practical context’ (Bundi and Pattyn 2022:2). Further, that ‘citizens can be more open 

to new inputs, and are more aware to how social interventions work in particular 

communities’ (Bundi and Pattyn 2022:2). In this sense, this approach can provide 

access to unheard voices, and therefore privileged knowledge that can add and 

contribute further to policymaking agendas including existing UKCC evaluation 

practices. This responds to the issues that face contemporary policymakers as 

discussed in section 3.1, whereby personal stories of citizens are seldom heard in the 



 
 

158 
 

policymaking process. The absence of these stories results in the creation of 

marginalised groups and barriers to access for citizens, weakening policy design.  

6.5. ‘Evaluative Performance’ 

 
Through my research, I have shown how there is value in this method forming part of 

a larger conversation around evaluation methods and practice research. In response 

to this, I have proposed a term be used to describe arts-based practice research acting 

as a qualitative method of evaluation: ‘Evaluative Performance’. This term 

encapsulates the relationship that has been articulated in this research between 

artistic practices by way of headphone verbatim, alongside the process of conducting 

a qualitative research evaluation. Evaluative Performance contributes to the 

observable ‘push’ for ‘research evaluation [to] become more transparent and 

participatory’ (Derrick and Pavone 2013:563). In this way, evaluation is not just 

conducted and managed by researchers and policy makers, but instead shares a 

process of ownership with arts practitioners and members of the public. Evaluative 

Performance is also a valuable way for evaluation, as a necessary process of 

assessment, to be more accessible to the wider public, primarily by directly involving 

the participants and the audiences in a way that gives them a stake in the evaluation 

process. The participants’ words are presented in a direct and (to some extent) 

unfiltered/unmediated way, thereby amplifying their experiences rather than rendering 

them through a mode of analysis that may distance them from the findings. One final 

advantage of using Evaluative Performance as a method of evaluation, is that it 

provides a live account of citizen experiences, and a further way of connecting to them 

via an embodied, tacit knowledge-making exercise, little used in other qualitative 

evaluation practices.  
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6.6. Contributions to new understandings of ‘Authenticity’ 

 
Another contribution of this research is by providing a further development in our 

understanding of ‘authenticity’. In earlier chapters I identified verbatim theatre 

scholarship that often engaged with assumptions surrounding the art form’s ability to 

communicate, using terminologies such as ‘truth’, ‘authenticity’ and ‘the real’ (Wake 

2010:8) to describe the experience. Through an exploration of postmodern philosophy, 

drawing from Lyotard (1984), Fisher (2011), Kinghorn (2017), Schultze (2017), I 

observed that an individual’s sense of meaning making was subjective, and not in 

relation to any outside ‘grand narrative’ (Lyotard 1984) to compare against. This notion 

problematises the previous assumptions in verbatim theatre scholarship around ‘truth’, 

‘the real’ and ‘authenticity’ and how they are in fact difficult to clarify or realise. 

However, throughout my explorations, I theorised that a transactional process takes 

place with regards to ‘authenticity’, whereby ‘authenticity’ could be observed in relation 

to the spectators’ ability to find common experiences within the presented voices. I 

posited that if voices were received as ‘authentic’ via audience members shared 

experience, a level of ‘authenticity’ could be claimed within the performance. In the 

practice, I sought to test this theory, as the method of headphone verbatim had various 

mediation stages whereby meaning making was processed in each ‘layer’. First 

through the participant, then through editor, then actor and received by audience 

members in performance.  

I found through post-show discussions that audience members received the 

participants’ stories as ‘real’, ‘believable’, ‘authenticatable’ and thus, I claim, 

‘authentic’. In this sense, I found that a clear relationship exists between the 

experience of ‘truth’, ‘authenticity’ and ‘lived experience’. While ‘authenticity’ as well 

as ‘truth’ and ‘the real’ remain contested notions (as discussed in philosophical 
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discourse), this research project shows that it is in the act of ‘imitation’ by actors trained 

in the technique of re-presenting voices that are not their own, alongside the content 

of their stories being relatable that an ‘authentication’ process emerges, and this 

provides a perceived level of ‘authenticity’.  

In Chapter four I noted that the audience was primarily made from those who also lived 

and worked in Coventry, and so were familiar with the level of community activity in 

the city. Therefore, a level of ‘authenticity’ manifested due to feelings of relatability and 

personal identification with the participants and what they had to say. This, in turn, 

encourages empathy with the words the participant has expressed through the 

channelling of citizen voice via the actor. This is significant, as even though there were 

issues with casting, where the gender and ethnicity of the actor was not matched by 

the participant (see Chapter four) empathy appeared to link closely with ‘authenticity’. 

This further problematises how voice, embodiment and identity play a crucial role – or 

not – in communicating ‘authentically’. It can be concluded that even though the actors’ 

identity characteristics were different from the participant, the act of a rehearsed 

‘channelling’ of the participant through embodied voice, and the encouragement of 

familiarity between actor and participant, played a significant part in communicating 

meanings from participant to audience member. Although Langellier (1999) poses 

further questions surrounding power and positionality in misrepresentation, and when 

considering ‘who speaks for who’, especially considering identity, in the case of this 

practice, physical indicators of identity such as race and gender appeared to have less 

of an effect that might be expected on ‘audience members reception of the voices as 

‘authentic’.  
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6.7. Learning points and future considerations 
 
As stated earlier in the thesis, this project was experimental, testing a novel approach 

to research evaluation practices. Therefore, it is important while acknowledging the 

successes of the work, that limitations are present. A limitation that emerged in this 

project, and therefore the current version of the method, was that while effective in 

communicating manifestations of civic pride, the project had to adapt to account for 

many external factors. As a result, the method did not track civic pride over a longer 

period as was originally intended. Due to the influence of the global pandemic and 

shifts in the timeline of the practice, a limited amount of time was available for 

observation between the first and second collection phases. This may account for why 

only a non-significant shift in civic pride was observed amongst participants. 

Therefore, it is not known how the remaining seven months of Coventry’s UKCC 

activity might have affected participants’ civic pride, and the results of this study. This 

highlights that for complex multi-stakeholder programmes such as UKCC, early 

planning is important to ensure that an understanding of any gatekeeping between 

artist-researcher and institution can be established. This is so that the necessary 

stages such as access to research participants, question schedule drafting and 

collection phases have sufficient time, and that the research design can be carried out 

as intended, acknowledging that unforeseen circumstances can intervene.  

Similarly, it is also important to consider casting as an integral part of communicating 

the lived experiences of those from marginalised groups. As discussed in Chapter 4 

and 5, due to complications in actor recruitment, an all-white cast was used in 

representing the project participants. While in this case triggered an unexpected 

discussion and learning on ‘authenticity’, it is nevertheless socially responsible to 

ensure that a diverse range of research participants are represented by a diverse 
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range of actors when it comes to gender, ethnicity and other protected characteristics. 

In future iterations of this work, I suggest that care and attention be given to the timing 

of actor recruitment to ensure that the challenges encountered in this project are not 

repeated.  

It would be interesting to see where this ‘Evaluative Performance’ method could be 

applied to determine comparisons across different UKCC programmes. With Bradford 

being the next iteration of the UKCC in 2025 (Department for Digital, Media, Culture 

and Sport and Dorries 2022), comparative experiences with Coventry may provide 

learning points regarding the legacy of Coventry 2021, and provide useful guidance 

for Bradford in the lead up to their celebration year.  

Similarly, it would be interesting to see how this method interacts with and illuminates 

the experiences of citizens during other cultural interventions such as the recent 

Commonwealth Games in Birmingham (Organising Committee for the 2022 

Commonwealth Games 2022), the upcoming Olympic Games in Paris, 2024 

(International Olympics Committee 2021) and the London Borough of Culture scheme 

(Greater London Authority 2022).  

In summary, this PhD project has illustrated how headphone verbatim as an Evaluative 

Performance can uncover new ways of generating evaluative data relating to the 

personal experiences of participants involved in ‘cultural interventions’ like UKCC, and, 

most likely, an array of policy evaluation. It does so by demonstrating the importance 

of contextualising the quantitative data that is often required by project funders, and 

arguing that qualitative indicators such as participant stories, opinions, narratives, and 

experiences are of equal importance. The importance of this is recognised increasingly 

in such circles, however, what Evaluative Performance demonstrates is how new 

forms of knowledge and ways of knowing can be created via the theatre arts, and 
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embodied representations of research data. This, in turn may be of further use in 

achieving evaluation outcomes with participants, stakeholders and audiences. In 

short, this collaboration of an artistic theatre-making process and a qualitative 

evaluation process speaks to wider scholarly discourse surrounding the headphone 

verbatim art form, and further expands ways of thinking around what headphone 

verbatim as an artistic practice can do, and how it can be used beyond the realm of 

storytelling. 
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Appendices 
 

Digital Appendices Links 
 

Performance & Post Show Recordings 

Dress Rehearsal: https://youtu.be/EXvuyvCmA-o  

Performance: https://youtu.be/wqkXMjKTK0Q  

Post-Show Discussion: https://youtu.be/B-NX71DjTnA  
 

Collection Phase One – Recordings and Edits 

Recordings: Recordings 

Edits: Edits 
 

Collection Phase Two – Recordings and Edits 

Recordings: Recordings 

Edits: Edits 
 

Full Audio Script: Full Audio-Script 
 

Audio-visual Material: Audio-visual Material 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

https://youtu.be/EXvuyvCmA-o
https://youtu.be/wqkXMjKTK0Q
https://youtu.be/B-NX71DjTnA
https://livecoventryac.sharepoint.com/:f:/r/teams/DoctoralCollegeRegistry/Shared%20Documents/03%20Lifecycle%20Team/Submissions/First%20Thesis%20Submission/Charles%20Ingram%209550199/Digital%20Appendix/Collection%20Phase%20One%20-%20Recordings%20and%20Edits/Recordings?csf=1&web=1&e=xgpoH2
https://livecoventryac.sharepoint.com/:f:/r/teams/DoctoralCollegeRegistry/Shared%20Documents/03%20Lifecycle%20Team/Submissions/First%20Thesis%20Submission/Charles%20Ingram%209550199/Digital%20Appendix/Collection%20Phase%20One%20-%20Recordings%20and%20Edits/Edits?csf=1&web=1&e=g7rvo0
https://livecoventryac.sharepoint.com/:f:/r/teams/DoctoralCollegeRegistry/Shared%20Documents/03%20Lifecycle%20Team/Submissions/First%20Thesis%20Submission/Charles%20Ingram%209550199/Digital%20Appendix/Collectoin%20Phase%20Two%20-%20Recordings%20and%20Edits/Recordings?csf=1&web=1&e=yleWr6
https://livecoventryac.sharepoint.com/:f:/r/teams/DoctoralCollegeRegistry/Shared%20Documents/03%20Lifecycle%20Team/Submissions/First%20Thesis%20Submission/Charles%20Ingram%209550199/Digital%20Appendix/Collectoin%20Phase%20Two%20-%20Recordings%20and%20Edits/Edits?csf=1&web=1&e=zeo8fe
https://livecoventryac.sharepoint.com/:f:/r/teams/DoctoralCollegeRegistry/Shared%20Documents/03%20Lifecycle%20Team/Submissions/First%20Thesis%20Submission/Charles%20Ingram%209550199/Digital%20Appendix/Full%20Audio-Script?csf=1&web=1&e=x5FoJw
https://livecoventryac.sharepoint.com/:f:/r/teams/DoctoralCollegeRegistry/Shared%20Documents/03%20Lifecycle%20Team/Submissions/First%20Thesis%20Submission/Charles%20Ingram%209550199/Digital%20Appendix/Audiovisual%20Material?csf=1&web=1&e=nXSuOD
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Appendix 1: 21 Streets Project - City of Culture 2021 Evaluation Project 
Proposal 
 
21 Streets Project - City of Culture 2021 Evaluation Project Proposal: 

PhD Project Title: Coventry City of Culture 2021 through a Headphone Verbatim 

Theatre lens: A Study into Civic Pride. 

Researcher: Charles Ingram, Centre for Dance Research (C-DaRE), Coventry 
University 
 
Supervisory team: Sarah Whatley, Chair in Dance and Director (C-DaRE); Nick 
Henry, Professor of Economic Geography; Susanne Foellmer, Associate Professor 
in Dance. 
 
The PhD project aims and focus in brief: 
 
Evaluation reports and studies into past UK City of Culture programmes have been 
primarily located in disciplines such as Sociology, Geography, Anthropology and 
Economics. Of these, the majority have used quantitative methods with a small 
number of qualitative studies. Further, of these qualitative studies, key stakeholders 
appear to be the focus of study, when community participants and the lay public are 
rarely given a voice. To date there is virtually no arts-based practice as research 
studies that explore the impact of UK City of Culture programme activities on the 
host cities residents. This PhD project responds directly to that gap in knowledge by 
aiming to generate a research design that uses arts-based methods to generate data 
for analysis, of which the subject matter is solely on residents of the host city. 
 
The predominant aim of this study is to follow the work of the Coventry City of 
Culture trust and their producing team. Examining by way of case-study, projects 
that may lead to a shift in the perspectives of Coventry residents’ sense of civic 
pride. 
 
This project supports the Performance Measurement and Evaluation Strategy 
(PMES), contributing to ‘balancing qualitative and quantitative indicators across 
outputs and outcomes to provide breadth and depth to data collection and reporting’. 
This project gives value to the voices of residents and places them at the forefront 
with regards to evaluation, and provides opportunities for citizens to engage in a co-
curatorial role in the project’s performative outputs, alongside the researcher. 
 
This evaluation focusses primarily on levels of civic pride held and developed by 
Coventry residents whilst observing their cultural participation and engagement. 
Specifically, I will be using Headphone Verbatim Theatre practice, which explores 
performing interview testimony via actors on stage, as a lens to track the 
experiences of residents and their potentially shifting levels of civic pride as they 
interact with the City of Culture 2021 programme. This evaluation project directly 
contributes to the Key Performance Indicator ‘Coventry Citizens positively influence 
and shape the city they want to live in’. 
 
As a case study (focus study in the PMES), the PhD project will follow the 
engagement residents have with the proposed 21 Streets project. The 21 Streets 
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project is a programme of projects that are devised to create lasting relationships 
between neighbours and communities, decreasing social isolation and increasing 
civic pride.  
 
The project operates on three different strands: 
 

1. Enabling and encouraging community-based incentives that are community 

created and endorsed by City of Culture. This has three different levels: 

a. "Hyper local" - projects that respond to a community need or challenge. 

It is also an opportunity to "supersize" community events already in 

place. 

b. "Sub-regional" - these projects may not focus on one group, but are 

area based. 

c. "City-Wide" - Projects that effect the city as a whole. 

2. "Local Leadership" - an upskilling programme designed to develop existing 

community leaders and upskill them to "think big" and to look beyond their 

own community barriers. 

3. Exploring methodologies of co-creation with communities; testing and trying 

out what works well when encouraging community led projects as part of a 

wider programme.  

Phase 1, i.e., the “test” phase of the project takes place between March 2020 to 
March 2021. Phase 2, i.e., the “implementation” phase of the project will take place 
in April 2021 to April 2022 and further. 
 
Proposed PhD Methodology: 
 
This evaluation project is a longitudinal study that will track shifting civic pride levels 
amongst a small selection of residents at two different stages, firstly in 2020 and 
secondly in 2021. These levels will be accessed and demonstrated through the 
practice of Headphone Verbatim Theatre.  
 
In stage one, the selection process will be determined based on consultative 
conversations with the City of Culture Producing and Evaluation teams. It is the 
researcher’s intention to follow 4 “hyper-local” or “Sub-regional” community 
projects, one from each quadrant of the city and select 5-8 participants from 
each project for a recorded conversation. Totalling a maximum 24 recordings. 
This will take place throughout July/August 2020.  
 
The recorded conversations will be collected in September/October 2020 and the 
transcription of audio should be completed by November 2020. This testimony will 
be distilled into an audio script that will be used as a baseline for comparative 
analysis. The distillations of testimony included within the script will be co-
curated by the participant whose testimony it is.  
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In stage two, the selection process will be based on participants of projects 
that make it out of the “test” phase and into phase two of the 21 streets 
project. Ideally, these may be the same participants but not essential. The 
researcher will observe the 21 streets associated projects as they start from April 
2021 onwards. The selection process will take place in July/August, with the 
collection process taking place in August/September 2021. The transcription and 
distillation process will take place between September/October. 
 
Stage 2 will entail a performance of testimony taking place in late-November 
2021 via the Aforementioned Headphone Verbatim Theatre practice. Participants will 
have the opportunity to assist the researcher in distilling and reviewing their 
contribution to the performance audio-script. It is expected that this performance will 
take place in smaller Coventry based venues with an invited audience. This will 
include an invitation to the participants that took place in the study and their families 
and friends. 
 
The findings will contribute to examining how residents respond to the cultural 
engagement of phase 1 and the beginning of phase 2 of the 21 streets project. A 
summarised report on the findings of the study will be created as part of the project 
thesis, submitted in July/August 2022.  
 
Asks of the Trust: 
 
The researcher asks that the trust provide the following: 
 

• Facilitate access to participants that are invited to take part in “test” projects in 

phase 1.  

• Facilitate access to participants that are invited to take part in official “21 

streets” projects in phase 2.  

• Researcher to be kept up to date with the progress of the projects and how 

they are manifesting in the communities, assisting the selection process. 

• Allow for continued conversations with the producing and evaluation teams to 

assist researcher in finding community participants for interview. 
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Appendix 2: Question Schedule for Collection Phase One 
 
21 Streets of Culture – Interview Questions/Prompts 

1. Firstly, can you confirm that you are happy that this interview is being recorded as 
discussed?  

2. Please can you introduce yourself (name, background in Coventry, profession, role in 21 
Streets of Culture)  

a. Tell me about your background in the City, and how you got to where you are in the 
community today? 

3. Let’s talk more about 21 Streets of Culture. Please can you explain in your own words the 
journey you have been on with this programme.  

Prompts: 

a. How did you get involved and why?  
b. How has it unfolded so far?  
c. What have been some key moments?  
d. What stakeholders do you interact with? How?  
e. What are you personally hope the project will achieve?  
f. How is progress on those goals going?  

4. From your perspective, how is 21 Streets effecting / having an impact on the local 
community (positively or negatively). Perhaps you can consider what your community was 
like before 21 Streets.  

Civic Pride Prompts 

d. Tell me about your relationship with the city? 
e. What feelings come to mind when you think about Coventry? 
f. How would you describe Coventry to someone who isn’t from here? 

5. Please can you tell me a specific story/example about:  

i) A positive impact/effect of the project, and 

ii) a negative impact/effect of the project? 

6. If you had to choose a word or phrase to capture 21 Streets of Culture to date, what would it 
be?  

7. As part of the study, we wish to gain a range of viewpoints from numerous individuals in the 
communities you work with/in/by/for. Would you be comfortable putting me in touch with 
some of them to have conversations such as ours today? 
 

8. Finally, we are considering doing a longitudinal study of how people are experiencing 21 
Streets of Culture. Ideally, we would have people that have been involved since the 
beginning, like yourself. We would make data collection as easy and straightforward as 
possible. It would likely be on a monthly basis, and there would be an annual incentive for 
your contributions (e.g., gift cards). Are you happy to be contacted about this opportunity?  
 

9. Do you have any questions for me? 
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Appendix 3: Audacity Tips 
 
How to Download Audacity 

 

1. Go to http://www.audacityteam.org/download/windows/ 

2. Click on either “Audacity for Windows” or “Audacity for Mac” 

3. Select the top option to download 

4. Run the executable 

 

If you have Windows 10, you may need to download additional drivers. Audacity is generally quite good 

at pointing you towards what you need. 

 

Many of you will have used your iPhone to record the interviews. This creates. .m4a files. Audacity 

needs files to be .wav or .aiff 

 

You can download a plug in for Audacity which allows you to open .m4a files directly. 

 

You can find the download for this here 

 

Editing 

 

1. Open the interview file you want to work on 

2. Hit play to listen to the entire clip 

3. You can put labels in to remind yourself of what’s going on at certain points by selecting the 

start of the section and adding a label using CTRL+B 

 

 
 

4. You can hit ctrl + F to fit the whole file to the screen. Alternatively using the zoom enables you 

to get at the detail of where lulls in the conversation are or where you can put a section break 

in 

 

5. It can be useful to start to silence sections you know you’re not going to include. 

You can do this by selecting the region using the cursor and clicking the silence tool 

 

http://www.audacityteam.org/download/windows/
http://lame3.buanzo.com.ar/ffmpeg-win-2.2.2.exe
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That way you can go back and delete those sections at the end. 

 

Remember to save your work locally to your laptop periodically. The saved file will be saved as an 

Audacity Project and not an audio file.  

 

Exporting your finished edit 

 

When you are happy with the edited interview, export the file by going to  

 

File > Export Audio 

 

Save the edited interview using the following file naming convention: 

 

FirstNameSurname_Interview1 (edit 1) 

 

So, I am looking at Neela’s first file here, so I call it 

 

NeelaDolezova_Interview1 (edit 1) 

 

Please save as .wav file – Kristine and I will be listening to these files and will convert them as 

appropriate for you to listen to on phones/mp3 players in rehearsal. 

 

Then upload them to the new edits Dropbox folder 

 

Dropbox tip – if you are approaching the capacity limit for your PC or laptop you can use Dropbox’s 

selective synching features to stop files from synching with your local machine. You’ll still have access 

via the web, but it won’t clog up your machine. Instructions here 

 

 

General Pointers for a good edit 

 

1. KEEP IT CHRONOLOGICAL. This is the most important part for ethical reasons 

2. KEEP IT SHORT – interviews should be no more than 5 minutes long 

3. KEEP AN OPEN MIND – is the story you’ve chosen really the real story? 

 

Tools 

 

 This is the cut tool 

 

 This is the silence tool 

https://www.dropbox.com/en/help/175
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Appendix 4: Question Schedule for Collection Phase Two 
 
Love Coventry – Interview Questions/Prompts 

1. Firstly, can you confirm that you are happy that this interview is being recorded 
as discussed?  

2. Let’s talk about your experience with City of Culture. Please can you explain in 
your own words the journey you have been on with this programme.  

Prompts: 

a. How has it unfolded so far?  
b. What have been some key moments?  
c. What stakeholders do you interact with? How?  
d. What are you personally hope the project will achieve?  
e. How is progress on those goals going?  

3. From your perspective, how has Love Coventry effecting / having an impact on 
the local community (positively or negatively). Perhaps you can consider what 
your community was like before 21 Streets.  
 

4. Please can you tell me a specific story/example about:  
1. A positive impact/effect of the project, and 
2. a negative impact/effect of the project? 

Civic Pride Prompts 

5. Tell me about your relationship with the city? 
1. What feelings come to mind when you think about Coventry? 
2. How would you describe Coventry to someone who isn’t from here? 
3. Has City of Culture shifted anything about your connection with the city? 
4. If you had to choose a word or phrase to capture 21 Streets of Culture to 

date, what would it be?  
 

6. Do you have any questions for me? 
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Appendix 5: Actor Cue Sheet Example 
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Appendix 6: Director and Technician Cue Sheet 
 

Appendix 6.1: Director Cue Sheet 
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Appendix 6.2: Technician Cue Sheet 
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Appendix 7: Record of Meeting with Coventry UK City of Culture Trust, 16th July 
2020 
 

CoC Meeting RE: 21 streets project 16/07/2020 
16 July 2020 
09:53 

  
Present: Ana, Senior Producer for Collaborative City Team. Nick Henry, Mark Scott. 
  

• Collaborative city team takes a geographical approach situating 4 producers in 4 
quadrants of the city. 

  
The project: 

• 21 Streets project is a city wide, community led programme that has three strands 
1. Enabling and encouraging community-based incentives that are community created and 

endorsed by CoC. This has three different levels: 
a. "Hyper local" - these are projects that responds to a particular community need 

or challenge. It is also an opportunity to "supersize" community events already in 
place. 

b. "Sub-regional" - these projects may not focus on one particular group but are 
area based. 

c. "City-Wide" - Projects that effect the city as a whole (schools, libraries). 
2. "Local Leadership" - an upskilling programme designed to develop existing community 

leaders and upskill them to "think big" and to look beyond their own community 
barriers, i.e., Peer learning and national/international contacts.  

3. Exploring Methodologies of co-creation with communities - Testing and trying out what 
works well when encouraging community led projects as part of a wider programme.  

a. As part of this they are working with "64 million artists" around the ideas of co-
creation and cultural democracy.  

  
Funding 

• This project is funded by the National Lottery Community fund.  
  
Timing:  

• Phase 1 - March 2020 - March 2021. 
• Phase 2 - April 2021 - April 2022 and further. 

  
• Phase 1 will focus on testing community led project models and collect ideas for the 

larger project in Phase 2 
  

• Phase 2 will be a wider roll out of community-based projects/initiatives based on the 
learning from Phase 1.  

  
Stakeholders: 

• Council members, Schools, Libraries, Community Centres, Faith groups. Focus will be on 
enhancing existing networks and provide connections. 

  
Monitoring and Evaluation 
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• Will be delivered alongside theory of change model.  
  

• Civic Pride as the focus of my study - i will be focussed on the projects that are designed 
to engage the public in cultural activity (alongside logic model). WHO is being engaged 
with should be the focus. 

  
• The project has a steering group, and a "critical friends" group that inform the project. It 

might be interesting to get a couple of people's perspective on leading a community-
based project whilst not being in a position of "conventional" influence via a funded 
organisation. 

  
 Producing model: 

• There are 5 producers working on this project. Ana as the Lead, plus the 4 regional 
collaborative city team producers.  

• Whilst each of these producers have a geographical focus, they also have a strategic 
focus based on the relationships with organisations. One might be schools focussed, one 
might be library focussed etc, and they are responsible for keeping that relationship 
going, and be the "expert" on that engagement. 

It is important to learn from failure in phase 1 (if there is any). Q: What does failure look 
like to CoC? 

  
ACTIONS: 
CI to prepare a 2-page proposal that explains my project and how it fits in with the COC logic 
model broadly and how it responds directly to the 21 Streets programme.  
  
Sampling reflections: 
  
Inevitably sampling will be project based as its not "21 streets" as in 21 actual streets but 
Community based projects throughout the city. 
  
Steering group/Critical Friends would be a good place to start.  
  
I need specifics for what groups are being interacted with, start with "test" projects.  
  
Schools are not appropriate as ethics state that participants need to be over 18. Focus on 
locality, the "hyper-local". 
  
Uninterested parties in the local community might be interesting to compare? 
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Appendix 8: Performance Introductory speech 
 
Good evening all and welcome to this evening’s performance of Love Coventry 
& Its people, an Evaluative Performance. Before I go any further, I must inform 
you that there will not be a test of the fire alarm tonight, so upon hearing an 
alarm, please exit the building via the door you came in through or follow the 
green fire exit signs towards an alternative exit if that door is blocked. The 
muster point is across the road on the pathway and is signposted. Please do 
not return to the building until a fire officer or other university official declares it 
is safe to do so. Also, the evening is being filmed and recorded for research 
purposes. Please can you fill out the consent form that I have placed on your 
chair and hand it to me at the end with your filming and contribution preferences 
clearly marked. I also ask that no other filming or photography takes place 
during the performance. 
 
Now that is out of the way, welcome! Tonight’s performance is the culmination 
of two and a half years work as part of my PhD that investigates headphone 
verbatim and its ability to act as an evaluation method when reviewing projects 
that are designed to affect social change, such as Coventry UK City of Culture 
2021. For those who don’t know, headphone verbatim is a theatre performance 
technique that uses real people’s words in performance, however, instead of the 
actors learning a script, they hear it through headphones and try to repeat it in 
the moment as exactly as possible, including any stammer, pause and 
repetition.  
 
Throughout the last year I have interviewed Coventry residents who have been 
involved in the City of Culture Love Coventry programme (previously known as 
21 Streets of Culture), to see if their involvement has caused a shift in civic 
pride, i.e., how proud they are to live and work in Coventry. These interviews 
took place before the City of Culture year began in March-April 2021, and then 
later in September 2021 for comparison. The performance this evening is a 
collection of edited sections of these interviews that have been placed 
alongside one another to create a juxtaposed spectrum of opinion. 
 
Given the challenges I encountered with casting the show, some of the 
research participants represented this evening are not of the same gender or 
ethnicity as the actor who are playing them. Specifically, Bella, who will be 
playing male voices, give us a wave Bella. 
 
Tonight, I encourage you as audience members to please consider and reflect 
on this performance as a piece of research evaluation rather than a piece of 
entertainment. But still, I do hope you enjoy the show. Thank you. 
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Appendix 9: Stage plan for Love Coventry and its People, an Evaluative 
performance 
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Appendix 10: Question Schedule for Post-Show Discussion 
 
Post Show Discussion Questions: 

1. What are your initial thoughts or reflections after watching this 

performance, if any?  

What I want to focus on: The audiences experience of the mode of performance 
and how it differs from other modes. Headphone Verbatim as Eval Method, 
were you aware that you were watching an evaluation in a consistent manner? 
Did that detract from being able to be focussed on the opinions raised? What 
was your experience of that? Then content (i.e., what was spoken, was a 
consensus of opinion made or not?). 
 

2. Did you get an insight in to how some of Coventry’s residents have 

responded to City of Culture? What stood out for you? 

 
3. From watching this performance, was there evidence that civic pride 

amongst the participants shifted in the time between the first and second 

half? 

a. IF YES, why? 

Follow up: If they mention CoC then what in particular? If not CoC, why not 
mention CoC? Was the shift evidently because of their involvement in City of 
Culture or for other reasons?  

b. IF NO, why? 

 
4. From observing this performance, do you think that a performance like 

this could be an effective way of making observations surrounding the 

effect a CoC year can have on its population?  

a. If so, what did you find effective? 

b. If not, why? 

 
Questioning Phrases: 
‘That’s interesting, would anyone else like to add to that?’ 
‘Could you expand on that?’ 
‘Why do you feel that way?’ 
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Appendix 11: Participant Information Sheet  
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Appendix 12: Post-Show Discussion Participation Information Sheet 
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Appendix 13: Actor Non-Disclosure Agreement 
 

 
 

This item has been removed due to third party 
copyright. The unabridged version of the thesis 

can be viewed at the Lanchester library, Coventry 
University
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Appendix 14: Participant Consent Form  
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Appendix 15: Post-Show Discussion Informed Consent Form 
 




