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INTRODUZIONE
Il progetto MedArt è stato ideato nel 2015 dalla compagnia teatrale slovacca, Divadlo bez 
Domova (DBD), coordinatrice del progetto, ed è nato dal desiderio di esaminare la propria 
pratica teatrale, di guardare al lavoro svolto in passato e analizzarlo. Da questa  prima 
analisi la compagnia aveva concluso che era sicuramente più facile svolgere e mettere in 
pratica il proprio approccio teatrale piuttosto che spiegarlo, ma allo stesso tempo voleva 
anche condividere la sua pratica teatrale e imparare da altre organizzazioni che lavoravano 
nello stesso campo e con i loro stessi obiettivi: utilizzare il teatro come un mezzo per rendere 
partecipi all’interno della società adulti socialmente svantaggiati, al fine di aumentarne le 
abilità personali e sociali e migliorare le loro possibilità di occupazione.

DBD ha contattato diversi partner provenienti da tutta Europa che condividono questo 
obiettivo come base del loro lavoro e che utilizzano il teatro come strumento per ottenere 
un cambiamento positivo nelle persone vulnerabili, attraverso l’utilizzo di un ampio spettro 
di diversi approcci e metodologie. Il progetto MedArt è stato formulato per creare uno 
spazio in cui le diverse compagnie teatrali e organizzazioni potessero sviluppare progetti 
all’interno del proprio contesto nazionale e poi interagire, condividendo così la propria 
pratica teatrale e imparare l’uno dall’altro.

Il processo alla base del progetto MedArt è consistito in una serie di incontri nei paesi 
partner e in uno scambio di pratiche di una settimana con lo staff di tutte le organizzazioni 
per condividere le loro “metodologie”: le buone pratiche, i giochi, gli esercizi, i diversi 
approcci, tutti basati sul lavoro quotidiano di ogni organizzazione e dei gruppi con cui le 
organizzazioni partner lavorano. Gli incontri si sono svolti in Polonia, Spagna, Slovenia, 
Slovacchia e Sicilia.

Questi scambi e il dialogo continuo fra i partner hanno costituito la base per la creazione della 
presente “guida metodologica” on-line che ha raccolto questi diversi approcci e pratiche, 
con lo scopo di diffondere l’apprendimento congiunto del partenariato in tutta Europa, 
condividendolo con compagnie teatrali di comunità, insegnanti, educatori, formatori, 
dramma terapeuti, operatori sociali, studenti, scuole, università, istituzioni, ONG.

L’obiettivo principale della presente guida è quello di contribuire a sviluppare e ampliare 
le competenze degli educatori che lavorano con gruppi di adulti svantaggiati e vulnerabili. 
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Sviluppando queste competenze e conoscenze, gli educatori potranno introdurre nel proprio 
lavoro idee, strategie e pratiche nuove ed efficaci, incoraggiandoli così a sviluppare una 
propria pratica teatrale.

Sette dei partner MedArt  svolgono attività utilizzando il teatro di comunità in diversi paesi e 
in altrettanto diversi contesti, indirizzando questa pratica  a persone con una ampia gamma 
di problematiche:

acta community theatreUK - lavora con i giovani ed adulti vulnerabili.

Asociacion Acunagua, Isole Canarie, Spagna - lavora con donne detenute e giovani.

CSC Danilo Dolci, Sicilia, Italia - offre diverse opportunità e attività educative  ai rifugiati, ai 
giovani con poche opportunità e agli adulti.

Divadlo bez domova, Slovacchia - lavora con i senzatetto, i disabili, le persone con disabilità 
mentali, ex detenuti e altri gruppi in difficoltà.

Drustvo ProSoc, Slovenia – svolge attività teatrali con diversi gruppi di persone escluse e 
vulnerabili.

Magyar Vöröskereszt Budapest Fővárosi Szervezet AHA Színpada, Budapest, Ungheria – 
organizza attività teatrali con i senzatetto, ex senzatetto e adulti vulnerabili.

Teatr Grodzki – svolge attività teatrali con disabili, persone sorde e soggetti svantaggiati a 
Bielsko-Biala, in Polonia.
L’ottavo partner - Hogeschool Rotterdam, Paesi Bassi - è stato responsabile della valutazione 
del progetto e della creazione di un quadro di riferimento teorico per la guida metodologica.

La cooperazione e il lavorare insieme hanno permesso ai partner di ottenere tantissimo, 
non solo scoprendo e assimilando il lavoro degli altri partner, ma anche ricevendo  una 
nuova visione della propria pratica teatrale attraverso i feedback degli altri. Durante lo 
svolgimento del progetto, i partner hanno iniziato a utilizzare elementi ed approcci tra di 
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loro: esercizi, giochi, tecniche. I partner hanno anche cercato di trovare una terminologia 
condivisa: i nostri operatori sono “artisti”, “facilitatori”, “artisti facilitatori”, “formatori” 
oppure “operatori teatrali”? E cosa dobbiamo esattamente definire per “metodologia”?

Il processo di lavoro attraverso questo labirinto ideologico e semantico è stato spesso 
difficile, ma alla fine ha portato grandi risultati in termini di apprendimento condiviso.
Il processo biennale di condivisione del lavoro ha evidenziato che i partner condividono 
molti obiettivi comuni; soprattutto, il desiderio fondamentale di innescare un cambiamento 
positivo nella vita di persone vulnerabili ed emarginate oltre ad una fervida passione nella 
potenza del teatro come efficace strumento per consentire tali cambiamenti positivi.

Il teatro è, dopo tutto, il racconto di storie e, attraverso la pratica del teatro di comunità  dei 
partner, le persone vulnerabili sono incoraggiate e hanno la possibilità di raccontare le loro 
storie, di esprimere le loro speranze e i loro sogni, di connettersi e comunicare con l’intera 
comunità a cui appartengono, di mostrare a pieno diritto la propria individualità e il proprio 
valore in quanto persone.

Inoltre, svolgere attività teatrali secondo questo approccio ha anche vantaggi nello sviluppo 
delle competenze sociali e interpersonali quali: la fiducia in se stessi; la cooperazione e 
la comunicazione; saper presentare le proprie idee,  ascoltare e discutere,  sfruttare la 
propria creatività,  lavorare con gli altri per ottenere un obiettivo comune, avere successo 
e celebrare quel successo. Queste sono le competenze essenziali di cui la gente ha bisogno 
nella propria vita, per mantenere e sviluppare le proprie reti sociali e le competenze che i 
datori di lavoro cercano nei dipendenti.

Infine, tutti i partner credono nell’importanza dell’apprendimento permanente. 
L’apprendimento non dovrebbe essere limitato ai pochi anni dell’infanzia, ma è qualcosa 
che tutti dovrebbero perseguire per tutta la vita. Tuttavia, spesso le persone svantaggiate, 
quelle ai margini della società, hanno difficoltà ad impegnarsi con l’istruzione in una fase 
avanzata della loro vita. Per molti, la loro esperienza educativa da bambino è un’esperienza 
fallimentare; tutto quello che hanno imparato è che è difficile per loro avere successo nei 
sistemi educativi formali.
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Tutti noi impegnati in MedArt crediamo che l’offerta di educazione informale, attraverso il 
teatro e le arti correlate, è un modo per “impegnare” le persone che si sono “disimpegnate” 
dal processo educativo; è un modo per stimolare e sviluppare la loro energia, creatività 
e potenzialità non utilizzate, e metterle a disposizione della comunità. Tuttavia, anche 
se condividiamo tutte queste convinzioni e obiettivi comuni, il modo in cui cerchiamo di 
raggiungere questi obiettivi è ampio; un insieme di pratiche che sono diverse, innovative, 
spesso sorprendenti, approcci che hanno avuto una nuova veste; talvolta familiari, a volte 
nuove idee sviluppate dalla necessità. È questa ricchezza di pratiche che durante il progetto 
abbiamo scoperto tra di noi. Come risultato abbiamo cominciato a usare le idee degli altri 
per arricchire la nostra pratica, imparando così che gli esercizi creati per lavorare in un dato 
contesto sono facilmente applicabili ad un altro.

Il linguaggio del teatro - e soprattutto del teatro di comunità - è universale. Attraverso 
questa guida desideriamo condividere la ricchezza e l’adattabilità dei nostri metodi. La guida 
è costruita in sezioni, in cui ogni partner descrive la propria compagnia/organizzazione e 
contesto, prima di specificare alcuni degli approcci che utilizziamo nel nostro lavoro, dando 
solo un assaggio delle diverse metodologie che ogni partner utilizza.

Non è definitiva, e non stiamo cercando di dire che questi sono gli unici o i migliori modi 
di lavorare. Può essere utile considerarla come un “campionario”, una serie di approcci e 
casi studio.

In qualsiasi modo vogliate pensarli, riteniamo che sia possibile utilizzare questi esercizi, 
giochi e metodi in un’ampia gamma di situazioni e perciò vi incoraggiamo ad utilizzarli 
come volete - copiando, adattando, inventando, creando, mescolando e confrontandoli 
con i vostri approcci. La nostra sincera speranza è che questa guida vi aiuti a sviluppare le 
vostre ricche ed efficaci metodologie in modo che funzionino nel vostro contesto lavorativo.

Buona fortuna per il vostro viaggio.

I partner del progetto MedArt
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acta Community Theatre
acta community theatre is a Bristol-based educational arts organisation, founded 
in 1985, which engages  the most vulnerable members of society in the creation 
and performance of original and relevant theatre.  We create a space for them to 
have a voice, increase their self-worth, confidence and self-esteem and improve 
their opportunities for employment, education and integration into society. For 
the past 30 years acta have worked with and created strong partnerships with a 
variety of statutory and non-statutory organisations and engaged people without 
privilege, who are not connected to the cultural life of Bristol. acta operates at 
a local, national and international level, and is interested in sharing the work of 
community theatre with a range of partners in educational, social, academic and 
artistic areas of practice. acta creates around a minimum of ten new plays in 
every year, using a devising method which enables participants to use their own 
experiences and imaginations to create theatre which reflects and celebrates their 
lives, and is relevant to the wider community. acta believes that this not only 
benefits the participants, but enriches and energises theatre with new ideas and 
cultural influences.
acta has a range of funders; Arts Council England, Bristol City Council, EU, Big 
Lottery Fund, Heritage Lottery Fund, and many charitable trusts, including The 
Wellcome Trust, Singer Foundation.

Targets: acta’s policy is to engage with the most vulnerable, isolated and disadvantaged 
people in society, including: isolated older people; migrants, refugees and asylum seekers; 
vulnerable young people; young carers; disabled people.
Key words: Participation; quality; ownership; theatre; sharing learning; partnership; 
community; friendship; caring; fun.
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Ownership of Creative Work
Why?
• To develop self-esteem, problem solving, creativity and self-confidence in the 

participants.
• To increase self-worth and to increase a participants belief in their own ability.
• To create theatre that is new, original and relevant to the participants and their 

audiences. 
• To develop group and social skills including: co-operative working, communication 

skills, encourage creative thinking and problem solving, building initiative and 
improving group dynamics.

What and how?
The creation of a group story that can be used to develop into a theatre piece. This 
method values all the participants say, all their ideas and creative thoughts.

For whom?
For anyone who wants to create an original story.
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Exercise: Julie Story

Goal To create a group story, that can be used to 
develop a theatre piece.

Space Safe space large enough for the group size. 
Equipment Flip chart and pens.
Number of participants 5+
Time Allow 2 hours, although this exercise can be 

continued over a number of workshops and 
work towards the creation of a performance.

Professional involvement The facilitator needs to have good people 
skills, an understanding of the group and their 
dynamics so that they can encourage quieter 
members to have some input and lead the story 
in an appropriate way.

Explanation of the exercise

Whole group sits in semicircle, facing a flip chart, or wall with large sheet of paper 
attached. Facilitator draws a stick person in the middle of the sheet of paper, and 
asks the group:

‘Who is this?’

The group names the character, with the Facilitator taking the first suggestion they 
hear.
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The Facilitator continues to ask questions, and notes/draws/writes the answers on 
the paper around the stick figure. Sample questions: 

• ‘Where do they live?’
• ‘Who do they live with? Who are their friends?’
• ‘What do they do every day?’
• ‘What do they love most in the world, what do they fear most in the world?’
• ‘What is their heart’s desire?’

The Facilitator can ask whatever question they like, and these can be about the 
main character, or subsidiary characters. The aim is to build a background to the 
story.
The Facilitator continues to the next level, by introducing a problem to be solved:
‘One day there is a real crisis, which creates a big problem. What has happened, is 
going to happen? How does it affect the life of the character, or their life?’

The Facilitator continues to write down group answers, building the story, and 
beginning to ask the group more definite questions, eg:

• ‘How would you dramatise that incident? – 
• ‘Who would be in that scene?’
• ‘Would the character talk to their best friend about this?’

From this stage of the process, the Facilitator starts to write a scenario – eg:

Scene one – the main character and their family at home. A letter arrives with bad 
news. The main character pretends there is no problem

Scene two – the main characters partner confides in a friend that the main 
character is behaving strangely etc
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By this stage, the whole group should be engaged in discussing the story, making 
suggestions, contributing ideas. When the scenario is developed (although it 
doesn’t need to be finished), the Facilitator suggests that the scenes are improvised 
by group members, to see how the story could be turned into performance. The 
scenes are then discussed, more scenes are created, the scenario is developed, 
completed, and can be performed.
This process is a good way of building a performance with a group. The story can 
be broken into scenes which group members can create in smaller teams away 
from the main group, then sharing with each other.

Variations:
A theme or issue or moral can be decided on before the beginning of the story to 
lead it in a desired direction.
It can be used to develop a single characters background, rather than a whole 
story.

Risks:
Group members using known people or stories.
The story being led by overpowering members of the group.
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Making connections
Developing a sense of belonging for participants within their group.

Why?
• To break down barriers.
• To encourage participants to get to know each other
• To create a safe environment.
• To encourage sharing.
• To promote mutual understanding and acceptance between participants. 
• To encourage friendship, and a sense of belonging.

What and how?
Working with people from different backgrounds and cultures, this method can 
bring the group together, create cohesion.

Whom?
All ages and abilities as long as they are able to communicate with each other.
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Three Things In Common

Goal To get to know each other, break barriers, find 
things in common and develop friendships.

Space A space big enough for the group size and one 
the participants feel safe to share in.

Group Size 2 – 20.

Time 10 – 20 minutes depending on the size of the 
group.

Professional involvement Facilitator to introduce and monitor the exercise 
and set a time limit.

Explanation of the exercise
The facilitator asks the group to turn to the person next to them in the circle, 
ideally someone they don’t know well; breaking up friendship groups if necessary. 
Once in pairs they are asked to find three things that they have in common with 
each other.
Once this has been achieved, the couples then share these three things with the 
whole group.

Variations: Finding five things in common. If the group know each other well, 
encourage the pairs to find things that no one else knows about them.
Rather than just telling the rest of the group the three things, they can present 
them physically, in stills or short scenes.
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The Gentle Approach
Why?
• To create a safe and supportive environment for vulnerable participants.
• To enable participants to feel confident enough to share and be creative in a 

secure environment.
• To enable participants to feel part of something, foster a sense of belonging.

What and how?
By listening to and respecting people’s needs, insecurities and anxieties.
By removing pressure and creating a sense of warmth and safety.

Whom?
Age 8 upwards to any age, background and ability.
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Exercise: Impro wheel

Goal
Generate ideas and characters for devising. To 
develop verbal improvisation skills in a non-
threatening environment.

Space
A safe environment where no one is watching 
which is big enough to create a circle for the 
group’s size.

Number of participants 10 – 30.

Time 15 – 30 minutes for whole exercise, 15 - 30 
seconds per first line.

Professional Involvement Facilitator to give instructions, set time limits and 
give first lines.

Explanation of the exercise
Ask the group to stand in a circle, then go round labelling each person A then B.
Then ask all the A’s to take two steps forward and then turn around and reposition 
themselves so they are facing a B, thus forming two circles, inner and outer.
A first line is then given to those in the inner circle – the  ‘’s eg. “I’ve got some good 
news and some bad news.” The facilitator cues everyone in the inner circle, the A’s, 
to say this line at the same time,  and the B’s respond instantly, improvising with 
the person facing them. Everyone continues to improvise at the same time until the 
facilitator says to stop. This will be after approximately 20 seconds.

The outside circle, the B’s, are asked to move one person to their left while the A’s 
stand still, so that everyone is now facing a new partner. A new first line is then 
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given to the B’s, and a new improvisation begins. 

The process repeats and continues, until all the A’s have worked with all the B’s, or 
for as many times as the facilitator feels is appropriate.

Variations
Pairs can then be asked to share some of the improvised conversations to the rest 
of the group.

Instead of standing in a circle pairs of chairs can be set around the space and A’s 
can move around to a new chair and B’s stay still, again enabling the participants 
to work with each other.

Props or items of costume or settings can be used instead of first lines.

Risks
If participants get very involved in their improvisation they may not hear the 
facilitator asking them to stop.
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Joint Vision
Why?
• To develop co-operation, stimulate imagination and creativity.
• To stimulate ideas as part of a devising process.
• To create a sense of acceptance and ownership of the creative work.
• To develop cooperation and team building skills.

What and how?
Working together using imagination and creativity, to create a group stimulus for 
the devising process.

Whom?
Most ages, abilities and backgrounds.
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Exercise: I am a tree

Goal To work together using imagination to 
physically create a group picture.

Space A safe environment big enough for the size of 
the group.

Number of participants 7 – 30.

Time 5 – 20 minutes, each picture approximately a 
minute.

Professional Involvement Facilitator needs to lead and explain the exercise 
and steer it to keep it moving and appropriate.

Explanation of the exercise

All the participants sit in a circle. The facilitator then explains the method of playing, 
often using an example to help explain.
The facilitator stands in the circle and says “I am a tree,” and creates the shape 
physically of a tree. The facilitator then asks for a participant to join their tree 
creating something physically that could be part of a picture with a tree in it, eg. A 
man sleeping in the shade of the tree. The facilitator again asks for a third person 
to join this picture creating something physically, eg. An apple about to fall on the 
man’s head.
The facilitator then asks one of the other’s to stay in position and for one person 
to come up and join that person to create a new picture, eg. the man is asked to 
stay and another person comes up and is the sun shining down on the man. A 
third person is asked to come up and join the picture. Then the first person from 
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the picture, in this example the man, then chooses who stays and another picture 
is then created, with two new participants stepping in in turn. 
The facilitator can restart with a new theme if the group get stuck on a theme and 
it doesn’t move forward or is getting too far removed from useful material.
The facilitator can encourage more hesitant participants to have a go or help them 
think of ideas.
The process can be repeated until all participants have had a go or numerous goes.

Variations: The facilitator can ask a participant to give the frozen picture a name.
More than three participants can make the picture, 5 or 6 at a time.
The facilitator can ask one participant to tell a story that the frozen picture evokes.

Risks: Participants struggling with ideas or proposing inappropriate images. 
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Acunagua
Asociación Acunagua  was created in 2009 in the Canary Island, Lanzarote thanks 
to a group of volunteers with a need to activate the island population and to help 
them connect with their own needs, roots and culture. The main goal is to promote 
intercultural understanding on the island, sustain intergenerational dialogue and 
raise public awareness of their own environment of the Canary Island. 

The focus in the activities is pointed on following aims- Non formal education, 
contributing to the personal development of local people, the use of sound, theatre, 
dance, storytelling and other artistic and therapeutic methods, specially drama 
therapy, art therapy, work with senses, promoting the intercultural understanding 
throughout the activities of Acunagua organization, connect the local population of 
the island with continental Europe and combat the cultural isolation. 

Acunagua association, (which means: cradle in the middle of the sea), serves as 
a platform for organizing various activities depending on the interests of each 
member. Young people and senior citizens are welcome to join our community and 
to develop projects in line with the aims of Acunagua.  

Since 2015 we are involved in international projects Erasmus+.

Target group: Common native population of the island, physically and mentally disables 
adults, women prisoners from local penitentiary centre.
Key words: Social inclusion, theatre, ritual, play, freedom of expression, movement, 
dance, body language, trust.

A C U N A G U A
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Ritual
The 1st method we would like to share with you is the RITUAL. The ritual has 
an important place in our sessions with imprisoned women and we are using it 
frequently during each theatrical session.

Our story
...Why did we start to use ritual in the prison? The prison is a place of too 
many obligatory unpleasant rituals, day after day, all day long. For our creative 
process we were looking for a private space where to appreciate and celebrate 
the presence of each participant and where to jump out of prison routine, iron 
rules and strict orders. To see and to be seen, to hear and to be heard, were our 
basic requirements and keystones in the relationship with the group. Our aim was 
to offer the participants the ritual, with the intention of providing a safe space 
with well-defined boundaries to support their concentration and bring them to be 
present, here and now, be sensitive, to see and hear themselves and others. 

What is the ritual?
The ritual is a specific action, a celebration held in the group (“specific” as opposed 
to an “everyday common” action). It is a kind of activity celebrated strictly in 
a well- defined space, exempt from everyday life. The ritual impacts on deep 
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consciousness levels in order to create changes hardly accomplishable by rational 
dealing. 

Usually we use it at the beginning and end of the session. It is a short action 
generally conducted in a circle with all present participants. The ritual is guided by 
a facilitator who explains beforehand the course of the action. The structure of a 
ritual can be fixed; it helps participants to feel more comfortable and safe inside 
the structure. 

Why use ritual?
If you are looking for action which helps you to create cohesion in the group, to 
“seduce” a group for the next working process, to lead the group to a state of 
reflection, to bring participants to be more present and aware, or if you need to 
get more information about participants state of mind, we highly recommend you 
to start and/or to end the session with ritual. The ritual can help you to bring the 
group to a sense of unity and to a common understanding. It is a smart tool for 
mood-tuning.

Who is ritual for?
The ritual has its use in groups which meet in order to create, learn, share, etc. We 
found it useful with groups created by the homeless, prisoners, people with mental 
health issues, adults with addictions, abused women, etc. We choose the specific 
ritual according to the group we will be working with. The facilitator of the session 
can mark with the ritual several objectives to be met with the group.
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Welcoming Ritual

Goal of the exercise Create unity, be “here and now”, expression of 
feelings, balancing energy, developing empathy

Space Inside/outside but privacy is necessary
Number of participants No limits
Time Around 10-15 minutes
Professional’s 
involvement necessary

General knowledge about group leading required.

Props Candle and matches

Explanation of the exercise
The guide invites all participants to sit/stand in a circle. The shape of circle or 
oval is very important for the ritual because of space borders. The borders are 
creating a sacred space.  

We can take some time for the group to calm down and to be aware. The guide 
welcomes the group, they invite the participants to engage in eye-to-eye contact 
with others, to just observe each other’s faces, the different moods and energy 
levels present in others. This is the phase of mutual connection in the group.
Then the guide lights a candle in the center of the circle, leaves it there and 
goes back to their place. We invite the group to take three deep breaths together 
while we look at the candle´s flame. After that they say: “Today I feel...” and 
with a word or simple sentence they describes their emotional state. With a clear 
gesture they passes the turn to the participant sitting next to them who in turn 
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also repeats: “Today I feel...” adding their own feeling. The turn is passed again 
until all participants have shared. At the end the guide thanks all participants for 
their ability to share and they bring awareness to the fact that within a group we 
don’t necessarily share emotional states. The guide then wishes that the group will 
have a good session and invites someone from the group to keep the lit candle in 
a safe place until the end of the session where we may have some time and space 
for an ending ritual.

Variations: Instead of using the phrase “I feel ...” you can use a nonverbal way, a 
movement to express themselves, in order that everyone gets up and “speaks” for 
a few seconds with their body. Instead of “passing the turn” with a gesture you can 
use another natural element as a special stone bowl with water, pens or anything 
that inspires us. The objects can be passed from hand to hand. The presence of 
the ritual object is not mandatory. Instead of using a sentence you can use a non 
-verbal form as the means to convey the emotion.    

Note: There may be participants that the first few times resist the ritual structure 
of not wanting to share, talk, express or be seen, it’s not a problem. I recommend 
seeing this participant as a person whose silence or rejection also belongs amongst 
the forms of expression. I also recommend not highlighting their different way to 
communicate but to give them time. I advise that the ritual has a rigid structure 
and is not recommended to convert the phrase “I feel ...” in a long monologue or 
space to tell the order of the day. I definitely want to support creativity and fantasy 
of the guide of the group, the ritual can take many forms while respecting its rigid 
structure. This is one of many examples that can serve as inspiration.
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Symbol Work
The 2nd method we would like to share with you is SYMBOL WORK. Symbol work 
is key in our sessions with imprisoned women and we are using it frequently 
during each theatrical session. It is one of the most favourite methods among our 
participants. Attractive pictures and rich rainbow of images offer a wide range of 
safely manifestation and expression.

Our story
...Why did we start to use symbol work in the prison? The work with women in 
prison is very demanding. The prison environment creates many tensions between 
them. The prisoners can neither release nor get relief from their emotional burdens. 
They inevitably develop a level of emotional defense; they wear armour protecting 
themselves from all sorts of possible fears connected to their precarious situation. 
Fear of being vulnerable and therefore of being hurt does not allow them neither 
to be in touch with, to see, or understand the nature of that inner conflict, the true 
causes of their situation. Change is possible only when looking into, accepting and 
integrating their deep emotions but the prison does not offer them a safe space 
where you can start the process mentioned. The symbol work slowly helps us 
come in touch with them, but the biggest value is the fact that they slowly come 
in touch with their own hidden needs and desires through the process of making 
them conscious.
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What is symbol work?
Individual or group processes where symbols help get the information from 
the participants subconscious and trapped emotions and thoughts. It can be 
performed with more or less recognized symbols (objects, Dixit cards, tarot cards, 
Goddesses cards, pictures etc). Working with symbols allows the verbalization of 
the subconscious thoughts and emotions, to see them and accept them, and to 
transform them into conscious ones. Once accepted, you can begin the process of 
change.

Why use symbol work?
This method offers us the following benefits:

• Help raise awareness of subconscious processes
• Offers a safe space to see and be seen
• Invites you to express one’s self verbally but can also offer space for non-verbal 

communication
• Develops fantasy and imagination
• Creates unity and intimacy within the group
• Provides space and dynamics for sharing
• Trains the ability to formulate and argue
• Trains the ability to focus

Who is symbol work for?
For groups that meet regularly in order to create, learn, share, etc. We find it useful 
with different groups, the homeless, prisoners, adults with addictions, abused 
women, etc. It’s use is not recommended for people with learning difficulties.
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Play with cards

Goal of the exercise The expression of feelings/desires & needs, 
empathy development, furthering acquaintances, 
creating unity, be “here and now”, promoting 
mindfulness

Space Inside / outside but privacy necessary
Number of participants No limits
Time Around 15 minutes
Professionals’ 
Involvement necessary

General knowledge about group leading required.

Props Tarot cards or DIXIT cards, rich variety of 
different pictures (you can simply cut it from 
newspapers), cards of Goddesses (you can 
produce them by yourself)

Explanation of the exercise
The guide invites all participants to sit in the circle. Inside the circle is a small circle 
created by the cards placed with the image up. The symbols are clearly visible. 

The guide invites participants to choose one of the cards for example using the 
question:

“How are you today?” - “Find the corresponding card.” or “What it is the most 
important experience for you since we met last time?” - “Find the corresponding 
card.”
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The guide invites participants to share their cards one by one in the circle.

Variations: The procedure is the same with an important difference. The cards 
are placed randomly, the symbol is not seen. Each participant is invited to choose a 
card without seeing the image intuitively. In this case it is not necessary to put any 
questions. The guide can simply say: “Choose a message for you.” The difference 
in this way of working is that participants are opening up to the new and unknown. 

Also in this case the symbol is the key to the door of their unconscious. (I would 
suggest before doing or choosing to do this exercise, it is important to do some 
kind of short centering exercise that works with the group). It is very important to 
note that for this variation the design of cards is appropriately chosen. Depending 
on the group you are working with, we strongly recommend you to use cards 
with exclusively positive messages, such as ‘Goddesses’ cards for example. Using 
for example tarot cards or any other images with more complicated or negative 
images may have harming effects for some participants in specific situations and 
life conditions. 

Note: In our experience the symbols are beloved and requested by participants. 
With the cards they can also play, investigate their peers, tell stories, and create 
small theatrical scenes. The important thing is that the guide needs not remain 
confined within the description of this example. It may happen that some 
participants resist the sharing process. If nothing happens, give them time. The 
symbol speaks for them. When you are working with random cards where the 
symbol is not seen, sometimes it happens that some participants want to return 
a chosen card or change it. It is advisable to invite them to look properly at the 
rejected card or invite them to take a second card as a help to better understand 
the first one. The participants often ask the guide about the interpretation of the 
meaning of the card. It is recommended that the guide does not interfere with their 
interpretation as that could not only cause confusion but also block the expression 
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of the subconscious mind. Instead we may try strengthening the capacity of the 
participants for interpreting the symbol.
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Manual Art Work - T-Shirt Making
Born during our theatrical sessions, we have created a slightly different approach, 
using manual action. It has a very important place in our contact with women 
prisoners - Manual Art Work-T-Shirt Making. Continue reading our story.

Our story
... Why it is important for us to share this method? Starting with theatrical sessions 
with women in the prison, our first idea was to prepare a theatre show inside the 
prison for people from the outside, community members, students, and families 
of the prisoners. For legal reasons it was not possible. Our second idea was to 
perform to other prisoners inside of the jail, mostly for male prisoners because the 
women section is too small. But as we went deeper into the process of creation 
we were confronted by barriers. Our actresses didn’t feel comfortable to follow 
the proposed goal, to act in front of other prisoners or prison guardians, they 
were feeling vulnerable and exposed. It is important to mention that prisoners 
very strictly protect their privacy. There are many prejudices towards revealing 
your inner most thoughts. By other words, “less you know about me, better for 
both of us”. The prisoners consider one of the most important facts is to protect 
themselves by wearing a “thick coat”. As a “thick coat” represents their silence, 
unwillingness of sharing, shallowness of communication. Especially for this reason, 
we designed some safe and encouraging ways of communication and interaction 
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between prisoner and the rest of society,  as we were not able to create a theatre 
show at the moment.

How to connect imprisoned people and society while serving a sentence?
Here are some of the most important and urgent reasons of “prison reality” calling 
for change. The prisoners are aware of their guilt nevertheless they mention the 
following facts. 

• “The way of serving the sentence is a pure waste of time. No activities, no 
work, just counting long hours of every day”.

• “I am aware of my misconduct, but doing nothing I feel like I’m wasting the 
time.”

• “There is no effectiveness in serving the sentence. Here you can learn just 
plenty of bad habits.”

• “I need to study, to work or to interact. Doing nothing makes me crazy.”
• “The worst punishment is when they exclude me from all activities. Thinking 

and reflecting about my past makes me feel desperate and depressed.” 

For this reason we established activities with the following main goals:

• meaningful use of time
• practice of free expression 
• creation of communication with the exterior world
• practice of self-sustainability
• learning by doing 
• be profitable and conducive
• raising self-esteem 
• learn new printing methods (T-Shirts printing)
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How does it work?
In order to reach our goals we created the activity T-SHIRT MAKING inside the 
prison.
Secondary Goals Independent thinking and creating, co-working, 

developing sense of responsibility, creativity 
training

Space Bright room, privacy necessary
Number of participants No limit, but we recommend a small group max. 

10 participants in order to attend to all of them
Time Around 120 minutes
Professional’s 
involvement necessary

General knowledge about group leading and 
previous experience with painting technique.

Props Plain T-Shirts, colours for textile and brushes, 
different stamps, old newspapers and swabs, 
graver and lino (optional if you want to make 
linocut and create your own stamps), iron to fix 
the colours

Explanation of the exercise
The trainer invites participants to think about what would be the message they 
would like to share on the T-Shirt. As a whole group you can create small discussions 
about the topic and share their opinions. Each participant can express by words 
or painting. After that, each participant chooses one T-Shirt and starts to decorate 
it by using colours, words, stamps, printings. Usually all colours must be fixed by 
ironing at the end. To each t-shirt you can tag the name of the author.

In the case of prison workshops, the prisoners are completely excluded from the 
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next steps because they are not able to create direct contact with the exterior 
world. That’s why we, the trainers, are looking for opportunities (events, festivals, 
markets) to present our workshops and sale the T-Shirts for a voluntary contribution. 
Once the t-shirts are sold, we propose to our customers to shoot a short video 
addressed to a concrete prisoner. No customer is forced to do it, it is a completely 
voluntary action. In this is the way, we bring the feedback back to the prison. The 
prisoner can watch the video made by the customer, giving them feedback or just 
simply information about why they bought the T-Shirt. We are creating a double 
benefit: economical (money for t-shirts) and feedback (personal support). One 
part of the money is used to buy new materials and the other part to buy creative 
tools for the women prison section.

Note: We experienced that the biggest impact of this method for the prisoners is 
to receive video feedback and support of unknown people. This feedback creates 
a huge emotional reaction and support for people serving sentences. 
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Storytelling
Our story
„There is as many narrators in this world, as there are human beings”. This was 
our starting point in order to discover how many women narrators are among 
us in our theatrical sessions in the prison. Our aim was to wake up the “inner 
narrator” inside of all present women and to hear more about their feelings, stories 
they’ve heard, anecdotes, stories full of fantasy from the childhood, memories… 
We wanted to hear the voice of free women, women who stand on the other side 
of the bars. The prison is a place with a lack of intimacy and with untrustworthy 
relationships. Over the period of a few months we decided to create an intimate 
circle built on trust and respect; a space where to share individual experience 
through storytelling. Telling the stories was the path of liberation, catharsis and of 
connection with positive emotions inside of their stories. 

What is storytelling?
Storytelling is a powerful strategy which acts on emotional and cognitive levels. 
On the emotional level, the stories become a tool for life because they express 
situations, feelings, behaviours and conflicts of our existence. It leads us to new 
forms of knowledge and to realize that our own feelings are reflected in the 
characters of the narrated/read stories. This statement is valid from the point of 
view of the narrator and from the one who is receiving the story.
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Why use storytelling?
Telling our own stories, our memories, stories which are reconnecting us with 
archetypes and experiences, with ourselves, with the fact of who we really are 
and where we are coming from, all this guides us to the connection with our five 
senses. To remember and tell a story that we were told in childhood, a story that 
has been told to a child, an anecdote told to a beloved person, brings with it a 
torrent of emotions and feelings. This action makes it possible to travel in the 
magic world and space of fantasy where we are able to see, hear, taste, feel, and 
smell in the present time. We listen and we are heard.  Narrating a story allows us 
to be noticed, and at the same time allows us to hide behind it.

Who is storytelling for?
For groups that meet regularly or casually in order to create, learn, share, etc. We 
find it useful with different groups, the homeless, prisoners, adults with addictions, 
abused women, children, youth etc. It’s use is recommended also for people with 
learning difficulties.

Let your nose speak

Goal of the exercise

To encourage the ability to narrate a story, to 
create links between users through the sharing 
of a story, anecdotes or memories, links that 
generate trust between them. To build a capacity 
of self-presentation, teambuilding, activation of 
the senses.

Space Inside / outside but privacy necessary, the space 
can be lightly perfumed, preferable cozy place.
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Number of participants Max. 10 persons.
Time 1.30h

Props different fragrances (spices, essential oils, 
perfumes, plants, detergent, etc.)

Professional involvement It is recommended to have basic knowledge 
about storytelling and theatre.

Explanation of the exercise
The trainer starts the session telling any prepared story in order to involve 
participants in active listening. It can be his own story which has to do with the 
sense of smell. It can be a heard or invented story. After that he offers to the group 
different odour samples. It could be spices like cinnamon or curry, plants like rose 
or jasmine, or detergent which we use daily at home. 

It is interesting to have between 5 and 10 samples in order to make the offer more 
exciting. By testing different samples the smell detonates memories and emotions 
of the participants, bringing with them stories and fantasies. After the round of 
testing, the participants are invited to share their experience evoked by the smell. 
The trainer invites participants to narrate their own experience. “What has this 
smell reminded you of?” “Is there some concrete situation or story to share?” 
“What is your most powerful memory for you evoked by smelling for example 
cinnamon?” 
After sharing, the trainer can propose to choose one story which could be 
represented by participants in a theatrical way. 
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The functions of the facilitator during the workshop process:

• To detect where the difficulties are in expressing a story by the participants: 
their obstacles, their blockades.

• To detect the potential of the storytellers, encourage them to use records that 
are inherent in them.

• To create conditions and situation for narration.
• To offer resources and techniques of storytelling, theatrical stage techniques 

according to each story that allow to perfect it.
• The exercises of disinhibition, techniques for speaking in front of public through 

playful tools, laughter therapy.

Variations: As stimulators you can use food (sense of taste), pictures (sense of 
sight) etc.
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Red Cross, AHA Homeless Theatre Company, Hungary
The AHA Homeless Theatre Company was founded in the autumn of 2001, in the 
Homeless Shelter of Madridi Road, in Budapest, when one of the inhabitants of the 
shelter volunteered to play a part in the Christmas play of that year. Funded by the 
Hungarian Red Cross (Magyar Vöröskereszt Budapest Fővárosi Szervezete), the 
Company is based in the homeless shelter, which immediately provides space for the 
theatrical work and a community in an institutional frame, as the active presence of 
social workers and that of many other professional helpers is indispensable for the 
work. Since that autumn, the Company has grown. It focuses mainly on homeless 
people, but wishes to involve different groups of society as well.

The Company has already worked with both children and adults coming from 
normal family circumstances, with children who live under state care and also 
with professional actors. Today, the Company is renowned both nationally and 
internationally. It has appeared at several festivals, fundraisers, and has taken part 
in a number of Hungarian and European projects. It offers a quality leisure time for 
homeless people, but in addition to that, the AHA Theatre Company aims to enable 
an interactive artistic communication between homeless people and the society 
using theatre as a method. Over the past 15 years, more than 40 percent of its 
actors managed to reintegrate into society, with the help of a world where art and 
help intertwine. The aim of the Company is to be an independent organisation and 
to make this sort of theatrical technique acknowledged in Hungary.

Keywords: homeless people, indirect helping method, SPBOH, reintegration.

MAGYAR VÖRÖSKERESZT 
BUDAPEST FŐVÁROSI SZERVEZET
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Our theory
Our methodology is based on what we call indirect help through theatre. This 
means that by doing theatre, certain patterns (such as problem-solving, conflict-
management, ethical, or empathetic skills, etc.) become integrated implicitly into 
the participants’ everyday life. Furthermore, theatre gives the opportunity to give 
something to the audience. This is especially important to us, because we work 
mainly with homeless people – those members of the society who usually receive 
what other people give them. As it is important to follow up the actors’ development 
outside the rehearsal room (which is in the shelter), we call our method situated 
process-based and -oriented help (SPBOH). We use original plays and their written 
scripts for our work (never longer than 40 minutes), therefore, as opposed to 
other drama-therapies (sociodrama and psychodrama), the effects of this kind of 
theatrical work need more time – sometimes even years – to become visible. 
The figure below shows how our methodology is constructed. In this present 
guide, we are going to share our four main methods (the four columns of our 
Greek temple / modern theatre / arrow that points upwards) that help us achieve 
our main goal, which is the reintegration of homeless people. Our aim is – instead 
of offering a list of various activities and exercises – to present possible approaches 
to theatre for the homeless.
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Giving a Sense of Belonging
Goal thinking together in terms of group
Subgoals cooperation (opening up – acceptance), 

tolerance, empathy within the community
Target Groups homeless people, orphan children
How in order to make the members create one group 

and think together keeping the group’s interests 
and goals in mind, we have to work on the 
actors’ self-expression, discussion-dynamics and 
ways of interpretation

.

The Read-Through
It is usually the first rehearsal (or the first two or three rehearsals) that offers 
space and time to use this method.

Space Any room suitable for working with the 
community; the friendly atmosphere is what’s 
most important.
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Time 1-3 times. 2 hours approximately/rehearsal
Number of participants It depends on the play. The optimal number 

is 6-10 participants. If the number is higher, 
the group has to be divided into subgroups 
(according to the scenes).

Materials script (for everyone), paper-pen for taking notes
Description It starts with the introduction of the new play 

– it is read out loud by the director. After the 
presentation, the roles are distributed and the 
discussion begins. The actors form a circle and 
they talk about the scenario, their emotions 
that the play has evoked in them, the different 
personalities that they will embody, and also 
how they imagine the implementation of the 
play. During the discussion, they listen and react 
to each other. 

The performance is based on the director’s conception, as directing is not team-work. 
It is the nature of the play and the imagination of the director which determines 
it. Any diversion from the original conception is the result of a consensus between 
the director and the actor(s). The same should be applied for the future phases 
of the creation of the play. This is where our method is different from psycho- 
and sociodrama: it provides space for discussion and changes, but it is basically 
following a clear-cut line, accepted, followed and supported by the actor. According 
to our experience, in this situation the director should be an example, a pattern 
to follow, a strong and determined personality with artistic experience, and not an 
autocratic leader (even if it may seem so). This is very important, otherwise the 
play will be incoherent. 
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What are the results of this method?
The tension is eased, the actors’ questions are answered. The actors discover their 
inner conditions and their capability to learn, rehearse, act out, perform the play. 
These are the first, almost invisible steps towards self-confidence and self-esteem. 
With the introduction of actors from other groups, the actors make new friends 
and see new patterns for behaviour.
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Shaping personality
Goal To find one’s place in the community (in the 

society eventually)
Subgoals To experience new emotions, the feeling of 

integration, and different behaviour-patterns
Target Groups Homeless people
How By experimenting different ways of presenting 

one’s character (role)  
  

The Polishing Rehearsal

Space rehearsal room
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Time 2 hours/rehearsal

We do not have rehearsals regularly (that means 
at the same time each week), because we have 
to adapt to the actors’ daily schedule. This is 
relatively easy, because most of our actors live 
in the shelter. We also have to keep in mind that 
the actor cannot lose their job because of the 
rehearsal, so we do our best to find hours that 
are suitable for every member of the group. 
We need to have priorities: job – income – 
community – acting.

Number of participants 10-12
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Materials The written script is not needed anymore. As 
for other materials (sets), as the play develops, 
they are more and more needed. The use of 
materials is part of a learning process, which 
helps focus the actor’s attention and enables 
them to become more expressive. With the 
use of materials, the actors’ concentrating and 
expressive skills develop. In case of people 
who use a small set of behaviour patterns, the 
appropriate use of materials is extremely useful. 
The actor can “hide” behind them, or can express 
feelings with their help (for example, the ocarina 
can symbolise death, while a doll may stand for 
birth).

Description With the constant assistance of the director, 
the actor slowly starts to create the (fictional, 
stage-) character both mentally and physically. 
During this work, both the director and the actor 
speak, reflect upon their own and each other’s 
performance and ask questions (What is such a 
person like? How does he behave? How does he 
move?). 
The other actors also pay attention to the other’s 
performance, comment, reflect upon their work, 
make suggestions (actors take turns). The 
discussion and the constant reflection help the 
actor polish the role and pay attention to the 
subtleties. 
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When more actors participate in a certain scene, 
their performance may change according to 
what response is given by another actor. 

It is very important for the director to contain 
the play, keep it within a strict frame and not 
let it flow. 

What are the results of this method?
In this phase, the actors’ problem-solving skills develop mostly. The characters 
which are embodied by the actors may change their attitude to different ways of 
behaviour implicitly. Features of a positive character may integrate into the actor’s 
own personality, while a negative character may raise their attention to patterns 
that should be avoided. Also, an interaction based on trust develops between 
the actors, which slowly appears in their everyday lives. Finally, as their interest 
in theatre increases, they become more active in other type of community work 
within the theatre group (helping the others learn the script, helping in the creation 
and repairing of the sets), and they start taking responsibility for each other (taking 
care of an ill fellow-actor, etc.).

What are the possible risks of this method?
1. The actor might have bad experiences from before, they might give up, get 

angry or emotional.        
Possible solution: The social worker may interfere, but it is best to let the 
person process their emotions and help them (with discussion and emotional 
assistance) after the rehearsal. 

2. According to our experiences over the past years, the actors’ mental capabilities 
and learning abilities and techniques vary greatly. Actors with better abilities learn 
the play (even the roles of other actors) much faster, while slower actors might 
have more problems with learning it. This might cause tension within the group.  
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Possible solution: With the constant presence of a social worker, the director 
must make it clear that theatre is teamwork where every actor has a role and it 
is not the individual achievements, but the common production which is most 
important – and where everybody is equally important.
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Building Bridges
Goal bringing different social groups together – on 

stage and in reality
Subgoals (re)integration, acceptance, tolerance
Target Groups different social groups, e. g.: homeless people-

professional actors; homeless people-orphan 
children; homeless people-people living in 
normal circumstances

How by creating one common production

The Final Rehearsal

Space the stage and backstage where the performance 
will take place

Time 2-4 hours
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Number of participants Everyone involved in the play. This time, the 
theatre group becomes temporarily larger, 
as a special volunteer group gets involved in 
the production (people preparing materials, 
controlling light and sound, organising 
transportation).

It is interesting to observe the relationship 
between actor and “helper”: it is a cooperative 
work, where there is no hierarchy.

Materials All materials needed for the performance 
(costumes, props, lights, sound) have to be 
present, this is the moment when they all find 
their final places, and the actors are already 
using them skilfully.
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Description Whether there is a possibility for the group 
to rehearse on the stage right before the 
performance or not, the director must inform 
the actors about everything that awaits them, in 
order to avoid surprises. It is equally important 
to provide space for everyone to share their 
ideas, and discuss and agree upon problems 
as a team. Also, the director is in charge of 
the whole performance, therefore, the actors 
become more and more aware of one another, 
and they need to rely on, help and look after 
each other.

This is a very important part of the rehearsing 
process, because this is the first time that the 
actor meets the audience - even if only a small 
number of people (other homeless people living 
in the shelter, friends, family). These meetings 
help to fight anxiety. Also, at the end of the 
final rehearsal, quite often the spectators may 
express their own opinion on the play, and a 
special dialogue between actor and audience 
takes place.

This is the phase when everything learned 
during the polishing rehearsal becomes visible.

What are the results of this method?
The actor starts to respect the work that they have done, and starts to take 
responsibility for their own creation.
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Homeless people often experience that their work or production is underestimated. 
As a result of the repeated deception, they consider their own work to be worthless. 
However, as the theatre group have common interests, during the common work, 
a common set of values will appear. This means that the production they create 
together becomes precious, and it will be theirs: they will take care of it. Protecting 
the production of the entire group means that the actors can feel both protective 
and protected.

During the final rehearsal, the actor is no longer a “written part” or an experimenting 
amateur, but a mature personality. The characteristics of the figure he or she 
embodies percolates imperceptibly in to the actor’s own personality. 

What are the possible risks of this method?

1. Impatience and anxiety because of the performance. This might affect 
the actor’s everyday life, but it might cause problems on the stage, too. 
In a stressful situation caused by anxiety, the actor might experience 
a mental block. This may not only manifest in making word errors or bad 
moves, but in a rigid state, where the actor is unable to communicate.  
Possible solution: During the rehearsals, many techniques, exercises should 
be practised (games of trust, prompts, etc), which can be used in such a 
situation: every actor must know that they can rely on their fellow actors. This 
is another way to form trust between the actors. 

2. As the performance gets closer, the actors get more and more 
nervous and impatient. On the one hand, this is because of the 
performance, on the other hand, it is because they have the desire to 
please. This might cause conflicts within the group.   

Possible solution: Individual and group discussions help to solve these conflicts. 
We have to assure the actor that they are indeed creating something precious, and 



64

that the performance is not a competition, as all actors have the same goal. 

We have to avoid the forming of smaller groups within the group, because these 
can  mean the end of the whole performance.
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Improving Social Sensitivity
Goal To change the society’s attitude towards and 

perception of homeless people
Subgoals To change stereotypes formed by the majority 

of the society via performances
Target Groups The wider community
How By showing the audience an unexpected but 

true picture (in a form of a performance) of 
homeless people

The Performance and its Afterlife: The Applause

Space it could be anywhere (classroom, hall, theatre, 
open-air stage, etc.)

Time 2,5 hours
Number of participants 6-30
Materials the sets needed for the performance
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Description We have arrived at the most complex part of 
our methodology. The performance is, in every 
single case, a CHALLENGE: making individual 
achievements public. The biggest challenge of 
all, however, is forming the connection between 
audience and actor – for both a professional 
and a homeless actor. 
It is the audience that gives feedback on whether 
the acting is good or bad. If the feedback is 
positive, the actor has achieved their goal: 
success. The actor’s fee is the applause. The 
effects of successful acting may vary: it may 
satisfy artistic desires, it may turn into need, or 
it can simply be “love”.

It is very important to inform the audience about who and what they are going to 
see. This may happen before, during or after the performance (the advantage of 
the latter is that the audience watches the play without any stereotype in mind). 
There are also several ways to involve the audience, depending on their placement. 

They can be: 
• sitting and watching
• on the stage, very close to the actors
• taking part interactively (question-answer)
• involved in the play 

Therefore, there are different options for the audience to give feedback. If they 
are sitting and watching, the applause can be their tool to express their opinion, 
which is also a source of force and energy for the actor. If the spectator is involved 
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actively, they can improvise, change the story (Forum Theatre), be part of the 
play. In these cases, there is a special relationship that forms between actor and 
spectator, based on trust, vice versa. 

As for the afterlife of the performance, it does not end with the applause. A series 
of positive experiences await the actor: new friendships are to be made and they 
may receive personal appreciation, which all affect the actor’s personality in a 
positive way.

If possible, we should let them enjoy this moment, and not bother them with 
things such as packing.

What are the results of this method?
What changes in the audience is their point of view on:
• stereotypes of homeless people
• the achievements of homeless people
• how to interpret homelessness to the society (this may ease the tension 

between social groups)
• prejudice towards homelessness
What improves in the actor:
• the feeling of importance
• the value of the production they created 
• the image of a person who is able to give to the society (whereas it is usually 

the other way round)
• self-confidence

Under the weight of the performance, the actors’ concentration is more intense. 
During the show, they are able to pay attention to themselves and the environment. 
They become reliable people for the fellow actors, while they become a giving 
party in the society, where the “donation” is the performed play. The success of 
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this huge personal achievement is even measurable: 

Immediately: by the applause

Later on: by the changing characteristics:
• positive thinking
• development of problem-solving skills
• expansion of social relations
• development of conflict-management
• efficient use of free-time
• enthusiasm in teamwork
• stronger sense of responsibility
• respect of own work
• humbleness towards art

All in all, in an ideal case, the actor has achieved several goals that – if not 
immediately then even years later – they will be able to benefit from.

What are the possible risks of this method?
1. Indifference of the audience: it may have bad effects on the actor. The fixed 

structure of the play does not allow the actor to solve the conflict straightaway.
Possible solution: If we have the opportunity, it is useful to introduce the 
theatre group in a few sentences. The audience will appreciate every detail.

2. Processing success is a hard job. Sometimes the actors might not deal with 
their success in an appropriate way: they may become isolated because of 
feeling superior to the others. This can be very dangerous, as it can affect the 
quality of the acting.        
Possible solution: In every case, we should start solving the problem with 
individual discussions, as it may affect other people in the group. We must 
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speak about the importance of personal success, but we must insist on the fact 
that the performance is a common production, and each member of the group 
is just as important as the rest, regardless of the amount and the quality of 
the part. After such a discussion, the rest of the group can be involved. A well-
functioning group can handle these situations well, but the leader of the group 
always has to be present.
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Centro per lo Sviluppo Creativo 
Danilo Dolci (CSC)
Il Centro per lo Sviluppo Creativo “Danilo Dolci” nasce nel 1958 e si basa 
sull’esperienza del lavoro sociale ed educativo svolto da Danilo Dolci e dai suoi 
collaboratori nella Sicilia Occidentale.
È un’organizzazione senza fini di lucro che coinvolge giovani e adulti e che ha 
lavorato con successo per più di dieci anni principalmente nel settore dell’educazione 
in collaborazione con scuole, università, compagnie teatrali, associazioni e gruppi 
sociali sia a livello locale che internazionale.

I nostri obiettivi:
• promuovere lo sviluppo del territorio attraverso attività partecipative dal basso;
• sostenere l’educazione degli adulti e degli adolescenti utilizzando l’approccio 

maieutico reciproco (RMA) e altri metodi educativi innovativi;
• promuovere la cultura della pace e della non violenza;
• incoraggiare il dialogo interculturale;
• informare sulla vita e il lavoro di Danilo Dolci.

Le nostre attività:
• iniziative con l’UE e le organizzazioni locali incentrate sulla cittadinanza attiva, 

sull’inclusione sociale e sull’innovazione nell’educazione;
• laboratori maieutici in scuole, università ecc.;
• attività culturali ed educative per promuovere la vita e il lavoro di Danilo Dolci.

Il CSC ha inoltre sviluppato un approccio educativo innovativo per i discenti adulti 
in diversi settori, sempre adattando i propri metodi secondo i target in maniera
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flessibile e innovativa.

Il CSC ha un’esperienza di lunga durata nel campo dell’inclusione sociale e 
dell’educazione non formale anche nel campo delle arti dello spettacolo. Sul 
tema dell’inclusione sociale e delle arti, un buon esempio dell’attività del CSC è 
CAREM - Collaborative Art-Making for Reducing Marginalization [LLP COMENIUS 
Multilateral]: questo progetto ha lo scopo di sviluppare e diffondere buone pratiche 
d’insegnamento basate sulla collaborazione artistica per promuovere l’educazione 
interculturale, ridurre la marginalizzazione sociale e promuovere la cittadinanza 
europea nei contesti scolastici.

Danilo Dolci ha anche usato il suo metodo di Teatro Maieutico per aiutare le persone 
con poche opportunità e ha teorizzato l’importanza della creatività e delle arti per 
aiutare le persone svantaggiate. Ecco perché Dolci chiamò il suo centro “Centro 
per lo Sviluppo Creativo”. 

A livello locale il CSC Danilo Dolci lavora con compagnie teatrali ed istituzioni 
culturali per utilizzare il teatro e le arti come strumento per l’inclusione sociale.

Target: Soggetti svantaggiati nella società, inclusi: migranti, rifugiati e richiedenti asilo; 
giovani vulnerabili; disabili; adulti.
Keywords: Approccio maieutico reciproco; democrazia dal basso; sviluppo creativo; arte 
come strumento di inclusione; coinvolgimento della comunità, Teatro Maieutico.
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L’isola dove conoscersi
La metodologia adottata durante tutto il laboratorio sarà di tipo attivo e partecipativo, 
cioè finalizzata principalmente all’interazione e condivisione. Essa può essere 
inserita nell’ambito delle discipline olistiche, e lavora sullo stretto rapporto tra 
attività fisica e lo sviluppo delle risorse relazionali e nella risoluzione di problemi e 
conflitti. Nei laboratori, i quali affrontano diversi temi posti dal conduttore, si cerca 
principalmente di attivare la creatività dei partecipanti tramite l’uso di linguaggi non 
verbali, come il disegno, il collage e il linguaggio del corpo tramite giochi teatrali. 

Il metodo non ha la sua particolarità nell’apporto di nuove tecniche, tutte mutuate 
da altri metodi o discipline, ma quanto nell’adattamento di esse a partecipanti 
per lo più musulmani. Il metodo nasce dall’esigenza di confrontarsi e conoscere 
aspettative e desideri dei rifugiati che arrivano in Sicilia - sono in maggioranza di 
religione musulmana, una religione presente nella vita di ogni giorno. L’assenza 
di giudizio e il rispetto delle esigenze spirituali e culturali dei partecipanti sono 
essenziali se si vuole instaurare un vero dialogo.
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Target Rifugiati di religione musulmana fino ai 35 anni.
Luogo Luogo abbastanza ampio per l’attività fisica di 

un gruppo di massimo 15 persone.
Assenza di immagini sacre di qualsiasi tipo.
Possibilità di individuare la direzione in cui si 
trova la Mecca.
A seconda del periodo dell’anno, prendete 
in considerazione l’ assenza di cibo durante 
il periodo del Ramadan (periodo in cui è 
sconsigliato programmare i laboratori).
Si consiglia inoltre di lavorare con partecipanti 
tutti dello stesso sesso, e di programmare i 
laboratori in modo che non si sovrappongano 
ad una delle cinque preghiere giornaliere, o 
prevedere una pausa che la permetta.

Perché Questo metodo ha come obiettivo la creazione 
di uno spazio nel quale i rifugiati possano 
esprimere le proprie aspettative sull’Europa 
e sull’incontro con la cultura “occidentale”, 
e qualora volessero condividere, in qualsiasi 
forma, il proprio viaggio.
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Come 1. Rito iniziale.
2. Riscaldamento fisico.
3. Brainstorming su tema dato dal conduttore.
4. Lavoro sulle idee scaturite dal brainstorming 

tramite disegni, collage, improvvisazione 
corporea o creazione di storie che 
successivamente verranno “vissute”.

5. Feedback del lavoro fatto (tramite tecniche 
espressive sopra indicate, o verbale).

6. Rito di chiusura e saluto.
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Training immaginativo
Obiettivo Attività fisica e esperienziale che focalizzino il 

tema affrontato.
Spazio Luogo abbastanza grande da accogliere 

comodamente i partecipanti e permettere 
attività fisica.

Numero di persone Min. 5 max. 15.
Durata Max. 20 minuti.
Figure professionali 
richieste

Se necessario, un interprete se qualcuno non 
parlasse inglese.

Esercizio:  
• Camminare nello spazio cercando qualcosa che si è perso.
• Chiedere aiuto agli altri per trovarlo e dare il proprio aiuto.
• Una volta trovato ciò che si cerca donarlo a chi si vuole.

Note: Non usare immagini o riferimenti troppo connessi alla realtà di rifugiati o al 
loro viaggio. Cercare di dare a questi esercizi sempre un lieto fine che implichi un 
momento di condivisione.
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La creatura e la pallina
Obiettivo Le finalità o obiettivi principali sono due: il primo 

di attivazione e di espressività fisica partendo 
da un vincolo, che diventa invece spunto per 
creare una serie di movimenti.
Secondo obiettivo è quello del reale contatto 
fisico con il compagno, che in seguito diventa 
condivisione di gioco e che nell’ultima parte 
dell’esercizio, per far fronte alla “sfida” del 
conduttore, diventa gruppo che oltre a 
condividere coopera per perseguire uno stesso 
fine.
Possiamo riassumere brevemente dicendo che 
dal gioco individuale si passa alla condivisione 
dello stesso ed infine alla cooperazione.

Spazio Luogo abbastanza grande da accogliere 
comodamente i partecipanti e permettere 
attività fisica, presenza di un impianto per 
l’utilizzo della musica.

Numero di persone Min. 10 max. 20
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Durata Max. 20 minuti.
Figure professionali 
richieste

Se necessario,  interprete se qualcuno non 
parlasse l’inglese.

Esercizio: 
Prima di entrare nel vivo dell’attività, il conduttore forma con il gruppo un cerchio 
per terra, al centro del quale vi sono carta e pennarelli di vario colore.
Invita gli utenti a scegliere una pallina da donare ad un compagno a sua scelta. 
Dopo che tutti hanno ricevuto una pallina, il conduttore presenterà il gioco dando 
quelle che sono le regole base:

• La pallina non può staccarsi da terra.
• La pallina non può essere trattenuta nelle mani.
• Durante le fasi del gioco il conduttore, libero nei movimenti, tenterà di 

sottrarre le palline ai partecipanti. Coloro che rimarranno privi di pallina 
dovranno restare fermi finché un altro partecipante, toccandolo, si lega a lui.

L’attività sarà divisa in tre fasi:

Gioco individuale
Una volta creato un sottofondo musicale, si chiede agli utenti di alzarsi in piedi e 
di muoversi liberamente attorno alla pallina alla quale si possono dare solo degli 
input di energia, cioè essa può essere toccata solo con piccoli colpi per poi seguirla 
con il corpo.
L’utente si muoverà attorno alla pallina seguendone il percorso, usando solo le 
gambe o tutto il corpo.

1
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2

3

Si formano le coppie
Durante la prima fase può capitare che due compagni si tocchino: in questa fase 
si chiede - nel momento in cui avviene il contatto - di afferrare il compagno per la 
parte toccata, come se si rimanesse incollati.
Ciò che si verrà a formare saranno strane coppie che giocheranno insieme 
mantenendosi in contatto per una gamba, o per una caviglia o semplicemente per 
una spalla.

Nasce la creatura
In questa fase si chiede alle coppie di ripetere ciò che è avvenuto prima ma con 
altre coppie, così si arriverà ad avere un unico intricato gruppo, che come una 
strana creatura gioca con una sola pallina. Il gruppo così formato dovrà impedire 
al conduttore di prendere la pallina rimasta tenendo sempre presenti le regole di 
base.

Variazioni: le variazioni principalmente riguardano gli strumenti che vengono usati 
come vincolo del movimento. Per esempio, le palline possono essere sostituite con 
fogli accartocciati, nei quali i partecipanti hanno scritto aspetti positivi e negativi 
della propria cultura e della cultura che incontrano, del proprio paese di provenienza 
o di quello che li accoglie.

Fonti: 
Stanislavskji
Augusto Boal
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La scuola degli errori
La metodologia si basa sulle tecniche e sulla filosofia del clownery teatrale, che 
nasce dall’incontro della tradizione del circo con il teatro e il cinema all’inizio del 
Novecento. Sarebbe molto facile dire che esiste un solo tipo o uno stereotipo di 
clown e, di conseguenza, solo un tipo di poesia e di contenuti, ma molte persone 
non sono in grado di fornire una descrizione precisa o una descrizione ufficiale di 
ciò che è il clown teatrale.

Alcune figure di riferimento sono Charlie Chaplin e Buster Keaton e più recentemente 
James Thiérrée e Slava Polunin per quanto riguarda il teatro. Il clownery teatrale 
lavora sull’errore e sulla fragilità umana: il clown vive e lavora grazie ai suoi errori e 
disagi e il suo dono si trova nella fantastica capacità di ridere e di far ridere anche 
la gente triste e con problemi.

Lei/lui, il clown, ha un ruolo fondamentale all’interno della creazione di un gruppo 
che, oltre ad essere un luogo sicuro e di scambio, potrebbe anche essere un 
gruppo di lavoro. Alla fine di ogni ciclo di laboratori viene creata la messa in scena. 
In questo senso brainstorming e improvvisazioni danno al gruppo la possibilità di 
lavorare insieme e iniziare un dibattito creativo.
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Target Il target dei destinatari è quello delle persone 
con più di 18 anni. È importante specificare ai fini 
del laboratorio la presenza di alcuni utenti con 
disabilità fisiche minori, questo è considerata 
un’opportunità e non come limite.

Luogo Il laboratorio ha bisogno di un luogo che possa 
essere abbastanza grande per un gruppo 
composto da 15 persone e adeguatamente 
illuminato, con la possibilità di collegare alla 
rete elettrica un impianto audio composto da 
un semplice lettore CD e altoparlanti di media 
potenza. Per quanto riguarda gli strumenti di 
lavoro, verranno procurati e portati dai leader e 
in parte dagli utenti stessi.

Perché • Creazione e fondazione di un gruppo.
• Stimolare l’attivazione fisica.
• Stimolare una consapevolezza più conscia 

e l’uso del corpo.
• Lavoro di gruppo e rafforzamento delle 

competenze relazionali.
• Rafforzamento delle capacità espressive.
• Il clown: l’uso della creatività nella 

risoluzione dei problemi.
• Saggio finale.
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Come
1. Meccanizzazione Partendo da esercizi di base del lavoro teatrale 

della meccanizzazione adottato dal Teatro 
dell’Oppresso di Augusto Boal, lo scopo sarà, 
come primo passo, distruggere ciò che Boal 
chiama “oppressioni fisiche”. Attraverso giochi 
di dissociazione tra il corpo e le parole, alcune 
azioni e intenzioni, gli utenti esplorano e giocano 
con le proprie abilità e limiti.

2. Fondazione di un gruppo 
attraverso i concetti di 
identità e condivisione

Dal Teatro dell’Oppresso di Boal, si prendono 
gli strumenti e gli esercizi che mirano alla 
creazione di un gruppo di lavoro, basato su 
ascolto reciproco e collaborazione.

3. Inizio del lavoro sul 
clown teatrale, che porterà 
alla costruzione di gag e 
personaggi attraverso la 
sperimentazione di:

• La scoperta del pubblico.
• L’ingresso dei clown.
• Lo sguardo e i tempi temporali comici.
• Il volto.
• La scoperta e l’uso del naso rosso.
• L’arte del ridicolo.
• Travestimento, personaggi e gerarchia sul 

clown del circo.
• Il rapporto tra Augusto, Bianco e Monsieur 

Loyal.
• Giacca e cappello, il rapporto dei clown con 

gli oggetti.
• Rag time e melot.
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4. Inventare storie: Una composizione del gruppo di storie e scherzi 
che diventerà uno strumento importante per le 
improvvisazioni seguenti.
A tal fine, sono molto utili alcuni esercizi di 
scrittura creativa: partendo dalla coppia più 
infantile e dalla teoria immaginaria per passare 
alla patafisica che dà all’utente la possibilità di 
esercitare l’immaginazione.

5. Alcuni esercizi di 
improvvisazione libera, su 
scherzi e improvvisazione 
guidata:

In questa fase del laboratorio i partecipanti 
lavoreranno sulla creazione del personaggio, il 
proprio clown, partendo da se stessi e dal loro 
corpo come fonte necessaria di creatività.

Dillo con parole tue 

Obiettivo Questo esercizio rientra in quelli della fase di 
meccanizzazione, una fase di risveglio fisico 
e creativo che precede e facilita il lavoro sul 
clown.

Luogo Una stanza abbastanza grande per ospitare 
facilmente i partecipanti e consentire l’attività 
fisica.

Numero di persone Min. 5 max. 15.
Durata Massimo 20 minuti.
Figure professionali 
richieste

Nessuna figura professionale richiesta.
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Esercizio:
1. Formare delle coppie.
2. Chiedere a ciascuna coppia di scegliere un’emozione da rappresentare e 

comunicarla solo al leader.
3. Dividere la stanza in due parti, una delle quali agirà come pubblico e l’altra, 

dotata di due sedie, sarà il luogo in cui le coppie si esibiranno.
4. Chiedere a ciascuna coppia di rappresentare le emozioni scelte con parole o 

gesti che potrebbero esprimere il contrario anche se l’intenzione è la stessa.
5. Chiedere ai partecipanti che stanno guardando di indovinare l’emozione 

rappresentata.

Variazioni: Le variazioni potrebbero essere diverse e dipendono dalle emozioni 
che vogliamo esaminare.

Esempio:
1. Esprimere l’amore solo attraverso l’uso di insulti o odio o semplicemente 

attraverso complimenti e parole dolci.
2. Esprimere felicità con parole e tristezza attraverso gesti e postura del corpo e 

viceversa.
3. Esprimere la fretta e l’ansia molto lentamente, o stanchezza e calma con 

frenesia.

Note: Consentire agli utenti di scegliere le emozioni da rappresentare, per essere 
sicuri che si sentano a proprio agio con gli argomenti trattati.
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La nube dei giornali 

Obiettivo Gli scopi o gli obiettivi principali sono l’attivazione 
fisica, lo sviluppo della creatività e la soluzione 
dei problemi.

Luogo Una stanza abbastanza grande per ospitare i 
partecipanti in modo semplice e consentire 
l’attività fisica, la presenza di un impianto audio 
per utilizzare la musica.

Numero di persone Min. 10 max. 15
Durata Max. 30 minuti
Figure professionali 
richieste

Nessuna figura professionale richiesta.

Esercizio:
Il leader distribuisce ai partecipanti dei vecchi giornali e chiede loro di camminare 
nello spazio della sala.
1. Dopo aver creato un sottofondo musicale, il leader chiede ai partecipanti di 

gettare alcuni fogli di giornali creando così una nuvola in cui iniziano a muoversi 
con la musica.

2. Quando il leader interrompe la musica lei/lui dirà il nome di un animale e in 
pochi minuti i partecipanti, usando i fogli sparsi in tutta la stanza, dovranno 
creare un costume che rappresenti l’animale.

3. Il leader va in giro per la stanza chiedendo ai partecipanti di mostrare e spiegare 
il costume a tutti i partecipanti.

Mentre il gioco continua, gli animali chiamati dal leader saranno più specifici o 
totalmente inventati: a quel punto sarà molto interessante ascoltare le spiegazioni 
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fornite dai partecipanti sul proprio costume.
Variazioni: possono essere utilizzati materiali e figure diverse che vengono richieste 
ai partecipanti.

Esempio: possono essere usati tessuti o abiti al posto di fogli di carta, e si può 
chiedere la rappresentazione di professioni o oggetti al posto degli animali.
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Lavorare con il mito: come il teatro è giunto sulla Terra

Il Nātyaśāstra, scritto probabilmente tra il I° e il II° secolo A.C., è sia un testo 
sacro che un manuale pratico, nel quale sono fissate le regole del dramma indiano. 
La sua importanza per lo sviluppo del teatro indiano è fondamentale, ma è stata 
anche influente nel recente teatro occidentale, con la rielaborazione del sistema 
Rāsa (che definisce il rapporto tra le emozioni fondamentali e le loro espressioni sul 
palco) realizzato da Richard Shechner.

Comincia con un mito eccezionale, che racconta come gli Dei concepirono il teatro 
e presentarono con esso gli esseri umani. La storia è intessuta con diverse notevoli 
metafore non solo sulla vecchia questione del bene e del male, ma anche del 
teatro: i rapporti tra palco e pubblico, tra il teatro e il mondo, e anche, in termini 
di teatro terapia, tra la realtà drammatica e quella quotidiana.

La storia viene raccontata in prima persona da Bharata Muni, il saggio scelto dagli 
Dei per organizzare la prima rappresentazione. Una volta, il popolo degli umani non 
aveva il teatro. Gli umani vivevano le loro vite, lavoravano, si sposavano, avevano 
figli e li allevavano, dormivano di notte e si svegliavano la mattina. Ogni giorno 
lodavano gli Dei attraverso i quattro Veda, i libri sacri delle preghiere: il Gheveda o 
il Veda degli inni; Sàmaveda o Veda delle melodie; Yajurveda o Veda delle formule 
sacrificali; e Atharvaveda, il Veda degli incantesimi.
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Tuttavia, l’Età dell’Oro si concluse, e nella successiva età dell’Argento le persone 
erano diventate preda di avidità, rabbia e arroganza. Avevano bisogno di qualcosa 
per distrarsi.

Così, una delegazione di persone venne a visitare Indra, il Dio del tuono, per 
chiedere la sua intercessione. Indra andò dal Dio degli Dei, Brahma, per chiedere 
consiglio e Brahma decise di creare un quinto Veda, il Veda del teatro, prendendo 
poesia dalla Đsveda, musica dal Sàmaveda, danza da Yajurveda e le passioni 
dalla Atharvaveda. Bharata fu scelto come l’uomo che avrebbe avuto il compito di 
metterlo in pratica, perché, oltre ad essere pio e santo, aveva cento figli e figlie. 
Bharata preparò la rappresentazione teatrale, che era fatta in onore di Indra; per 
celebrare la Festa dello Standard, che ricorda la guerra primordiale quando Brahma 
sconfisse gli dei malvagi, gli Asura.

Anche se, nel mezzo della rappresentazione, in cui gli Dei erano presenti come 
pubblico, così come tutta l’umanità e tutte le altre creature, gli attori si bloccarono 
all’improvviso e, nonostante gli sforzi di Bharata, non poterono muoversi. Indra 
notò che gli Asura erano in mezzo al pubblico, come invitati, e che avevano fatto 
un incantesimo agli attori, perché non amavano essere ritratti nel modo che avevo 
visto nella rappresentazione: come un gruppo di brutti e sporchi perdenti. Quindi, 
Indra riprese il suo Standard, e la battaglia cominciò, questa volta non sul palco 
ma sulla platea del pubblico. Si continua a lottare aspramente, finché l’intervento 
di Brahma riconciliò le due fazioni litigiose e ristabilì il teatro come il luogo in cui sia 
il bene che il male possono essere rappresentati insieme.

Il metodo presentato ha lo scopo di far conoscere il mito e svilupparlo, esplorando 
come il suo messaggio possa essere collegato alla nostra effettiva pratica teatrale 
come un modo per affrontare i problemi reali della gente, ma anche le risorse per 
risolverli.
La presentazione è divisa in due sezioni: la prima ha lo scopo di introdurre 
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alcune delle principali tematiche della storia attraverso una serie di esercizi di 
personificazione; il secondo ha lo scopo di esplorare la storia stessa.

Introdurre i temi
Obiettivi: 
• Creare un’atmosfera giocosa.
• Agevolare la comunicazione e la collaborazione tra i partecipanti.
• Sperimentare il conflitto in modo gentile. 

Esercizio 1: Appiccicarsi
I partecipanti sono invitati a camminare intorno alla stanza. Per prima cosa, 
guarderanno intorno, diventando consapevoli del luogo in cui si trovano, e delle 
persone con cui si trovano. Quindi, sperimenteranno con passi diversi, aumentando 
gradualmente la loro velocità fino a una corsa leggera (ma pur sempre attenti a 
non urtarsi), e alla fine diminuendo il passo per tornare ad un ritmo regolare. 
Poi, a un segnale del leader, il gioco inizia: quando una persona si avvicina ad un 
altra, i due saranno irresistibilmente attratti l’uno dall’altro, finché non si toccano a 
vicenda con qualsiasi parte del corpo. Una volta che si toccano, saranno appiccicati 
insieme e devono continuare a camminare in quella posizione. Il leader suggerisce 
quindi di agire come se volessero sbarazzarsi dell’altro e cercare di spingerlo via 
con tutta la loro forza, ma continuando a camminare. È importante mantenere 
costante la spinta, non esercitando spinte improvvise. Dopo qualche minuto, il 
leader farà separare la gente. I partecipanti continueranno a camminare e il gioco 
può ricominciare con un altro partner. 
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Esercizio 2: WEST SIDE STORY 
Le persone si trovano in due linee opposte che si fronteggiano a una certa distanza 
(due-tre metri). In ogni momento, una persona di una delle linee farà un gesto 
e un suono di guerra e comincerà a marciare verso l’altra linea, ripetendo il 
suono o il gesto ritmicamente. Gli altri nella linea ripeteranno il gesto e il suono 
e lo seguiranno. Quando si avvicinano all’altra linea, cominceranno a ritirarsi, 
camminando indietro, ma ancora di fronte ai loro “nemici”, fino a raggiungere il 
muro (o, se l’esercizio è all’aria aperta, ci si ferma al segnale del leader). A questo 
punto, la linea che è indietreggiata inizia il suo contrattacco: qualsiasi persona 
può iniziare un nuovo gesto e un suono, e gli altri lo seguiranno. Il gioco termina 
quando tutti i partecipanti hanno avuto la possibilità di condurre l’attacco almeno 
una volta.

Esercizio 3: Tigri e leoni 
Come nel precedente esercizio, le persone si trovano in due linee opposte che 
si fronteggiano. È importante che le persone siano in numero pari, quindi ogni 
persona ha un partner nell’altra linea.

L’esercizio è diviso in tre fasi.

Fase 1: partendo da una posizione neutrale, ogni persona assumerà gradualmente 
una posizione “feroce”, immaginando di essere una bestia selvaggia e iniziando 
a ringhiare verso l’altro. Le coppie si avvicineranno molto lentamente e, mentre 
camminano, l’atteggiamento diventerà sempre più aggressivo e il ringhio diventerà 
un sonoro ruggito. Quando le coppie si affrontano da vicino, l’atteggiamento 
aggressivo e il suono devono raggiungere il loro picco (ovviamente le coppie non si 
toccano!). In seguito, tutti si allontaneranno, camminando all’indietro, continuando 
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a fissare l’altro e l’intensità del suono e della postura diminuiranno fino a tornare al 
posto iniziale e le coppie riprenderanno la posizione neutra e si rilasseranno.

Fase 2: l’avanzamento minaccioso è come nella fase precedente, ma dopo il picco, 
ogni persona andrà oltre l’altro, aggiungendo un gesto sprezzante e continueranno, 
diminuendo l’intensità, fino a raggiungere il lato opposto della stanza, prendendo 
l’altro posto. Quindi, torneranno indietro, prenderanno la posizione neutra e si 
rilasseranno.

Fase 3: stesso inizio. Quando le persone arrivano al picco dell’intensità, la tensione 
improvvisamente diminuirà e le coppie si abbracceranno.

Sezione 2: Esplorare il mito 
 

La seguente sequenza è una struttura tipica utilizzata in dramma terapia per 
lavorare con miti e storie. È molto semplice e flessibile, e allo stesso tempo aperta 
a molte possibili variazioni.

1. Ascoltare la storia: i partecipanti sono invitati a sedersi e rilassarsi, mentre 
il leader racconta la storia.

2. Preparare il palcoscenico: insieme, i partecipanti decidono di individuare 
diverse parti della stanza come i luoghi della storia (ad esempio, la città in cui 
vivono le persone, la montagna dove si trova Indra, il trono di Brahma, la casa 
di Bharata, il teatro della prima rappresentazione, ecc. ). Elementi semplici 
(panni, sciarpe, cuscini, sedie, ecc.) possono essere utilizzati come scenari 
grezzi.

3. Assegnare le parti: i partecipanti sono invitati a scegliere volontariamente i 
ruoli principali (in questo caso: Indra, Brahma, Bharata e sua moglie). Se più 
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di una persona vuole svolgere lo stesso ruolo, ciò è possibile: è possibile avere 
attori diversi in momenti diversi, o ripetere le scene cambiando gli attori. Le 
altre persone saranno a loro volta: gli umani che pregano Indra; i figli e le figlie 
di Bharata (nella “vita reale” e sul palco, interpretando i ruoli degli Dei e degli 
Asura); il pubblico della prima rappresentazione (compresi gli Dei e gli ospiti 
non graditi Asuras). Anche se i partecipanti recitano principalmente nel ruolo 
del coro, è utile che la gente cerchi di personalizzare i propri ruoli.

4. Recitare: i partecipanti sono invitati a improvvisare la storia, con un piccolo 
aiuto del leader per passare da una scena all’altra e qualche intervento di 
coaching ogni tanto.

5. Processare: i partecipanti sono invitati a discutere l’esperienza, inclusi i temi 
che hanno trovato pertinenti.

6. Sviluppare: in sotto-gruppi, le persone sono invitate a creare una semplice 
scena che si occupi dei temi discussi in precedenza.

7. Sviluppo Finale: libera conversazione di gruppo su tutto il processo.
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Divadlo bez domova
Our main mission is to work with marginalized communities of citizens in an 
unconventional creative form using the means of theatre, performing arts, dance 
or singing. Divadlo bez domova (Theatre with no home) provides a platform for 
presenting social topics that are being overlooked in the commercial artistic sphere. 
We combine the artistic with the social in order to help tear down stereotypes that 
marginalized communities face in the society.
DBD was informally founded in 2004 in the course of work on theatrical projects 
with people without a home and it became registered with the Ministry of Interior 
of the Slovak Republic on 12. 05. 2006. We are based in Bratislava where we have 
organized the International festival of homeless theatre ERROR since 2006. This 
unique event presents theatre groups where the actors and actresses are from 
different marginalized groups of people.

Why do we share our methods?
We have decided to select 4 methods which are crucial in our work and can be 
adapted easily by many kinds of groups. Our intention is not to give a “recipe”, 
but to show that there is something happening even before the rehearsals (Coffee 
ritual), then the beginning of regular work (Playing with rhythm and tempo), then 
a method which might lead to a creation of a concrete performance (Elevator) and 
than the long-term sustainable way of keeping the group vivid (Soft joints).

Who do we work with?
Our community of actors and actresses is made up of people without homes 
(homeless people), physically disabled, people from socially underprivileged 
communities, Roma people, migrants, people with psychiatric diagnose, social 
workers, theatre artists, students and anyone who is interested in our theatre. 
Our actors and actresses receive financial compensation for performing in our 
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theatre plays. 

Key words: Group building, self-confidence, ritual, safety, trust, discovery, empowerment, 
flexibility, self-expression, long-term work.
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Coffee ritual
Key words Ritual, sharing, rules, beginning 
Why? Rituals, in general, are a very powerful part of theatrical 

and community work. There are many kinds of rituals: more 
formal, having more or less strict structure…

Others less complicated - almost invisible.

This is the kind we want to speak about. For strangers, it may 
be impossible for them to even notice or recognize them as 
rituals, but for our community, for us…it is an inevitable part 
of our theatrical life.

For us particularly, because we work with homeless people, 
coffee is a very strong and important element. It is much 
more than a “habit” or “thing we just do”.
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Along the years we know, that we need to take care of our 
coffee ritual, we have to plan the activities around it and not 
forget all we need for it, especially when we travel.

Of course, coffee ritual can be replaced or be modified to 
coffee/tea ritual etc. In fact, we have tea ready also as and 
in winter it is somehow popular as well. We used coffee 
phenomenon to underline the fact, that for our community it 
is an essential drink.

What? Coffee ritual is an activity, which takes time always at the 
beginning of rehearsals and before performances. It is truly a 
moment where a lot is happening: meeting others, greeting 
and talking, helping those who need help, sharing…

In our case we have a small, simple kitchen. Thanks to a 
kettle we can very quickly prepare a cup of coffee, many 
times with sugar, sometimes with a lot of sugar.

It is partly a homely atmosphere, partly a warm drink itself 
that helps people to tune to the activities afterwards.

How? We always make sure that we have the means to carry out 
our ritual – a kettle, coffee/tea, sugar, mugs – but most of 
all, the time to devote to making our participants feel wanted 
and valued.

Generally to handle coffee preparation is easy, it requires a 
place with electricity, respectively gas where water can be 
boiled, cups, spoons, coffee and sugar.
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But according to our experience to rely on coffee ritual as a 
ritual is good not to forget:

• set basic rules;
• set time;
• have a person(s) who is (are) responsible to make sure 

there is enough coffee and sugar;
• calculate expenses and have a budget for it;
• cups, kettle and water.

Rules Who wants to have coffee, must come on time.

Who drinks coffee is responsible for his/her cup and must 
wash it and put it back to the kitchen (cabinet).

Time The coffee ritual time starts minimum 15 min before the 
beginning of the rehearsal or performance.
It means this is an extra time for team leaders to calculate 
with. It allows people to be more flexible with time. Usually, 
we arrive at our place 20 or 30 minutes before and always 
some of our people are already there.

Person(s) 
responsible

All depends on own needs, but in our case we go to buy coffee 
and sugar along the year maybe 1 – 2 times per month. It is 
important to have somebody who in advance informs about 
shortage of coffee and sugar and can go to buy this.

Expenses For many organizations money is an issue and coffee 
consumption can be expensive. In our case we pay for it 
from money we collect from voluntary entrance to our 
performances.
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Note: 
By mentioning the fact of buying the coffee we are trying to highlight the fact 
of giving different roles (coffee keeper, coffee buyer, cleaning keeper…) to the 
people we work with. In our case to homeless people, ex-prisoners or other people 
who have experienced in their life large lack of confidence or responsibility by 
taking these kind of roles – somehow on the edge of the real and theatrical life 
are reenforcing their abilities and learn, or re-learn, such skills like taking care of 
others, think in the team, calculate with time, etc.

Artistic note:
The ritual itself or some of its parts can be inspirational for artistic approach as 
well. A lot of elements of it can be remembered or reflected by actors developing 
their characters, e.g. gathering, informal talk or routine. It is something what can 
be a point of reference, because everybody knows it or is somehow part of the 
whole group.

In our case we even use it in the performance Flashback – which reflects 10 years 
of our work and stresses the most important elements – and the coffee ritual is 
one of them.
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Playing with rhythm and tempo
This is a way of thinking about common cooperation on different levels:

1. Practical - to find variety of rhythms which are in the same or a different 
tempo, expressed by an instrument, voice, body or another way.

2. Group dynamic - to find speed in entire work in which all members of the 
theatre group feel comfortable.

Key words Rhythm: a strong, regular repeated pattern of movement or 
sound.
Tempo:
1. Music: the speed at which a passage of music is or should 

be played.
2. The rate or speed of motion or activity; pace.
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Why? Actresses and actors coming from different backgrounds are 
likely to be different in their rhythm and tempo. In many 
aspects: walking, speaking, moving etc... Experimenting 
different rhythms and tempos can show differences and 
similarities among participants.

Another element is to find common rhythm and tempo to be 
able to create something together: a song, a dance, a scene...

Rhythmical exercises can help:
• keep focus;
• reach a common goal;
• help to express something that we don’t want or can not 

express with words;
• stress diversity;
• have fun.

What? How? There are infinite ways to express rhythm and tempo. Dancing, 
singing, speaking, rapping, clapping...playing instruments...
and many more ways...
Our aim was to focus on playing instruments, especially 
percussions and rhythmic instruments. Establishing a band 
can be surprising source of inspiration.
In our case we didn’t have any real musician among the 
participants. So, for all members of the theatre group it was 
somehow their first touch with music-making. We did have a 
rapper, who somehow helped us to keep our band in „songs“ 
or „tunes“. It is somehow important to have pieces of music 
which can be rehearsed or you can work on them. 
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Not necessarily music with singing or rapping. It can be fully 
instrumental, or improvisational within a certain theme, or a 
definite piece of music – song or tune.

Before starting, it must be clear how people will play – with 
instruments or without.

Musical instruments, if they are of different kinds, are a 
source of discovery. How to play on them, what is the right 
sound, or what sound can I produce…  On a different day, 
or different rehearsal, it can be a different instrument, or a 
particular person takes his or her instrument and can gain 
some progress in playing it.

For who? Any size of group as long as there are enough instruments 
and space.

Note 1: for a group of actors and actresses with special needs (CP or other 
movement disorders):
It is important to have percussions which people can play, that they can comfortably 
hold and play alone. In this case Maracas (Rumba shakers) are very good, or 
anything with long handles.

Note 2: for a group of actors and actresses with a homeless background:
Any instruments are fine, we have found that a triangle, with its special sound and 
function, can give extra focus on very little detail with strong impact. Triangle can 
be played just once in a while – but it is always heard, thanks to its sharp sound.  
In our case the triangle is played by Pišta – a person who with his 130 kg and 
physical appearance of a big man is enjoying the soft and gentle way of playing 
an instrument. 
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This method offers many possibilities to play with certain contradictions – speed, 
accent, soft and strong sounds and infinite other possibilities.

Exercise: How are you doing at the moment?
1. All instruments are in a big basket or on the floor and placed all in the middle 

of the room. People seat around in the circle.
2. Each person takes the instrument which attracts them today, or grabs the 

instrument they like.
3. The leader (or the first person) asks a question to the person next to them: 

How are you doing at the moment?
4. This person does not answer with words, instead produces sound with 

the instrument. We clearly hear and see certain tempo and rhythm, short 
performances with some power, expression and in this way the group perceive 
his or her mood.

5. Than this person asks the same question “How are you doing at the moment?” 
to the next person and again we can hear the answer made only by their 
instrument...

6. One by one everyone asks with words and is answered by the playing of 
instruments until the circle is completed.

Note: It can be interesting to do this exercise at the beginning and then at the 
end of the rehearsal.

Varieties: The question can be changed to anything what requires mood 
expression:
How was your weekend?
How did you like the last rehearsal, performance, travel to the theatre…?
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Elevator
Key words Own text, creativity, feedback, performance
For whom? This method is for drama-therapeutic groups or theatre groups 

where actors and actresses are people who are disabled, have 
mental health issues, homeless people or other marginalized 
groups, socially or culturally excluded people or people with 
dyslexia or/and dysgraphia.
Anyway, this method is suitable to any other theatre groups, 
which are artistically active and perform to the public.

Why? In our artistic work with homeless people and people with 
disabilities, we have a need to work with theatrical text 
which would be created by actors and actresses themselves 
in a specific theme and it would come from their personal 
statements, experiences, emotions or life situations. Creative 
writing of dramatic text is a relatively complicated process. For 
people, who have never written any text or are dysgraphic or 
dyslexic, writing could be itself a big barrier and challenge to 
their engagement in theatre. We asked ourselves what method 
we could use which could put their ideas and thoughts on to 
paper without losing the authenticity of their voice,  whilst 
keeping to the theme we wanted to bring on to the stage.
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What is the 
method giving 
us?

• helps to formulate ideas, feelings, inside pictures of actors 
and actresses

• creates structure of a specific theme which we are using 
for the performance

• supports creativity of the actors and actresses
• creates own theatrical text
• helps to discover own performing and acting expressions
• elevates motivation 
• creates original content of the play
• combats complexes 
• develops abstract thinking
• allows therapists to have a look into internal thoughts and 

feelings of the actors and actresses through theatre
Tools Paper and pen, computer and printer.
Practical 
description

If possible, two drama-therapists (team leaders, directors), 
especially if you work with more than 10 actors and actresses.

1. Drama-therapists (team leaders, directors) prepare at 
home a set of questions around the theme, which they want 
to work on in the theatre. For example: 
• What do you feel when you are forced to spend a night 

on the street?
• Do you remember when you accepted for the first time 

that you are a person without a home?
• What do you think about the situation in which you cannot 

cross the street with your wheelchair because of a barrier?
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2. At the rehearsal the first drama-therapist asks one by one 
the actors and actresses to answer with their own words, 
with their free associations and memories. The second 
drama-therapist writes down the answers on the paper. It 
is important to save enough time for each person and their 
thinking. In this phase is very important that the drama-
therapist formulates the questions clearly and keeps the 
focus of the actors on the theme. In the case when somebody 
does not understand some word or question it is important to 
explain it properly. 

3. All the collected answers should be rewritten on the 
computer and printed out, but without questions – just the 
answers. At this stage it is important that the answers stay in 
their own language, including the slang or strange expressions 
and shouldn’t be corrected (yet).
4. Printed text is handed to the actors and actresses. It means 
each of them has their own text on the paper. 

5. The drama-therapists ask the actors and actresses to read 
loudly their texts if possible, if not they help them to read 
the texts for them. Now the authors of texts can still make 
changes if they are not satisfied, they can add or remove 
whatever they want. The final version of the text is again 
rewritten and printed out.

6. Regular reading of the text at the following rehearsals 
helps the actors and actresses to memorize it. The drama-
therapists can (and should) add other exercises, including 
movement and action, in which the text becomes a theatrical 
performance and step by step can be managed into a 
theatrical performance.
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Our 
experiences

Thanks to this method we developed a play Flashback, 
built of own texts, which brought onto the stage personal 
experiences and relationships towards theatre and the roles 
they have had and how they developed over the years. All the 
actors and actresses felt deep satisfaction after performing 
their own ideas formulated into their own lines.
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Soft joints
For who is it for? This method is for drama-therapeutic groups, theatre 

groups or groups which artistically work with disabled 
people, people with learning difficulties, people with 
mental health issues, homeless people and with different 
socially and culturally excluded people (actors / actresses). 

It is also suitable for all other group’s artistic approach 
and their performances and other artistic outputs that are 
presented to the general public (theatre performances for 
the public).
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Problem 
description

In our artistic work with homeless people and people with 
disabilities we have encountered the problem of actors 
not attending for various reasons (injury, illness, alcohol 
excess, the departure, death, etc.). 

The sudden absence of actors / actresses before the 
scheduled public theatre performance provokes uncertainty 
and tension throughout the performing team and staff 
(therapists). 

Several months of preparations for the play was in vain or 
at risk of failing because of the absent actors / actresses. 
Within the team emerged tensions, conflicts, accusations 
and quarrels. 

For us – the staff (drama-therapists, social workers) who 
are often committed to making theatre performances 
happen on a regular basis, such situations cause stress 
and uncertainty. We tried to find a way that would allow 
for performers to not attend and the theatre performance 
could still happen. 
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What does the 
method give us?

• Mitigates the consequences of failure of the actors/
actresses such as unexpected, sudden absence of 
actor(s) in rehearsals and theatre performances

• Gives the actors/actresses, staff and audience 
security (theatrical performance may not be 
cancelled)

• Gives an opportunity of sustainability of a play in the 
future

• Fosters creativity and flexibility of your acting team
• Increases the motivation for self-improvement, the 

actors / actresses (mutual motivation between the 
actors / actresses)

• Provides high level of certainty for drama-therapeutic 
process

• During rehearsals allows full and active involvement 
of all actors / actresses

Description of the 
method

The method of “soft joints” has two approaches.

1. joint: The structure of the theatrical production is 
produced from particular individual scenes / outputs of 
one actor / actress that is followed by another output of 
the next actor / actress. In the absence of somebody the 
scene missing an actor / actress is simply “omitted” and 
the performance can continue without endangering other 
dramatic sketches. The performance is shortened but not 
cancelled.
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2. joint: In a scene where the actors act more collectively 
(collective scenes), we alter among all. In other words: 
all actors can take part in collective scenes and can 
contribute in their unique way without a need of a strict 
unifying approach. This means that already during the 
rehearsals each actress / actor is trying to catch her/his 
role (if allowed by their disability) in collective scenes. This 
approach allows actors / actresses to alternate their roles 
and enhance their flexibility and artistic creativity. It is like 
a pool where everyone can swim and regarding to the 
need of the play, they can jump in or out.

Our experiences With this method, our theatre performs regularly for the 
public for more than 10 years and not once have we had 
to cancel our performance.

Actors / actresses count on this approach, so they can 
accept failure of their colleagues. The method also helps 
in building the artistic relationship with the audience as it 
has become a good habit that our performance is never 
cancelled, “due to illness”.
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Društvo ProSoc
Association ProSoc is a voluntary, non-profit, humanitarian, interest association 
of citizens of the Republic of Slovenia. Members of the association are experts 
working in the social welfare system and culture. 
The main objective of the association is to improve the quality of life for socially 
vulnerable groups of the population.
ProSoc’s main priorities are implementation of human and child rights in the social 
welfare system and developing of social entrepreneurship. The association is a 
member of Slovenian voluntary network system. 
 
Main areas of action:
• SOCIAL CULTURAL WORK – theatre group CARNIUM LEGANDARIUM. 

Members and actors of the group are vulnerable youth, homeless and people 
with mental or physical disability.

• RESETLEMENT – housing for social excluded groups
• TRAINING ACTIVITIES - for professionals in education, social welfare and 

culture and social entrepreneurship
• SOCIAL ENTREPRENEUERSHIP – employment of youth in social and green 

economy.

Theatre work includes treatment of the person as a whole, both physical and 
mental, spiritual and social aspect. The red line of the method is creativity in the 
deepest sense of the word. The focus is on the concept right here and now. The 
purpose of the exercises is to place in the body, incarnate and proceed on the basis 
what we have at the moment. Big attention is given to group dynamics and overall 
well-being and care for all those involved. The basic question is “How do you feel?” 
The focus is on process rather than outcome. The only true leader of the group is a 
set of unconscious energies that creates the creative process. The manual includes 



122

the following methods: creative movement, ActEmo, Mosaic and Forum theatre for 
internal use. The first two are intended for movement and awareness of one’s own 
feelings, Mosaic for creative writing script / games, involving all interested parties. 
The last method is intended to constructively resolve any disputes or problems 
within the group or those which individuals bring with them.

Target groups: Homeless, vulnerable youth, mental and physical disabled, other 
stigmatized groups, local community, professional and lay workers
Key words: Empowerment, self-expression, performing art, movement, embodiment, 
holistic approach
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Creative movement
Key Words Movement, dance, creativity, exploration, self-awareness, 

team work
Why To create a story through movement and dance (single, pair 

or group); to raise awareness of one’s present feelings and 
emotions; to learn how to communicate non-verbally in a 
group; to convert mental processes into physical action; to 
empower through expression and collective work

What and how In the method of creative movement we are talking about 
the expression of thoughts and feelings through the body 
and movement. We invent movements, create and connect 
them and so form a “dance movement.” A participant in 
this method communicates, creates and learn through 
a variety of physical, dance and social games, various 
forms of relaxation, and he/she are getting to know all 
areas through the movement. The basic principle is the 
relationship between the movement and inner feelings and 
emotion.

For whom For anyone who can express through movement 



124

Goal To express thoughts and feelings through body movement 
and expressive dance and put them into choreography/
performance 

Space and 
requisites

Suitable big space with soft floor; music and straps 
(optional)

Number of 
participants

Group of 4 to 16

Time 60 minutes
Professional 
Involvement

Someone who understands movement, body work, body 
expression, individual and group dynamics. Someone 
who is experienced in observing the inner processes of all 
participants with a performance as a goal.

Exercise 1
In the beginning of the exercise, the participants move into a space and close 
their eyes. Through guided meditation they place themselves in space and time 
(right here, right now). Then we focus on the body. The trainer uses words 
describing parts of the body from the feet to the head and thereby exposing the 
connection with the ground. Several times the trainer askes, if there is any tension 
or discomfort in any part of the body; if there is, it must be removed and the body 
must become calm. We can do this easily with focus on the tense part of the body 
and consciously relaxing it.

Exercise 2
Next step is presentation of the participants by movement. Each of the participants 
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presents him/her self by a movement. Any part of the body can be used. The 
movement can be simple; a gesture with an arm, leg, maybe jump..., but you can 
connect them into one movement as well. This exercise can be repeated several 
times.

Exercise 3
In the next exercise, participants sit down on the floor. Each one of them imagines 
(for example) an image of an animal and tries to adopt the animal’s movement. 
In this exercise it is important to explore and experiment. What are different ways 
of possible movement? Here it is important to raise awareness of the individual 
parts of the body. Keep a straight arm really stretched. Let the foot touch the 
ground. How high can you raise your hand? We can connect movements with 
simple elements such as pass forward, roll backward, do a handstand, etc. We 
need to adjust the course to the motor abilities of the participants. It is important 
that the trainer repeatedly asks the participants about their feelings. It is desirable 
that the participants pour out their emotions through movement and dance. Anger 
and extreme joy should be pronounced and leave the body.

Exercise 4
Follows the main part of the exercise. Each one takes an imaginary ball, and 
explores the space with it. Up, down, forward, backward, left, up high, on the 
ground… Throw it to the side. Try to connect the movement of the ball with 
feelings. The exercise can be in pairs or in a group. Explore and experiment. It is 
important that the participants think about what the ball is and how can we use 
it. Let them play with it. Everything is possible and they should be encouraged 
to allow free imagination, real emotions and body. What is important here is the 
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synergy that occurs in the space. This exercise can be concluded in a way that the 
movers / dancers come into the room at intervals one after the other, in a duet or 
subgroups and so form spontaneous choreography.

Exercise 5
Conclusion. At the end we take time to unwind and relax. This exercise can be 
carried out in pairs. It is time to take care of each other. For example a short 
massage. Massage should be done throughout the body (with the exception of 
intimate parts) slowly, with a sense of feeling the muscles on both sides.

VARIATIONS: For an advanced group of participants, which has already 
established trust and gained basic skills of creative movement, there is the exercise 
“Liquid Dance”. In this case, the participants cover the eyes. The trainer can drive 
them into a journey with the music. Participants follow the basis of the music to 
express themselves freely. We suggest that the background music is selected so as 
to slowly intensify and harmonize well as the second part of the music goes slowly 
down. As the practice is carried out in the dark the exercise is suitable only for a 
group in which a high level of confidence and self-esteem is established. In the last 
part of the exercise participants can come off script and freely pursue. Experienced 
groups can continue the exercise in silence, without background music.

RISKS: The exercise is wholly about movement, it is non-verbal, which tends to 
be for many people unusual or even disturbing. It is important that in such cases, 
the participants put focus on their body and feelings in them. Let them express this 
through movement.

The exercise “Liquid Dance” is performed with closed eyes, which can cause 
discomfort and mistrust of oneself and the surrounding area. Management by the 
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assistants is therefore particularly important at the beginning of the exercise. The 
assistants should protect participants, keeping them safe from potential crashes.
The exercise requires a very strong imagination and empathy into feelings, which 
can be difficult in the beginning. With persistence and a few attempts almost 
everybody progresses.

During the exercises, especially in the final rehearsal it leads to touch. This requires 
that all involved are respected. If somebody does not like to be touched, he/she 
must be respected and in that case try to avoid touching.

NOTES: The exercise is entirely non-verbal. Participants should be barefoot and 
wearing clothes that allow moving. 
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The forum theatre for internal use
Key Word Problem solutions, group empowerment
Why To remove blockages; confrontation of stereotypes, 

prejudices and real conflict situations; empowerment of 
participants

What and how The method is related to Forum Theatre (by Augusto Boal), 
but the prelude and preparation are slightly different.

For whom All groups
Goal Resolving personal conflicts, conflicts within the group 
Space and 
requisites

Adequate space depending on the number of participants; 
pens, paper B2

Number of 
participants

8-20

Time 2h
Professional 
Involvement

Facilitator must have a sense of group dynamics. 
Management of the group to the correct definition of the 
problem and defining the roles is essential.
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Exercise 1
Active guided meditation. Each participant finds a comfortable place to sit down.  
A facilitator starts with guided meditation. The exercise is carried out in silence, 
heard only are the voice / instructions of the facilitator. Ask participants to close 
their eyes and relax completely (can be e.g. take a few deep inhales and exhales of 
breath). Proposal for carrying out guided meditation: “Imagine that you are in the 
park. It is a beautiful sunny day and you decide to go for a short walk. Eventually 
it becomes hot, you see for a tree with a large crown, where you sit in the shade. 
It is not hot any more. You feel good, you look around and see a piece of clay. You 
take the clay in your hands’ (the facilitator encourages participants to mime taking 
the clay in the hands and illustrated this with them) they knead the clay and slowly 
form a face. We should be really focused on individual parts of the face - eyes, 
nose, mouth, cheeks, forehead, hair... When a face is designed do the hairstyle 
and add colours. Then, give the mask a name. The mask becomes the creator’s 
friend. This friend has a social problem. The problem could be the owners, friends 
or acquaintances. What is important is that the “imaginary friend” finds himself in 
a real need, asserted by someone else.

Exercise 2
In the next step, the group presents problems of friends. Among all, depending 
on the number of participants choose the problems which have the most similarity 
(at least 4 participants to come to one problem, that is, in a group of 8 we have 2 
problems, etc.). Writing on paper, describe all the characteristics and information 
(as many as possible) your friend’s problem - who, when, why, where ...? It is 
necessary to answer the following questions: Which persons are present in the 
story and their characteristics? Who is the oppressor and who is the oppressed? 
What the problem is and who has it? Furthermore, the participants form a person’s 
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story. Among the group divide the roles and act out a story several times as a 
rehearsal.

Exercise 3
After we have selected the problem, scenario and a group that makes a story, 
continue to exercise on the principle of forum theatre. Forum theatre is a method 
where actors first play a short scene in which you clearly show the person who is 
oppressed and the person who oppresses. The scene is then repeated with the 
difference that the viewer can intervene and replace an oppressed actor in order 
to change the course of the game. The method is based on improvisation, actors 
and spectators in one (spect-actors). Interventions take place one after the other, 
never at the same time. (Suggestion for intervention: when a spectator wants to 
enter into a play simply clap and then replace an actor). Spect-actors play their 
proposals to deal with the situation and physically show them on the stage. This 
is followed by discussion within the group about the reality of the intervention 
and the real possibilities of the proposed situation, the scene is repeated several 
times with different interventions and options. In Forum Theatre there is a Joker 
(facilitator) a bridge contact between spectators and actors, which encourages 
viewers to actively participate, to discuss and to reflect. In this method, the theatre 
offers possibilities for real personal and social changes - it is a reflection of reality 
and practice for future action in the situations of life. 

VARIATIONS: This method is intended for internal use, but the last exercise, of 
course, may also be implemented in the classical version (by Augusto Boal) for an 
external audience.
Scenario / a play generated as a result of the work of the participants can be also 
perform on a stage.
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RISKS: It is very important to correctly identify the problem in Exercise 2. Roles 
of the oppressed and the oppressor must be clearly and specifically defined. As 
the chosen theme can be very difficult and mentally demanding it is necessary to 
be very attentive so on condition of an individual, as a group. Games for quality 
performance requires a very subtle approach.

NOTES: The script for the play should be written by the participants themselves. 
The facilitator directs them to a successful definition of the problem and gives 
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them support constantly.

Mosaic
Key words Active participation, mobilization of internal resources, 

improvisation, experiment
Why To encourage participants to participate; to have a new 

experience; to detect potentials, to empower
What and how The method is talking about empowerment through 

member active participation, the use of his/her creative 
potential and talents. Piece by piece rehearsal after 
rehearsal the group will do a unique mosaic – performance.

For whom All groups
Goal To set a performance
Space and 
requisites

Quiet, comfortable space for rehearsal; flipchart, other 
requisites if needed

Time 60 min +
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Professional 
involvement

sense for group dynamic, encouraging participants and 
common exploration is needed.

Exercise 1: Ritual
Every group should have it is own ritual. We are using it for connecting the group 
and it gives us also a feeling of belonging and safety. You can use ritual as an 
opening and closing at every rehearsal. 
Example: we start and end every session with a circle. A moment of silence we 
devote to ourselves and the group.

Exercise 2: Theme
Choose a theme on which you’ll work. A theme is a basis to set a performance and 
also working material for participants. It is important that every member of a group 
sets a personal relationship with a theme. Let everyone ask him/her self: What do 
I have to do with this theme?  After a theme is chosen and collectively accepted 
you can do a brain storm and write everything that comes out on a flipchart. Then 
take time for a discussion and contemplate about it.

Example: a group has chosen a theme love.  Potential questions: What is love? 
What is my relationship with loved ones? Why am I so shy? How can we share love 
with others? Next step is to transform a theme into a performance. In that case 
set a love story, for example the original version of Romeo & Juliet or you can do 
it your own way.
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Exercise 3: Mosaic
Set a story. It is desirable that all members participate. You can either write a 
scenario or not. What is important is to set the bases in a story. Who, how, when 
and what will happen are basic questions in a story. The beginning, end and crucial 
points in a performance are bases. If you want members to actively participate 
and not just wait for instructions, leave a free space between bases. Then it’s 
their turn. Let them fill free space with improvised act and text. How they can act 
out? With an act, movement, body, tongue or any other way? Maybe you need 
to encourage them constantly. Give them examples – maybe they experience it 
before. Researching and experimenting are the main tools here. In every case, 
they should give their best.  You can note the result of improvisation in text. 
Nothing is wrong if at the next rehearsal, performance or text are changed. A 
performance or text is just a path from one base to another. The story builds and 
is created promptly and spontaneously. After every step/chapter in a story do a 
test and if necessary change the course. It is desirable for all members to actively 
participate with concrete suggestions what and how they can do it. 

Example: First we choose a theme – Love. We decide to set a performance 
Romeo & Juliet and we’ll do own version (not Shakespeare’s). Together we set 
bases: 1. Romeo & Juliet, 2. They have a fight, 3. Romeo has a test – a potential 
lover appears in a story, 4. A lover wants to move Juliet out of the game, 5. Romeo 
recognizes his mistake and protects Juliet, 6. Romeo & Juliet promise love to each 
other untill the end of their time. After bases are set, we are creating paths from 
one base to another with improvised action and text.  

Note: Mosaic can be done piece by piece, not necessary in one rehearsal. Usually 
we need 7-10 rehearsals to set a story. 
Suggestion: It’s more fun to do a comedy.
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Exercise 4: Role
Roles to be distributed spontaneously. It is best if the actor/actress with the role 
completely identifies with their role. Take advantage of individual potential and his/
her talents. Note that potential of an individual is potential of a group. Everyone 
should be satisfied with a role in the play. Do not block other suggestions and If 
necessary change roles.

Example: if you have a person in your group who can play an instrument try to 
include this talent in a performance. Or maybe there is a person with a very good 
athletic predisposition – let him/her use this.

VARIATIONS: 

RISKS: It is very important that all members actively participate. For users who 
are passive, this can be challenging. Mosaic will probably call for more rehearsals 
so it is desirable that the participants are always present. 
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NOTES: The method requires a lot of adjustment, flexibility and search for new 
solutions.

ActEmo
Key words Emotions, polarity, act
Why To learn about emotions, to learn how to express 

emotions, to recognize body response to emotional state, 
to learn how to share emotions with others, to reactivate 
inner power

What and how Method includes the use of a guided meditation and 
creating postures. Together trigger intensive mental 
processes that the person expresses through the body 
and acts it out.

For whom All groups
Goal To connect mental with emotional state and act it out
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Space and 
requisites

Quite comfortable empty space

Time 60
Professional 
involvement

Sense for guided meditation; use of imagination and the 
ability for spontaneous creation of a story.

Exercise 1
In the beginning of the exercise, the participants should find enough space to 
feel comfortable and close their eyes. Through guided meditation place them self 
in a space and time (concept right here, right now). Let them forget everything 
that happened in that day and put focus on the body in the current space. In the 
beginning of the active guided meditation set them a question: “How do you feel? 
Can you act out your feeling, your emotion? Set your body in a statue, which 
represents your current mood.” Try to neutralize the emotion through relaxing the 
part of the body where the tension is. Then let them follow your voice and guide 
them with a story/voyage. 

Exercise 2
A story should contain the following contents: beginning, challenge, struggle, 
victory and calmness.
The story must involve next stations of emotional states: sadness-happiness, hate-
love, acceptance-rejection, fear-bravery, vulnerability-struggle, despair-victory or 
any other emotion polarity. At every station participants should set their body in 
a statue/posture. At every posture you can repeat a basic control question: “How 
do you feel?” 
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Focal points for the guided meditation: 
• a garden with fountain (for the beginning and the end)
• a ladder to enter into an underground world (subconscious)
• a tunnel (connecting of mental processes)
• rooms (confrontation of different emotional states) 

Example: you are standing in a garden full of birds, trees and many different 
plants. There is a fountain in the middle of the garden and you are approaching it, 
since you are interested in what is in the fountain. You see a ladder and this causes 
distress in you – TRY TO SET YOUR BODY IN A POSTURE OF DISTRESS. How do 
you feel? You are wondering where the ladder leading to, so you decide to climb 
down and you are entering a tunnel. You are walking through and soon you see 
the light at the end and now you are located in a big hall. There is a door and you 
decide to enter into a room. It is a very happy room, you feel free and very alive. 
You feel happy – TRY TO SET YOUR BODY IN A POSTURE OF HAPPINESS. How do 
you feel? Do you like it? Suddenly you see a child in a corner of a room. He is sad 
because he is lost. You feel all the sadness of the world in this little child and you 
are very compassionate - TRY TO SET YOUR BODY IN A POSTURE OF SADNESS. 
How do you feel?

Suggestion: You can continue the story on in that way and include different 
emotional states. At the end a person stands in a garden and do a posture of peace 
and calmness.

VARIATIONS: An exercise is also possible to do as a group. In that case, don’t 
close eyes.

RISKS: There can be present the inability of the participant to express emotions 
in first rehearsals. If this appears it is important not to give up. Sometimes it takes 
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longer but progress is ensured.

NOTES: It is optimum to do the exercise with closed eyes. Ask in the beginning 
if this is uncomfortable for somebody and change it if necessary. Always finish an 
exercise with positive emotional state.
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Rotterdam University 
of Applied Sciences
Rotterdam University of Applied Sciences (in Dutch: Hogeschool Rotterdam) is a 
large urban university in the Netherlands, with 35,000 students and more than 
3,000 employees, offering bachelor, master and associate degree programmes in 
eleven institutes. 

One of those institutes is the School of Social Work which offers full time and part 
time courses. Within this school you can find the Cultural Social Work programme 
which is meant to provide students with the foundations of the cultural and social 
work profession, which guides and supports people in giving shape to their lives 
in the context of culture and our increasingly complex society. And to prepare 
students for job roles in which they design and organise programmes and projects 
which invite people to participate in cultural and social exchange. 

In order to promote people’s personal and social development and give them a voice, 
influence and place in their communities and society as a whole, students learn 
to actively initiate strategic (multidisciplinary) coalitions and partnerships and plan 
for the long-term sustainability of their initiatives. Through informal educational, 
(multi)cultural or artistic activities, which combine enjoyment, challenge and 
learning, graduates are able to realise potential and improve life opportunities for 
individuals, groups and communities and promote social cohesion. 

The knowledge and skills acquired are transferable across different sectors such 
as education, the arts, profit as well as non-profit. Graduates find work either in 
permanent employment or in short-term projects that cover a wide range of social 
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needs and promote cultural and social change. Especially in the minor programme 
Art in Social Action the arts are applied as a means to develop human capital, 
specifically using the theatre. Especially in this minor programme students explore 
and research a topic of their interest (by way of “artistic research”) in order to 
bring about positive social change.  

By implementing their projects in specific localities they experience in a hands on 
way how socially engaged art can be a response to social issues in an attractive 
and alternative way. 
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Teatr
Grodzki
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Teatr Grodzki
The Bielsko Artistic Association Grodzki Theatre was founded in 1999 in the town 
of Bielsko-Biala, Silesia Region in Poland. It brings together artists, pedagogues, 
culture promoters and entrepreneurs engaged in local, regional, national and 
international projects for children, teenagers, adults and the elderly from the 
socially excluded groups. The Association runs a wide support program for the 
assistance and motivation of the disadvantaged, based on creative and artistic 
approaches. 

Grodzki Theatre has a long-standing experience in implementing projects within 
the European Union programs. It has been cooperating with organizations from all 
over Europe, and also from Asia and Israel. Its activities are funded by the National 
Disabled Persons Rehabilitation Fund, Polish Ministry of Culture and National 
Heritage and Bielsko-Biała authorities on a regular basis.

Our Association has produced a number of books, films, and multimedia materials 
of an instructional nature, it also organizes trainings, conferences and seminars 
related to the arts, education and social economics. It runs the Occupational 
Therapy Workshop “You’re needed!” for 30 disabled people, as well as two 
Vocational Rehabilitation Units (sheltered enterprise), where over 60 disabled 
workers are employed. 

Target groups: The group of direct beneficiaries of our programs include physically, 
mentally and sensory disabled persons, families at risk, young offenders, victims of alcohol 
and drug addictions, unemployed, seniors and all those alienated from the mainstream of 
social and cultural life.
Key words: puppet theatre; visual narration; sign language; disabilities; social inclusion
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Development of an Integration Theatre Group
The following presentation (methodology) shows the process of working with the 
group of adult amateur actors. It includes a detailed description of activities which 
stimulate group cohesion and its effective development. The main aim of all four 
methods is to engage the participants in a free creative activity enabling them to 
share knowledge, experience and individual talents, to learn from each other and 
cooperate effectively.

This methodology was tested during the workshop process involving   a group of 14 
people aged from 32 to 76. There are people with learning difficulties, mental and 
physical disability, as well as the deaf, and also healthy participants in the group. 
They have been working together for five years creating six performances and 
presenting them in Poland, UK, Slovakia, Czech Republic, Germany and Holland. 
As part of the MEDART project activities, the group has taken a new important 
challenge. The participants tried their hands at leading workshops with children 
themselves. It was a great and rewarding experience for the whole group.
Moreover, a new puppet play was created and presented to MEDART partners 
during the ERROR Festival in Bratislava (November 2016). 

The methods presented below have been chosen from among the great number of 
techniques and approaches for their efficiency and replicable character.
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Group games and exercises
Why? • To warm-up the group for theatrical activities; 

• To accustom participants to working together and 
opening up to new challenges (self-esteem and 
self-confidence, as well as communication and 
cooperation, decision making, problem solving and 
creativity).

For whom? For all kinds of groups (adults, youth, children). Certain 
level of mobility required.

What and how? A playful way of integrating the group and stimulating 
participants to be active.

Space Any kind of space, both indoors and outdoors, appropriate 
for the free movement of the group 

Number of 
participants

6-18  

Professional 
skills necessary 
to implement the 
method

none
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Exercise 1 : You are a sheet of paper
The exercise is intended to get participants moving, and motivate them to take 
an active part in the workshop. It can also help participants to concentrate on a 
specific task and overcome shyness and fear of using their bodies.

All participants stand in front of the trainer, each with some space around them. 
The trainer is holding a piece of paper - in an upright position, and performs 
different movements, like bending a corner, turning it in the air, folding it in half, 
shaking it, holding it in an horizontal position, etc. The task of the participants is 
to find a body movement which corresponds to the movement of the paper. The 
exercise involves not only the body but also the imagination of the participants - 
each one reacts differently, which stimulates reflection.

Notes: The exercise is an interesting and intriguing experience, and allows 
participants to discover the diversity of ideas and behaviours in a group. Participants 
are often not aware of how much effort they are really making They concentrate 
on the task at hand, and forget about the fear they felt earlier. The exercise works 
well when the group’s energy levels are low, and what is needed is a refreshing 
“shakeup” for the participants. As well as sheets of paper, other objects can also 
be used - for example, cardboard boxes or scarves - these changes encourage 
creativity and the discovery of new ways to move within the group. 

Duration: This activity takes just a few minutes. 

Exercise 2: I am the only person in the group, who...
This exercise works very well at the beginning of the group process and helps 
to integrate participants. Thanks to the game they learn about each other and 
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everyone has a chance to show their own unique skills or experience. 
All the people stand in a circle. Everyone is allowed to step inside the circle and 
finish the sentence, by expressing an experience, skills or life situations, which 
distinguish them from the rest of the group. For instance: “I am the only person 
in the group, who can walk on stilts.” The sentences the participants say should 
be true. If any of the others in the group can also walk on stilts, or has done it 
in the past, they then join their colleague. It often proves that the feature, which 
according to someone seems to be special and unique, appears to be shared by 
other participants. The rules of the exercise do not impose any specific number of 
presentations, the game keeps going, until it ends in a natural way. The participants 
are presented with an opportunity for getting to know each other better, a lot of 
new, interesting information emerges, which is interesting for the whole group, 
everyone may share with other people  information related to their passion and 
prove their own uniqueness. 

Notes: A continuation of the exercise intended to help the group decide on a 
direction for further activities might be to present the following question: “I am 
the only person in this group, who would like to talk about ...” .. or “I am the only 
person in this group who is interested in ...”. The responses to such statements can 
help to crystallise the needs and interests of each particular member of the group. 
A huge advantage of the exercise as the integrative technique, is its dynamic, 
revitalising character, as well as the literalness and accessibility of the ad-hoc 
images created with it.

Duration: The exercise – depending on the number of participants and their 
willingness to act - can last from 15 minutes to half an hour.
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Exercise 3: Bamboo
The essence of the exercise is readiness to cooperate to achieve the task, the 
ability to communicate with others and explain their views and ideas. The exercise 
teaches us to collectively find a solution which leads to the completion of a goal.
Participants line up opposite each other, in two lines. They stretch their arms 
forward so that the index fingers of all people are arranged alternating at equal 
intervals in a straight line, at chest height. The trainer places a bamboo pole on the 
group’s outstretched fingers. The group’s task is to put the stick on the floor - all 
the time touching the fingers of all participants. The exercise seems very simple, 
but it actually requires a great deal of concentration and team effort. (The pole 
more often ends up being raised rather than lowered).

Notes: The course of this exercise is usually surprising to the participants, which 
increases their level of commitment. At the same time, however, it can lead to 
conflict. In the game there are often leaders who try to impose their ideas on others, 
or blame them for a lack of prompt and effective action. It is therefore essential 
that the trainer shows the group the importance of patience, understanding and 
consistency when trying to achieve a goal. Larger numbers of participants should 
be divided into two groups performing the exercise at the same time - then they 
have the added factor of competition, further stimulating activity.

Duration: This exercise normally lasts around 15 minutes.

Exercise 4: The Belt
In this exercise the most important thing is concentration and synchronisation of 
each participant’s activity with the rhythm of the whole group. It is a good way of 
practicing discipline.



155

Participants in the game line up in a row at an imaginary conveyor belt. The 
instructor presents and repeats several times the sequence of rhythmic and 
automatic actions accompanied with counting, such as standing with both arms 
leaning on the belt (starting point), and then the left hand puts a nail on the belt 
(one) and the right reaches for the hammer (two). After that, the nail is fixed with 
one stroke (three), the hammer is laid aside (four), an alleged object is shoved 
towards a neighbour (five), left hand goes back to the belt (six) and the right hand 
also goes back to the belt (seven). On the cue from the instructor the first person 
in the row enters into the action. Other participants join in succession, according 
to the rhythm of the “moving” belt.

Notes: This exercise is very helpful in developing basic skills for use in everyday 
functioning. Most importantly is fitting in with the given tasks, which requires much 
concentration and dexterity. The group’s loud, rhythmic counting helps to maintain 
the tempo. If the suggested version of the task turns out to be too difficult at the 
beginning, it can be reduced to four or five simpler movements. The participants 
themselves may also have some good ideas for various forms of production-line 
work.

Duration: The exercise may take several minutes to half an hour.

Exercise 5: Hold it!
Participation in the exercise demands ingenuity and quick decision making.
Every participant of the game gets some object, such as a shoe, a ruler or a 
slip of paper. The group stands in a row or in a circle, and the leader signalizes 
subsequent probations. At the repeated command “Hold it!” everybody finds their 
own way to grasp the object; usually there are many ingenious and amusing 
solutions. This exercise may also involve various forms of competition, like when 
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all the participants hold their objects in the same manner and their task is to cover 
the delimited area in a specified way (leaps, walking backwards or on tiptoe).

Notes: The exercise is usually treated as good fun by the participants who, taking 
it less seriously, find it easier to react spontaneously. In reality, they have to show 
initiative and flexibility, conquer shyness and fear of ridicule. For those who find the 
game too difficult or stressful, the trainer can suggest working in pairs.

Duration: The exercise may take from several minutes to half an hour.

Exercise 6: Degrees of Difficulty
This exercise teaches concentration and discipline and helps to overcome 
discouragement and deal with difficult situations.
Participants stand in a row. On the other side of the room, facing the participants 
is a row of chairs - one each. The trainer describes the tasks to be performed - 
everyone is to do the tasks at their own pace, ignoring the others. 

Stage 1. We walk up to our chairs, avoiding an imaginary obstacle half-way (for 
example, walking around a puddle). We sit on a chair, in our minds count to five, 
get up, go back to the start, remembering the obstacle in the middle of the road.

Stage 2. Repeat all previous steps, this time having some object on our heads, 
like a newspaper or a piece of paper - we try to keep our balance, if an item drops 
- we pick it back up and we walk on. 

Stage 3. Repeating the previous two tasks, we add another: Each participant, 
making their way to their chair and back, with an object on their head and twice 
avoid the obstacle, clearly announces what they’ve done that day, from waking up, 
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to this very moment.
The exercise can have a more complex structure, if the operator or the participants 
themselves propose additional challenges. 

Notes: In a practical way, this exercise allows the participants to experience the 
acquisition of new skills, and the persistent pursuit of an objective. This direct 
experience of effort and repetition of increasingly difficult steps gives them some 
idea (on a tiny scale) about the challenges posed by working on a performance or 
continuing their education. At the same time it helps to conquer the fear of failure, 
and also gives a sense of success (participants are always able to successfully 
complete at least one small part of the task).

Duration: The exercise - in the described structure of the three degrees of 
difficulty - takes up to half an hour. 
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Selfie with objects 
Why? • To team-build and create an environment for effective 

cooperation;
• To create space for self-expression and for getting to 

know each other;
• To help participants with discovering their own values 

and personal capacities (self-knowledge, self-appraisal, 
self-esteem and self-confidence).

For whom? For anyone who is ready for self-presentation in a creative 
and unconventional way. 

What and how? An adventure with objects and materials involving both 
individual and group work.

Space Any kind of space, both indoors and outdoors, taking into 
account the size of the group. Each participant needs a 
place marked off for their own activities. 

Number of 
participants

6-12 (optimal)

Time 2.5-4 hours 
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Professional 
skills necessary 
to implement the 
method

General understanding of the rules of visual narration and 
ability to lead the discussion.

Description of the 
activity

The participants are invited to find their own place in the 
space available and look for objects and materials which can 
be helpful in creating an image - a “selfie” of themselves. 
They work individually, having about 20-30 minutes to 
complete the task. The main aim of “mapping ourselves” 
is to find a visual expression for the most important and 
characteristic features of each person – their personality, 
interests, situation in life. When all “selfies” are ready, the 
participants, one after the other, are visited by the rest of 
the group. First the visitors give their feedback on what 
they see and how they understand the meaning of the 
whole picture and it’s individual elements. Next, the host/
creator of the image justifies the logic of the structure and 
explains their ideas and reasons behind choosing specific 
visual elements. The leader points out the importance of 
shape, colour, size and positioning of every element chosen 
to the meaning of the image. The participants, together 
with the creator of the picture can apply some changes to 
the original version and later discuss the influence of these 
new solutions on the message conveyed by the image.

Notes: It’s a good idea that the leader prepares a collection of objects in advance 
to stimulate participants’ creativity. Different kinds of stones and cones, as well as 
kitchen utensils, pieces of fabric, ribbon and buttons work very well. 
In bigger groups it will be difficult to discuss all the “selfies”, as sometimes it takes 
a long time, if the participants are eager to ask questions and to propose changes.



160

Introduction to puppetry art 
Why? • To teach participants how to make simple puppets 

using ordinary materials;
• To introduce participants to basic animation skills;
• To develop team work skills (communication and 

cooperation, decision making, problem solving and 
creativity).

For whom? The use of puppets is very good when working with people 
who are shy and reserved and not very eager to act 
themselves. In this kind of action there is always a chance 
to hide oneself behind a puppet.

What and how? A short course in puppetry art meant for discovering and 
exploring an alternative to acting in theatre.

Space Any kind of space, both indoors and outdoors, big enough 
to allow free movement of the group.

Number of 
participants

6-18 

Time 2.5 – 3 hours 
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Professional 
skills necessary 
to implement the 
method

General knowledge about theatre work.

Description of the 
activity

The participants are divided in sub-groups of six (optimal) 
or four-five persons. Every group is given a few packages 
of plastic sheeting (polythene) which can be easily found in 
shops with building materials (usual size: 5mx4m). Some 
string and scissors will be also needed. 

The first task for each group is to agree on the figure to 
be created jointly in such a way that every person gets 
one part of its body to animate. For instance, in case of 
the puppet representing a human being, 6 people can be 
involved in it’s animation - one responsible for moving the 
head, one for the trunk, two for the arms and two for the 
legs. The example of such a plastic puppet animated by 6 
people as part of the show “Magic Mountain or a few facts 
from M`s life” can be viewed at: http://www.youtube.
com/watch?v=l2vc53-wJbo (6,55 minutes).
Different animals or fantasy creatures can also be created.

Next, the members of each group build their puppet 
together and learn how to animate it. This task requires 
close cooperation and teamwork.
The last stage of the exercise involves working on a short 
scene showing the puppet in a specific action. Each group 
prepares a mini show, a simple story of their hero.

At the end all groups present their stories one by one and 
the audience share their impressions and suggestions how 
the scene could be further developed and improved. 
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Notes: Plastic sheeting comes in a wide range of thicknesses. All of them suit the 
exercise. 
Instead of plastic sheeting, other materials can also be used. Brown wrapping 
paper, cardboard or different kinds of fabric work very well. An example of making 
and animating paper puppets can be found in the form of a learning path placed 
at the ARTES good practice platform: 

• http://artescommunity.eu/paper-puppets-in-action/

Also the film of material and a training App showing how to make a puppet have 
been made available as a part of the COUNT ME IN TOO project: 

• http://www.cmi2.eu/pl/app_generator/app/82/ or 
• https://www.youtube.com/watch?v=DJ5-Tsf65CA&feature=youtu.be
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Workshop participants become workshop leaders

Why? • To familiarize the group with the roles of leaders and 
“educators”;

• To let participants use and practice skills and knowledge 
previously acquired in a new context;

• To prepare participants for their own, independent 
activities in everyday life (self-appraisal, self-esteem 
and self-confidence, communication and cooperation, 
decision making, problem solving and creativity).

For whom? For groups who have been working together for some time 
and have  some confidence in group work.

What and how? An experience of practicing new roles in life.
Space Any kind of space, both indoors and outdoors, taking into 

account the size of the group invited to participate in the 
workshop. 

Number of 
participants

6-12 (optimal)

Time Preparatory stage: 6-8 hours (at least); 
Implementation stage: 1.5-2 hours.
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Professional skills 
necessary

General understanding of group dynamics and some 
experience of leading workshop activities.

Description of the 
activity

The activity consists of two stages. The first one is 
meant for structuring the workshop to be later led by the 
participants themselves and for practicing new roles. The 
second stage is the workshop itself.

Preparatory stage First, the participants discuss the structure of the workshop 
referring to their own experience – to the process they 
went through themselves. It is a good idea to divide 
bigger groups into sub-groups (5-6 people in each team 
is optimal). They should choose one warm-up activity (for 
instance “You are a sheet of paper”) and one task-oriented 
action (for instance “Introduction to puppetry art”). Next, 
the division of specific tasks among the team members is 
necessary to decide who will do what. Different solutions 
can be applied, depending on individual capabilities of 
participants. For example, there might be just one person 
responsible for leading the whole session and the rest of 
the group would simply accompany him/her by showing 
how to perform the tasks. Or, different people can lead 
different parts of the workshop independently or in pairs. 
The last, very important phase of the preparatory stage is 
to practice the course of the future session a few times. 
Similarly, as it happens in the theatrical process, also in 
this case the rehearsing is crucial for obtaining confidence 
and freedom of action. Everybody has to understand what 
they are supposed to do and feel comfortable with their 
role.
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Implementation 
stage

After the rehearsing stage, the group should be ready to 
run the workshop with the chosen audience. It can be 
organized for different groups. In our case, these were 
children from two local day-care centers and from a primary 
school. Three sessions were conducted and each of them 
consisted of two elements – paper puppet making and 
learning the rudiments of sign language. The recording 
of one session can be viewed (available only in Polish) 
at: http://www.teatrgrodzki.pl/book/teatralne-spotkania-
pokolen/ (3.16 minutes)

It is important to discuss in detail all the organizational 
issues and the specific character of the session with the 
host institution in advance. Perhaps, it will be needed to 
prepare workshop participants for working face-to-face by 
meeting with the beneficiaries.

It is equally important to sum-up the session with our 
group after it’s completion and to analyze thoroughly the 
whole experience.

Notes: Usually, the support of the group leader is necessary during the workshop 
led by participants, since learning these new roles is a long process. In particular, 
talking to the group and explaining the tasks is very difficult for many people. 
Also, various unexpected things always happen during the workshop process and 
dealing with participants` reactions, needs, expectations, limitations and resistance 
requires decision making and problem solving skills. This is why the assistance of 
someone experienced is so important.
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Conclusioni
Riassumendo la presentazione della metodologia sviluppata durante il progetto 
MEDART, potrebbe essere utile tornare alle ipotesi di base stabilite dai partner 
del progetto all’inizio delle loro azioni congiunte. I target più importanti sono stati 
espressi in poche parole nel titolo del progetto:“metodi educativi basati sul teatro 
per adulti svantaggiati”. Dopo due anni di attività intraprese in otto paesi partner, 
ognuna di queste parole si traduce in specifici risultati metodologici fondamentali 
per questo contenuto del manuale. Di seguito sono riportati gli esempi di come la 
comprensione specifica dell’educazione, il supporto per i discenti adulti svantaggiati 
e l’uso creativo dell’arte teatrale siano stati interpretati e condivisi dai partner del 
progetto nelle loro proposizioni metodologiche.

Educazione
Ci sono molte definizioni diverse di educazione, ma ancora l’approccio più diffuso è 
quello di abbinarla all’educazione formale. Tuttavia, è solo una parte dei processi di 
insegnamento-apprendimento e gli altri sono altrettanto importanti. Nel contesto 
del progetto MEDART, la definizione proposta da Mark K. Smith, un ricercatore 
e un promotore di educazione informale con sede a Londra, sembra essere 
molto adeguata: “L’educazione può essere definita come la saggia, rispettosa e 
speranzosa coltivazione dell’apprendimento intrapreso nella convinzione che tutti 
dovrebbero avere la possibilità di condividere nella propria vita” (http://infed.org/
mobi/ what-is-education-a-definition-and-discussion/).

A due termini della definizione di cui sopra – “coltivazione” e “condivisione” - è stata 
riservata particolare attenzione da parte di tutti gli educatori coinvolti nel progetto 
che hanno presentato la loro esperienza attraverso diversi workshop. Siamo tutti 
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certi che la creazione di un ambiente sicuro e amichevole per qualsiasi discenti sia 
di vitale importanza e una condizione preliminare per affrontare le sfide educative. 
Nei capitoli precedenti si possono trovare molte idee diverse per motivare gli adulti 
a continuare l’apprendimento e lo sviluppo di sé. In particolare, diversi giochi di 
riscaldamento, esercizi di movimento, attività di gruppo e riti sono stati presentati 
come meccanismi efficienti che nutrono (coltivano) l’interesse, l’impegno e la 
determinazione dei discenti adulti. In tutte queste azioni sono coinvolti non solo 
la mente ma anche il corpo, così come la cognizione emotiva e spirituale. Grazie a 
questo, il processo di apprendimento e acquisizione di nuove competenze diventa 
un’avventura creativa integrata in un’esperienza collettiva.
Per quanto riguarda la possibilità di condivisione, la metodologia del progetto 
MEDART offre un’ampia gamma di azioni cooperative che consentono di esprimersi 
liberamente e aiutare i discenti a svelare la loro reale identità e condividere 
esperienze, competenze, capacità e conoscenze di vita. Diverse tecniche di 
narrazione e esercizi di improvvisazione proposti dai singoli partner sono buoni 
esempi di condivisione e scambio. Con il loro aiuto tutti hanno la possibilità di 
contribuire al processo congiunto della creazione.

Adulti svantaggiati
Il fatto di essere svantaggiati significa in pratica che qualcuno affronta difficoltà 
specifiche nella vita quotidiana. Dato che ogni persona svantaggiata deve superare 
ostacoli e barriere differenti, è molto importante fornire a tutti gli strumenti di 
cui hanno realmente bisogno. Ecco perché tutti i partner prestano particolare 
attenzione a personalizzare i loro interessi teatrali e le loro passioni alle esigenze 
e ai vincoli dei loro target. In questo contesto, alcune soluzioni specifiche basate 
sull’esperienza dei formatori MEDART sono particolarmente interessanti e vale la 
pena seguirle.
Considerando un elevato rischio di drop out di alcuni membri all’interno del gruppo 
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di lavoro (senza tetto e disabili), Divadlo bez domova propone di costruire la 
performance in modo tale che l’assenza di uno o più attori non distrugga l’intera 
produzione (il cosiddetto approccio “soft joints”). l’Asociacion Acunagua, durante 
l’implementazione del progetto,ha invece deciso di cambiare totalmente l’idea 
iniziale di creare una performance con i suoi utenti in carcere e l’ha sostituita con 
lavori artigianali (“create T-shirt“). Infatti, si è deciso di rispettare la volontà dei 
detenuti di non presentarsi davanti al pubblico. L’obiettivo principale di fare attività 
artistiche in carcere è stato comunque mantenuto e i prigionieri hanno avuto la 
possibilità di comunicare con il mondo esterno.
Il terzo esempio è un esperimento educativo intrapreso con successo da Teatr 
Grodzki con un gruppo per l’integrazione di persone sorde e disabili. Questi sono stati 
invitati a cimentarsi loro stessi a dare lezioni a bambini e giovani, quindi andando 
ben oltre quello che ci si aspettava all’inizio del lavoro teatrale (“i partecipanti al 
workshop si trasformano in workshop leader”). In tutti e tre i casi, i metodi e gli 
approcci proposti testimoniano l’importanza di essere coraggiosi e flessibili, di non 
essere troppo dipendenti dalle idee iniziali, ma di considerare sempre sia i limiti che 
le potenzialità nascoste dei discenti svantaggiati.

Radici teatrali
Questa formulazione richiama l’attenzione su una vasta gamma di diversi metodi 
creativi per i quali il teatro serve come fonte d’ispirazione. Nel nostro manuale sono 
stati considerati sia il teatro drammatico tradizionale, sia le altre tipologie di teatro, 
nonché vari approcci para-teatrali. È stato anche presentato qui come il teatro può 
aiutarci a scoprire modi non teatrali per migliorare la creatività, il benessere e lo 
sviluppo di sé dei discenti svantaggiati.

L’esperienza di MEDART dimostra che non esiste un’unica metodologia universale 
di utilizzo del teatro nell’educazione degli adulti e nel lavoro con i soggetti 
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svantaggiati. Infatti ogni tipo di attività artistica basata sul teatro può essere 
altrettanto efficace, se adeguatamente adattata a esigenze e circostanze specifiche. 
E così, potrebbe sembrare che un teatro a base di parole che richiede abilità 
di recitazione sia inadatto per molti gruppi di discenti svantaggiati a causa dei 
loro problemi di memorizzazione dei testi e la paura di essere esposti sul palco 
mentre parlano in pubblico. Tuttavia, l’esempio della compagnia AHA e la sua lunga 
esperienza nel mettere in scena opere teatrali con persone senza fissa dimora 
dimostra che un tale approccio funziona se sono soddisfatte specifiche condizioni 
(“aiuto orientato e basato sui processi”). Al contrario, acta offre un modo giocoso 
di creare lo spettacolo attraverso lo sforzo collettivo, dove tutti contribuiscono 
a costruire la storia dal nulla (“Julie’s Story”). Questo metodo è una soluzione 
perfetta per portare i discenti adulti in teatro. Ancora un approccio teatrale diverso 
arricchisce la metodologia MEDART grazie all’esperienza del CSC Danilo Dolci che 
usa con successo tecniche di drammaturgia esplorando i miti e scoprendo i loro 
significati nascosti, improvvisando e interpretando diversi ruoli. Infine, Drustvo 
ProSoc condivide i propri modi verbali e puramente fisici dell’espressione teatrale 
basata sul movimento, la danza, la meditazione guidata (“ActEmo”, “movimento 
creativo”).

La diversità degli approcci che compongono la metodologia MEDART dimostra che 
il teatro nell’educazione degli adulti significa molte cose diverse. Il clowning, l’arte 
delle marionette, il lavoro con i simboli, mettere in scena Shakespeare, suonare 
strumenti, celebrare la pausa caffè sono tutti modi teatrali “idonei” a sostenere i 
discenti adulti svantaggiati.

Cooperazione internazionale
Terminando l’ultimo paragrafo di questo manuale, si deve ripetere ancora una volta 
che un valore speciale del progetto MEDART risiede nel suo carattere collaborativo. 



170

Secondo le regole del programma ERASMUS + - KA2: Strategic Partnership, la 
possibilità di lavorare insieme consente agli educatori di migliorare la loro offerta 
per i potenziali discenti e condividere pratiche innovative. Tale interscambio è 
avvenuto grazie a MEDART ed ha avuto il suo culmine durante il workshop di una 
settimana ospitata dai partner spagnoli a Lanzarote e in cui hanno partecipato 
tutti i coordinatori del progetto(Luglio 2016). Successivamente, la conferenza 
internazionale MEDART organizzata a Bratislava, Slovacchia (Novembre 2016) è 
stata un’occasione preziosa per riflettere sui risultati metodologici del progetto e 
per condividerli e discutere con educatori ed artisti esterni al partenariato. Vale la 
pena mostrare qui le esperienze dirette dei formatori del progetto per dimostrare 
quali benefici concreti hanno ottenuto grazie allo scambio di metodi e approcci 
durantel’implementazione di MEDART.

Vorrei sottolineare l’importanza di vedere e sentire modi diversi di condurre i workshop. 
I diversi stili adottati dagli altri partner mi hanno permesso, come partecipante, di 
essere coinvolto in modo differente: in alcuni casi sono stato un po’ più che un 
semplice osservatore, altre volte più attivo e talvolta anche come un protagonista 
o semplicemente partecipante attivo e ispirato, al centro della performance che si 
stava mettendo in scena.
I feedback e la riflessione dei partner sulla nostra parte di workshop ci hanno 
aiutato anche a definire altri aspetti ed elementi del nostro lavoro(ad es. scoperta, 
divertimento, costruzione di fiducia), che sono stati parte del processo di presentazione 
dei nostri metodi e che attualmente usiamo nel nostro lavoro quotidiano con i nostri 
partecipanti. Questi fatti ci inducono a pensare sempre di più a metodi e tecniche che 
già utilizziamo, ma che non abbiamo mai definito e descritto proprio come “metodi”.

Patrik Krebs, Divadlo bez domova

Attraverso la partecipazione ai workshop di altri operatori teatrali ed osservando 
la loro pratica e le loro tecniche, abbiamo riconosciuto che l’approccio di acta non 
è particolarmente spirituale, ma più pragmatico e pratico. Osservare come alcune 
delle altre metodologie siano fisiche ci ha portato a mettere in discussione il nostro 
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approccio meno fisico, che è più basato sulla creazione, usando l’improvvisazione 
verbale, la caratterizzazione, la narrazione e il dialogo. Questo ci ha indotto a 
considerare perché per noi sia così, e la nostra conclusione è che il nostro approccio 
è stato guidato e formato dalla conoscenza dei nostri partecipanti e da ciò che si 
sentono a proprio agio di fare. acta lavora spesso con persone che non sentono che 
il teatro sia per loro, quindi abbiamo sempre bisogno di trovare un approccio che li 
faccia sentire sicuri e a loro agio. Per questi motivi riteniamo che un approccio più 
fisico possa scoraggiare i partecipanti e impedire loro di partecipare.

Ingrid Jones e Rosalie Pordes, acta

Direttamente dopo la formazione a Lanzarote, abbiamo trovato il modo di applicare 
l’esercizio di gruppo chiamato “Julie’s Story” presentato dai formatori di acta nel 
laboratorio di narrazione con il nostro gruppo di attori dilettanti adulti. Il workshop 
ha lo scopo di incoraggiare i partecipanti ad esprimersi apertamente e dare un’idea 
della loro esperienza di vita. Utilizzavamo diversi mezzi di espressione artistica per 
consentire ai partecipanti di condividere le loro storie personali con gli altri. Per 
strutturare più dettagliatamente le storie scelte, abbiamo utilizzato con successo 
la tecnica “Julie’s story” adattata alle nostre esigenze. Ha aiutato il nostro gruppo 
teatrale a creare lo scenario del nuovo spettacolo di burattini che ha debuttato nel 
Giugno 2017.

Maria Schejbal, Teatr Grodzki

Il workshop ha evidenziato la varietà di approcci che tutti i partner utilizzano 
quotidianamente con i diversi target. Questo è per noi il risultato più importante del 
workshop a Lanzarote. Il progetto MEDART ha dato a tutti i partner l’opportunità di 
riflettere sulle proprie metodologie e confrontarle con altre. Come CSC Danilo Dolci, 
lavoriamo molto spesso con i migranti, e questo progetto ci ha permesso di conoscere 
diversi modi di lavorare con diversi gruppi target. La formazione a Lanzarote è stata 
anche molto impegnativa da un punto di vista emotivo e personale. Il workshop 
ha sottolineato la difficoltà di lavorare con gruppi vulnerabili a livello personale, la 
difficoltà di separarsi dalle emozioni che viviamo quando si lavora con determinati 
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target. È importante bilanciare le proprie emozioni e controllare noi stessi aiutando 
altre persone se vogliamo essere buoni operatori e professionisti. I vari metodi 
mostrati nel workshop di Lanzarote aiuteranno il nostro lavoro con i migranti, poiché 
diversi esercizi possono essere utilizzati ed adattati secondo le nostre necessità e 
quelle dei diversi target di riferimento.

Dario Ferrante, CSC 

Abbiamo scoperto che tipo di effetti la proiezione delle nostre emozioni ha sia 
sull’attore che su altre persone. Che cosa significa mostrare uno specchio ad altri. 
Quanto è importante toccare ed essere toccati: come le nostre dita ricordano il volto 
del nostro partner, come noi, come scultori, possiamo e vogliamo rendere ancora 
più bella la bellezza. Quanto siano importanti i rituali - non importa quanto semplici 
possano sembrare. Abbiamo anche apprezzato come il caffè ritualmente condiviso 
possa costruire ogni giorno la nostra comunità in maniera ancora più forte. Siamo 
tornati più e più volte alla domanda: “Chi sono io, come mi vedo, come mi vede il 
mio ambiente?” Abbiamo avuto l’opportunità di disegnare su un pezzo di carta senza 
esitazioni, dicendo: guarda, sono io. Mai solo.
Poi abbiamo ascoltato storie con gli occhi chiusi, abbiamo apprezzato i loro suoni 
setosi, a volte la loro corsa selvaggia, e abbiamo meditato sulla loro verità. Abbiamo 
sperimentato la differenza tra essere parte di un cerchio o esserne esclusi. È stata 
una grande sfida aprirsi ad altre persone, anche se le conoscevo bene. Che cosa è 
una squadra? Che cos’è un gruppo? Dove sono io? Con i miei tesori posso realizzare 
ciò che il mio gruppo si aspetta da me? Le riunioni regolari hanno un effetto 
eccezionalmente forte sulle persone in difficoltà.

Sándor Füsti-Molnár, AHA 

Per noi, persone isolane, è un grande dono avere tante opportunità di condividere, 
imparare, ospitare e scambiare. Pensiamo che il progetto MedArt stia arricchendo e 
potenziando la nostra società e la nostra comunità. Qual è stato l’impatto principale 
di questo progetto sulla nostra vita? Il progetto MedArt ha lo scopo di dare dei nomi 
al nostro lavoro, di rendere visibili e più efficaci le nostre azioni, di riconfermare 
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la giustezza e il senso della nostra direzione di lavoro. Sì, è stato estremamente 
importante essere coinvolti in questi due anni del progetto MedArt, abbiamo avuto 
la possibilità di fermarci e di osservare il nostro lavoro, di consultarlo con altri 
professionisti nel campo dell’arte e del lavoro sociale. Il progetto MedArt ci ha dato 
un’immagine chiara del potere comune che abbiamo creato con tutti i partner, grazie 
alla professionalità, alla devozione e alla comune volontà di tutti noi. Il progetto 
MedArt ci ha dato la conferma che per quanto abbiamo diversi ambiti o condizioni di 
lavoro, siamo forti e connessi nel nostro obiettivo comune: fare il nostro lavoro nel 
modo migliore e sempre  e  - quando è possibile - CONDIVIDERE.

Madlen Komarova, Acunagua Asociation 

Ritengo che il valore aggiunto del manuale è principalmente nella diversità dei 
metodi. In poche parti possiamo trovare somiglianze. Tutti coloro che sono interessati 
a questo tipo di lavoro potranno trovare qualcosa di utile. Dalle interpretazioni del 
teatro classico all’improvvisazione del movimento. Usare il ritmo, la narrazione, gli 
strumenti e lavorare con oggetti o pupazzi apre un’altra dimensione. I metodi descritti 
forniscono anche l’opportunità di scrivere la storia dell’eventuale performance e, se 
necessario, risolvere i conflitti all’interno del gruppo o dell’individuo. Il denominatore 
comune di tutti i metodi è l’esperimento e l’esplorazione che tutti coloro che sono 
coinvolti (alcuni più vulnerabili di altri) possono portare utili e preziose nuove 
esperienze.

Domen Rakovec, Drustvo ProSoc 

Tutte le affermazioni sopra citate mostrano chiaramente che lo scambio di idee e 
di esperienze tra gli educatori degli adulti è veramente necessario e ha un forte 
effetto sulla qualità del loro lavoro quotidiano. Questo manuale è semplicemente 
un modo di condivisione dei metodi di lavoro al fine di supportare i discenti adulti 
svantaggiati attraverso il teatro e le arti correlate.

I partner di MEDART
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