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MEDART zostat zapoczatkowany przez Divadlo bez domova (DBD) w 2015 roku.
Wyrdst z potrzeby sprawdzenia wtasnej praktyki, przyjrzenia sie jej i opisania z
perspektywy lat. Zespdt czut, ze tatwiej wykonywac swojg prace niz jg wyjasniac,
jednak pragnat dzieli¢ sie swoimi dokonaniami i rownoczesnie uczy¢ sie od innych,
ktorzy dziatajg na tym samym polu, realizujg te same cele — wykorzystujac teatr
jako sposdb angazowania dorostych z grup defaworyzowanych, aby rozwijac
ich umiejetnosci osobiste i spoteczne oraz zwiekszaé ich szanse na zdobycie
zatrudnienia.

DBD pozyskat-do wspotpracy réznych partneréw z catej Europy, a wszyscy oni mieli
ten sam cel i postugiwali sie teatrem jako narzedziem osiggania pozytywnej zmiany
u 0sob szczegdinej troski, stosujgc jednak szeroki zakres rozmaitych metodologii
i podejs¢. Projekt MEDART skonstruowano, aby stworzyé przestrzen, gdzie rézne
zespoty mogtyby rozwing¢ swoje projekty we witasnym narodowym kontekscie,
a nastepnie wspotpracowac, dzielac sie dosSwiadczeniem i uczac sie od siebie
nawzajem.

Proces MEDART obejmowat szereg spotkan w krajach partnerskich oraz tygodniowg
wymiane doswiadczen pracownikdw reprezentujgcych wszystkie partnerskie
organizacje, ktoérzy dzielili sie swoimi “metodologiami” - wiasng praktyka: grami,
cwiczeniami, metodami - zaczerpnietymi z aktualnych dokonan kazdej organizacji
i~grup, z ktérymi pracowata. Spotkania odbywaty sie w Polsce, na Lanzarote, w
Stowenii, na Stowacji i Sycylii.

Wymienianie sie praktykami i ciggty dialog stanowity podstawe do stworzenia
internetowego “przewodnika metodologicznego”, ktory zebrat te rézne podejscia
i praktyki, aby rozpowszechnia¢ nasze osiggniecia w catej Europie — dotrze¢ z
nim do lokalnych teatréw wspdlnotowych, nauczycieli, wychowawcdw, trenerdw,
dramaterapeutow, . pracownikdw socjalnych, studentdéw, szkoét, uniwersytetow,




instytucji, organizacji pozarzadowych.

Gtowny cel przewodnika to wspieranie edukatoréw oséb dorestych w rozwijaniu
i poszerzaniu kompetencji w obszarze pracy z grupami dorostych uczestnikéw
doswiadczajgcych trudnosci roznej natury i zagrozonych wykluczeniem. Rozwijanie
tych umiejetnosci i kompetencji umozliwi edukatorom dorostych wniesienie nowych
i skutecznych pomystow, strategii i praktyk do wiasnej pracy, a w rezultacie oSmieli
ich do wzbogacania wiasnej aktywnosci zawodowej.

Kazdy z siedmiu partneréw MEDART tworzy teatr wspdlnotowy w innym kraju, w
odmiennych kontekstach, skupiajgc sie na pracy z ludzmi zmagajgcymi sie z catg
gama trudnosci i zagrozen:

acta community theatre, Wielka Brytania - praca z mtodymi i dorostymi osobami
szczegodlnej troski;

Asociacion Acunagua, Wyspy Kanaryjskie, Hiszpania - praca z kobietami osadzonymi
w wiezieniu, mtodziezg;

CSC, Sycylia, Wtochy — oferuje wiele mozliwosci i edukacje uchodzcom, mtodziezy;
Divadlo bez domova, Stowacja - praca z ludzmi bezdomnymi, niepetnosprawnymi,
z zaburzeniami psychicznymi, bytymi wiezniami i innymi osobami w potrzebie;
Drustvo ProSoc, Stowenia - teatr réznych grup specjalnej troski i wykluczonych
spotecznie;

Magyar Voroskereszt Budapest FOvarosi Szervezet AHA Szinpada, Budapeszt ,
Wegry - teatr bezdomnych, bytych' bezdomnych, dorostych specjalnej troski;
Teatr Grodzki w Bielsku-Biatej, Polska- teatr oséb niepetnosprawnych, niestyszacych
i zagrozonych spoteczng izolacja.

Osmy partner - Hogeschool Rotterdam, Holandia - byt odpowiedzialny za ewaluacje
projektu i stworzyt ramy przewodnika metodologicznego.

Partnerzy wiele-zyskali na wspdtpracy. Nie tylko pod wzgledem wzajemnego
wzbogacania dziatalnosci, ale takze dzieki uzyskiwanym od innych partneréw
opiniom zwrotnym na temat wtasnej praktyki. W miare rozwoju projektu partnerzy
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zaczeli stosowa¢ w swojej dziatalnosci elementy zapozyczone od partnerskich
organizacji: ¢wiczenia, gry, techniki. Partnerzy zmagali sie takze z wyzwaniem
znalezienia wspdlnej terminologii — czy nasi pracownicy to “artysci”, “facilitatorzy”,
“artysci facilitatorzy”, “trenerzy”, “praktycy teatru”? I jak doktadnie zdefiniowaliSmy
“metodologie”? Proces przedzierania sie przez ten ideologiczny i semantyczny
labirynt byt czesto trudny, ale w korcu zaowocowat ogromnymi korzysciami

wspdlnego doskonalenia sie.

Dwuletni proces dzielenia sie pracg potwierdzit, ze partnerzy realizujg wiele
wspdinych celéw; Przede wszystkim podstawowe pragnienie wprowadzenia
pozytywnych zmian w zyciu 0s6b zmarginalizowanych i szczegdlnej troski, a
takze najgtebsze przekonanie o potedze teatru jako skutecznego narzedzia
umozliwiajgcego zaistnienie tych pozytywnych zmian.

Teatr jest sztukg opowiadania historii, a poprzez praktyke wspdlnotowych teatrow
uczestniczacych w projekcie, osoby specjalnej troski i doswiadczajgce zagrozen
uzyskujg mozliwos¢ dzielenia sie-swoimi opowiesciami, wyrazania wtasnych nadziei
i marzen, kontaktu i porozumiewania z.szerszg spotecznoscia, a takze wykazania
sie swojg indywidualnoscig i zaistnienia jako-esobowos¢.

Ponadto taki proces tworzenia teatru jest korzystny dla..rozwoju kompetencji
spotecznych i interpersonalnych. Pewno$¢ siebie, wspdtpraca,. komunikacja,
umiejetno$¢ prezentacji pomystéw, stuchania i dyskutowania, “uwalniania
kreatywnosci, wspotdziatania z innymi dla osiggniecia wspdlnego celu, odnoszenia
sukcesow i $wietowania ich - to podstawowe umiejetnosci potrzebne ludziom w
zyciu, aby rozwijac i utrzymywac wiezi spoteczne. Jednoczesnie sg to umiejetnosci,
ktorych pracodawcy poszukujg u pracownikow.

WSszyscy partnerzy podzielajg przekonanie o znaczeniu uczenia sie przez cate zycie.
Uczeniesie nie powinno by¢ ograniczone do zaledwie kilku krétkich lat dziecinstwa.
Jest to co$, co kazdy powinien praktykowaé przez cate zycie. Czesto sie jednak
zdarza, 'ze osoby defaworyzowane, funkcjonujgce na marginesie spoteczenstwa
majg trudnosci w podjeciu nauki w pdzniejszym zyciu. Dla wielu z nich wyniesione z
dziecinstwa _doswiadczenia edukacyjne to doswiadczanie niepowodzen. Wszystko,
czego sie ,nauczyli” sprowadza sie do przekonania, ze w formalnym systemie




ksztatcenia trudno im osiggna¢ sukces. Partnerzy projektu MEDART uwazajg, ze
umozliwianie nieformalnego ksztatcenia poprzez teatr i sztuki pokrewne to spesob
na zaangazowanie osdb, ktdre odciety sie od edukaciji, a takze droga stymulowania
i rozwoju niewykorzystywanej energii, kreatywnosci i potencjatu, ktére moga
zaistnie¢ w zyciu lokalnej spotecznosci.

Chociaz wszyscy mamy wspolne przekonania i cele, sposoby jakimi je realizujemy,
sq wielorakie. Prezentujemy wiec zestaw praktyk zréznicowanych, innowacyjnych,
czesto zaskakujacych, unowoczesnionych podejs¢ do problemdw; czasami znane,
niekiedy zupetnie nowe pomysty zrodzone z potrzeby. Wiasnie to bogactwo
praktyki odkryliSmy w sobie i w rezultacie wszyscy zaczeliSmy czerpa¢ pomysty
od siebie nawzajem, aby wzbogaci¢ naszg wtasng praktyke. Przekonalismy sie,
ze ¢wiczenia stworzone do pracy w jednym kontekscie bardzo tatwo dostosowaé
do innego. Jezyk teatru - a zwilaszcza teatru wspolnotowego - jest uniwersalny.
Wiasnie tym bogactwem i mozliwoscig adaptowania metod chcemy sie podzieli¢ za
posrednictwem tej. publikacji.

W przewodniku kazdy partner opracowat jeden rozdziat, w ktdrym opisuje wtasny
zespot i kontekst dziatalnosci, a nastepnie przedstawia niektore podejscia, jakie
stosuje w swojej pracy; to tylko posmak réznych metodologii wykorzystywanych
przez poszczegolnych partneréw projektu. Nie oferujemy zestawienia ostatecznego
i rozstrzygajacego, nie twierdzimy, ze sg to jedyne albo najlepsze formy pracy.
Warto traktowac ten przewodnik jako ,zestaw prébek”: szereg podejs¢ i studiow
przypadku. Jakkolwiek potraktuje 'sie to opracowanie, wierzymy, ze w wielu
okolicznosciach mozna wykorzystac przedstawione w nim ¢wiczenia, gry i metody.
Zachecamy, aby stosowac je wedle wtasnego uznania - kopiowaé, adaptowac,
traktowaé jako inspiracje, przetwarzaé, faczyé i dopasowywaé do wiasnych
kontekstow i potrzeb.

Zywimy gteboka nadzieje, ze ten przewodnik pomoze Ci stworzy¢ whasne bogate
i skuteczne metodologie, ktdre sprawdzg sie w Twoim $rodowisku. Powodzenia w
tej podrdzy.

Partnerzy MEDART
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fEacta

www.acta-bristol.com

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.




wnershm of Creative Work

Why?

e To develop self-esteem, _problem solving, creativity and self-confidence in the
participants.

e To increase self-worth and to increase a participants belief in their own ability.

e To create theatre that is new, original and relevant to the participants and their
audiences.

¢ Todevelopgroupandsocialskillsincluding: 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.




Exercise: Julie Story

_ Safe space large enough for the group size.

Number of participants

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.




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:

e 'How would you dramatise that incident? —
e 'Who would be in that scene?’
o '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

14




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.

CEET——
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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.




Three Things In Common

Space A space big enough for the group size and one
P the participants feel safe to share in.
Ti 10 — 20 minutes depending on the size of the
ime
group.

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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Why?

e To create a safe and supportive environment for vulnerable participants.

e To enable participants to feel confident enough to share and be creative in a
secure environment.

e 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.




Exercise: Impro wheel

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

15 — 30 minutes for whole exercise, 15 - 30

Time seconds per first line.

Explanation of the exercise

Ask the group to stand in acircle, 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




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.




Joint !hsmn

Why?

e To develop co-operation, stimulate imagination and creativity.

e To stimulate ideas as part of a devising process.

e To create a sense of acceptance and ownership of the creative work.
e 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.




Exercise: 1am a tree

A safe environment big enough for the size of

Space the group.

5 — 20 minutes, each picture approximately a
minute.

Time

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

Acunagua

Asociacion 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.




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 shortaction
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 abjectives to be met with the group.




Welcoming Ritual

_ Inside/outside but privacy is necessary

Around 10-15 minutes

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




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.




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:

e Help raise awareness of subconscious processes

o 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 faor 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.




Play with cards

_ Inside / outside but privacy necessary

Around 15 minutes

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.”




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 Arf 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’.

e "I am aware-of my misconduct, but doing nothing I feel like I'm wasting the
time.”

e "There is no effectiveness-in serving the sentence. Here you can learn just
plenty of bad habits.”

e "I need to study, to work or to interact.-Doing nothing makes me crazy.”

e "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.

Space . | [Bright room, privacy necessary

Around 120 minutes

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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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

Inside / outside but privacy necessary, the space

Space can be lightly perfumed, preferable cozy place.
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It is recommended to have basic knowledge
about storytelling and theatre.

Professional involvement

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, MHA Homeless Theaire 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 Voroskereszt Budapest FOvarosi 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.
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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
totheatre 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

M script (for everyone), paper-pen for taking notes

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.




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.




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




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




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. Accordingto 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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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 waork,
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 persanality. 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.

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
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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.

Itis 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 whe.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:

e sitting and watching

¢ on the stage, very close to the actors

e 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,
whichis 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:

e stereotypes of homeless people

e the achievements of homeless people

e how to interpret homelessness to the society (this may ease the tension
between social groups)

e prejudice towards homelessness

What improves in the actor:

e the feeling of importance

e the value of the production they created

e the image of a person who'is able to give to the society (whereas it is usually
the other way round)

e 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




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 SVILUPPO
J CREATIVO

DANILO DOLCI
Centro per lo Sviluppo Creativo

Janilo Dolci (CSC)

Centro per lo Sviluppo Creativo Danilo Dolci was established in 1958 and it'is based
on the experience of social and educational work carried out by Danilo Dolci and
his collaborators in Eastern Sicily.

It is a non-profit organization that involves young people and adults and has
successfully operated for more than ten years mainly on the educational sector in
collaboration with schools, universities, theatre companies, associations and social
groups both at local and international level.

Our goals:

e To promote the territory development through grass root activities;

e To support youth + adult education using Reciprocal Maieutic Approach (RMA)
and other innovative educational methods;

e To work towards a culture of peace and non-violence;

e To encourage intercultural dialogue;

e To inform about Danilo Dolci’s life and work.

Our activities:

e Initiatives with EU and local organisations focusing on active citizenship, social
inclusion and innovation in education;

¢ Maieutic laboratories in schools, universities etc.;

e Cultural and educative activities promoting Danilo Dolci’s life and work.

CSC has also developed innovative educational approach for adult learners in
different fields, always adapting. its methods according to the addressed targetina
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flexible and innovative way. CSC has a long-lasting experience in the field of social
inclusion and non-formal education thanks to performing arts. On the topic of
social inclusion and the arts, a good example of its activity is CAREM — Collaborative
Art-Making for Reducing Marginalization [LLP COMENIUS Multilateral]: this project
aimed at developing and disseminating good practices of teaching based on the
Collaborative art-making method in order to foster intercultural education, reduce
social marginalization and promote European Citizenship in school contexts.

Danilo Dolci also used his Maieutic Theatre method to empower people with less
opportunities and stated the importance of creativity and the arts in the process
of helping disadvantaged people. This is one of the reasons why Dolci called his
centre “Centre for Creative Development”. At local level, CSC Danilo Dolci works
with theatre companies and cultural institutions to use theatre and the arts as a
tool for social inclusion.

Targets: Several target of the community, especially disadvantaged people in society,
including: migrants, refugees and asylum seekers; vulnerable young people; people with
disability.

Key words: Reciprocal Maieutic Approach; grass root democracy; creative development;
art as empowering tool; community involvement; Maieutic Theatre.
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The island where o meet

The methodology adopted during the workshop will be active and inclusive, mainly
aimed at interaction and sharing. It can be included into the environment of holistic
disciplines and focuses on the relationship between physical activities and the
development of relational resources and the resolution of problems and conflicts.
In the workshops, which face different topics set by the leader, the aim is to
activate the creativity of the participants across non-verbal languages, such as
drawing, collage and body language through theatrical games.

The distinctive feature of this methodology is not connected with new techniques,
which are all adopted from other methods or disciplines, but with their adaptation
to participants who are Muslim in most cases. The methodology comes from the
necessity to meet and know all the expectations and wishes of those refugees who
come to Sicily, in most cases Muslim people. Their religion deals with many aspects
of daily life. The lack of judgment and the respect of the participants’ cultural and
spiritual needs are essential whenever a real dialogue is established.




Target Muslim refugees from 18 to 35 years old
Setting e A quite wide space for physical activity of a
group fully made of 15 people.
e Lack of holy images of all kind.
e The possibility to locate the direction
through which Mecca can be found.
e Depending on the period of the vyear,
take in to consideration the lack of food
during the Ramadan period (so, during
this period programming workshops is not
recommended, since this can be an obstacle
for the full participation).
It is recommended working with all the
participants “that have the same sex and
programming workshops in order not to
overlap them to one of the.five daily prayers,
or foreseeing a break that allows these prayers.
Why This method aims to create a space in which

refugees can express their own expectations
concerning Europe and the approach with the
“Western” culture, if they want to share their
journey in any way.




How

b .

Initial rite

Physical warm up

Brain storming on a topic set by the leader
Work on the ideas originated from the
brainstorming through illustrations, collage,
body improvisation or the creation of stories
which will be acted later.

Feedback of the completed work (through
expressive techniques indicated above, or
verbal technics.)

Closing rite and greetings




Imaginative training

Aim Experiential and physical activity which focuses
on the discussed topic.

Space An area big enough to easily host all the
participants and allow physical activity.

Number of people at least 5 - 15 maximum

Duration 20 minutes maximum

Required professional If necessary a translator for those who do not

figures speak English

Exercise:

o.__Walk across the area looking at the others.

¢ " Imagine having something precious to hide.

¢ You think you see a friend from afar but once arrived next to that person you
realize you have made a mistake, apologize and keep walking.

¢ -~ Recognize a friend from afar, not a mistake this time, say hi with affection and
in case give your own hidden treasure so far.

Variations: variations can be several and they depend on the topics to deal with
or on the emotions to be observed.




Example:

e Walk on the area looking for something lost.

e Ask'the others for some help to find it and give your own help.
e Once found what has been sought give it to whoever.

Notes: Do not use images or references which are closely connected to the
experience of refugees or to their journey.
Make sure that these exercises come to a happy ending which implies sharing




The creature and the little ball

Aim

There are two purposes or main aims: the
first one is to warm up and through physical
expressivity form a bond which becomes a cue
to create a series of movements.

The second aim is the real physical contact with
the mate, which later becomes game sharing
and in the last part of the exercise it becomes
the creation of a group to face the “challenge”
of the leader. The group shares and cooperates
for a common purpose.

To sum up, we go from the individual game
to the sharing of that game, and finally to the
cooperation.

Space

An area big enough to easily host all the
participants and allow physical activity, a sound
system.

Number of people

At least 10 - 20 maximum

Duration

20 minutes maximum




Required professional If necessary, a translator for those who do not
figures speak English.

Exercise:

Before the activity starts, the leader makes a circle on the ground with the group. In

the middle of the circle there are sheets of paper and variously coloured markers.

He invites participants to choose a little ball to be given to a chosen mate, when

all people receive a little ball, the leader will introduce the game and all the basic

rules:

e The little ball cannot detach from the ground.

e The little ball cannot be held in the hands.

e During the phases of the game the leader, freely moving, will try to take the
little balls from the participants. Those who are without a little ball, should stay
still until another participant tags them.

The activity will be divided into three phases:

Individual game

When the music is on, the users are asked to stand up and freely move around the
little ball to which only small inputs of energy are given, that is, it can be touched
with a few hits as possible to successively follow it with the body.

The user will move around the little ball following its path, just using the legs or

the body entirely.




Pairs are created

During the first phase it may happen that two mates touch each other and in this
phase, when the contact takes place, there are asked to grab the touched part of
the mate as if glued to him/her.

Strange couples will be formed and they will play together keeping in touch through
a leg, or through an ankle or simply through a shoulder.

The creature is horn

In this phase the couples are asked to-repeat what happened before with other
couples, so there will be an intricate unique group which plays with just one little
ball as a strange creature. The so formed group will-have to prevent the leader
from taking the little ball which is left, always bearing in mind the basic rules.

Variations: variations are mainly about the instruments that are used as.a bond
of the movement. For example the little balls can be replaced with crushed sheets
of paper, on which participants wrote some positive and negative aspects about
their own culture and about the culture they are going to meet, that of the country
they come from or that of the hosting country.

Sources:
Stanislavskji
Augusto Boal
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The errors school

The methodology. is based on the techniques and the philosophy of the theatrical
Clownery, which arises from the meeting of the circus tradition with the theatre
and cinema at the beginning of 1900s. It would be very easy to say that just one
type, or stereotype, of clown exists, and consequently only one type of poetry
and content, but certain people are barely able to give a precise or a textbook
description about what the theatrical clown is.

)

Some reference figures are Charlie Chaplin and Buster Keaton and more recently
James Thiérrée and Slava Polunin as far as the theatre is concerned. Theatrical
Clownery works on error and human fragility, the clown lives and works thanks to
his/her mistakes and discomfort, his/her gift lies into the fantastic ability to laugh
and make people laugh also with sadness and misfortune. S/he has a fundamental
role within the method which'is the creation of a group that, besides being a
place of comfort and exchange, could also be a working group. At the end of
every cycle of laboratory the staging is provided. In this sense brainstorming and
improvisations give to the group the chance to work together and try a creative
debate.




Target

The target of recipients is people who are 18+.
It is important to specify for the purposes of
the laboratory the presence of some users with
minor physical disabilities, this is considered as
a treasure and not as a limit.

Setting

The laboratory needs a setting which could be
quite big for a group composed of 15 people
and which is properly enlightened, with the
chance to attach to the power grid an audio
access composed of a simple CD player and
medium power speakers.

As far as working tools are concerned, they
will be obtained and carried out partially by the
leaders-and partially by the users themselves.

Why

e Creation and foundation of a group.

e Stimulating physical activation.

e Stimulating a more conscious awareness
and use of the body.

e Team working and reinforcement of
relational skills.

e Reinforcement of expressive abilities.

e The clown: the use of creativity in problem
solving.

e Final essay.




How
1. Mechanization

Starting from basic exercises of the theatrical
work of mechanization adopted from the social
Theatre of the Oppressed by Augusto Boal, the
aim will be, as a first step, destroying what Boal
calls “Physical Oppressions”. Across dissociation
games between the body and words, some
actions and intentions, users explore and play
with their own abilities and limits.

2. Foundation of a group
through the concepts of
identity and sharing:

From the theatre of the oppressed by Boal, it
would be taken those instruments and exercises
which aim to the creation of a working group,
based on mutual listening and collaboration.

3. Start of the work on
the theatrical clown,
which will bring to the
construction of gags and
characters through the
experimentation of:

the discovery of the audience;

the entrance of clowns;

the gaze and comic timeframes;

the face;

the discovery and use of the red nose;

the art of ridiculous;

disguise, characters and the hierarchy on

the circus clown;

e the relationship between Augusto, Bianco
and Monsieur Loyal;

e Jacket and Hat, the relationship of clowns
with objects;

e Rag time and melot;
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4. Inventing stories:

A composition by the group of stories and rags
which will become an important instrument for
the following improvisations.

To this end, some creative writing exercises are
very useful: they start from the most childish
couple and from the imaginary theory and
passing through the pataphysics it gives to the
user the chance to exercise the imagination.

5. Some exercises of free
improvisation, on rag and
guided improvisation.

In this phase of the laboratory they will be
working on the creation of the character, their
own clown, starting from themselves and from
their body as a necessary source of creativity.

Saying it through your words

Aim This exercise comes within those of the
mechanization phase, a phase of physical
and creative awakening which precedes and
facilitates the work on clown.

Setting A quite, big area in order to easily host the

participants and allow physical activity.

Number of people

At least 5 maximum 15

Duration

Maximum 20 minutes

Required professional
figures

No professional figures required
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Exercise:

1.
2.

3.

4.

5.

To form pairs.

To ask each pair to choose an emotion to represent and communicate it to the
leader only.

To divide the room into two parts, one of which will act as the audience, and
the other one, provided with two chairs, will be the place where pairs will
perform.

To ask each pair to represent emotions chosen with words or gestures which
could express the contrary although the intention is maintained.

To ask the participants who are watching to guess the represented emotion.

Variations: variations could be several and depend on the emotions that we want
to examine.

Example:

1.

2.

3.

To express love just through the use of insults or hate or just across compliments
and sweet words.

To express happiness with words and sadness through gestures and body
posture and vice versa.

To express rush and anxiety very slowly, or tiredness and calm with frenzy.

Notes: To let users choose the emotions to represent, to be sure they feel
comfortable with the dealt topics.




The newspapers’ cloud

Aim The main purposes or aims are physical
activation, creativity development and problem
solving.

Setting A quite, big area in order to easily host the

participants and allow physical activity, presence
of a sound system in order to use music.

Number of people At least 10 maximum 15
Duration Maximum 30 minutes
Required professional No professional figures required
figures

Exercise:

The leader distributes to the participants old newspapers.and ask them to walk

through the room space.

1. After putting the music on, the leader asks the participants to throw some
sheets of newspapers creating a cloud within which they start to move-with
the music.

2. When the leader stops the music he/she will say the name of an animal and in
a few minutes the participants, using the sheets spread all over the room, will
have to create a costume which represents the animal.

3. The leader goes around the room asking the participants to show and explain
the costume to all participants.

As the game proceeds, the animals called by the leader will be more specific or

totally invented, at that point it will be very interesting to listen to the explanations
provided by the participants of their own costume.




Variations: Variations, different materials can be used and different figures which
are sought by the participants.

Example: Fabrics or clothes can be used instead of sheets of paper, and you can
ask for the representation of professions or objects in place of animals.




Worlcmg with myth how th“eatre camevtu Earth

The Natyasastra, written probably between the 1st and the 2nd Century AD, is
both a sacred text and a-practical handbook, in which the rules of Indian drama
are fixed. Its importance for the-development of Indian theatre is paramount, but
it has also been influential in recent Western theatre, with the reworking of the
Rasa system (which defines the relationship between the fundamental emotions
and their expressions on the stage) made by Richard Shechner.

It begins with an outstanding myth, telling how the Gods conceived theatre, and
presented human beings with it. The story is woven with several striking metaphors
not only about the old debated question of good and evil, but also about theatre:
the relationships between stage and audience, between the theatre and the world,
and even, in dramatherapy terms, between dramatic and everyday reality.

The story-is told in first person by Bharata Muni, the wise person chosen by the
Gods toset up the first performance. Once upon a time, human people did not
have the theatre. They lived their lives, worked, got married, had children and
raised them, slept at night, and woke up in the morning. Every day they praised
the Gods-through the. four Vedas, the sacred books of prayers: the Rgveda, or
Veda of the hymns; Samaveda, or Veda of the melodies; Yajurveda, or Veda of the
sacrificial formulas; and Atharvaveda, the Veda of the spells.




However, the Age of Gold had waned, and in the following Age of Silver.people were
becoming the prey of greed, anger, and arrogance. They would need something to
distractthemselves.

Thus, a delegation of people came to visit Indra, the God of thunder, to ask for his
intercession. Indra went to the God of Gods, Brahma, in order to ask advice, and
Brahma decided to create a fifth Veda, the Veda of theatre, taking poetry from the
Rgveda, music from the Samaveda, dance from Yajurveda, and the passions from
the Atharvaveda. Bharata was chosen as the man who would accomplish the task
of putting it into practice, because, besides being pious and holy, he had a hundred
sons and daughters. Bharata prepares the performance, which will be done in
honour of Indra; it will celebrate the Feast of the Standard, reminding the primeval
war when he defeated the evil gods, the Asuras.

Though, in the middle of the performance, in which the Gods are present as
audience, as well as the whole of humankind and all the other creatures, the actors
suddenly freeze, and, notwithstanding the efforts of Bharata, they cannot move at
all. Indra notices that the Asuras stand among the audience, as uninvited guests,
and they had put a spell on the actars, because they do not like to be portrayed in
the way they saw in the perfermance: as a bunch of ugly, ragged losers. So, Indra
takes back his Standard, and the battle starts again, this time not on the stage but
in the audience stalls. It goes on raging, until an intervention of Brahma reconciles
the two quarrelsome parties and re-establishes theatre as the place where both
good and evil can be played out.

The method presented is aimed at encountering the myth and developing it,
exploring how.its message can be related to our actual practice of theatre as a
way to deal with people’s actual problems but also with their coping resources.
The presentation is divided-in two sections: the first is aimed at introducing some
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of the main issues of the story through a series of exercises of embodiment; the
second at exploring the story itself.

[ntroducing the themes

Goals:

e To create a playful atmosphere;

e To foster communication and collaboration among the participants;
e To experiment with conflict in a gentle way.

Exercise 1: STICKING

People are invited to walk around the room. First, they.will look around, becoming
aware of the place they are in, and of the people they are-with. Then, they will
experiment with different paces, gradually increasing their speed up.to a light run
(but still being careful not to bump into each other), and eventually decreasing it
to come back to a regular pace. Then, at a signal of the leader, the game starts:
when a person gets near to another, they will be irresistibly drawn toward each
other, until they touch each other with any part of the body. Once they touch, they
are stuck together, and they must keep walking in that position. The leader suggest
to act as if they want to get rid of the other, and try to push him/her away with
all their strength, but still keep walking. It is important to keep the push constant,
not using sudden shoves. After a few minutes, the leader will let people break off.
They will keep walking around, and the game can start again with another partner.
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Exercise 2: WEST SIDE STORY

People stand in two opposite lines facing each other, at a certain distance (two-
three meters). At any moment, a person from one of the lines will create a war-
like gesture and sound, and start marching towards the other line, repeating it
rhythmically. The others in the line will repeat the gesture and the sound, and
advance following him/her.. When they get near to the other line, it will start
retreating, walking backwards but still facing their ‘enemies’, until it reaches the
wall (or, if the exercise is in the open air, stops at a signal of the leader). At
this point, the line that receded starts its counterattack: any person can begin a
new gesture and sound, and the others will follow. The game ends when all the
participants have had the chance to lead the attack at least once.

Exercise 3: TIGERS AND LIONS

Like in the previous exercise, people stand in two opposite lines facing each other.
It is important that people are in even numbers, so every person has a partner in
the other line. The exercise is in three phases.

Phase 1: starting from a neutral position, each person will gradually take a ‘fierce’
position, imagining to be a wild beast, and start growling towards the other. They
will advance very slowly, and while they walk their attitude will become more and
more aggressive, and the growl will turn into a sonorous roar. When they face each
other at a close distance, the aggressive stance and sound must reach its peak
(of.course not touching each other!); then, everybody will start receding, walking
backwards, while they keep staring at each other, and the intensity of sound and
posture will decrease, until they get back to their initial place, and they will take
again the neutral position and relax.

Phase 2: the threatening advance is like the previous phase, but after the peak,
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each person will go past the other, adding a disdainful gesture, and they will go on,
decreasing the intensity, until they reach the opposite side of the room, taking the
other’s place. Then, they will turn back, take the neutral position and relax.
Phase 3: same start. When people get to the peak of intensity, the tension will
suddenly drop, and they will hug each other.

Section 2: Exploring the myth

The following sequence is a typical structure used in dramatherapy to work with
myths and stories. It-is very simple and flexible, and at the same time open to
many possible variations.

1. Listening to the story: people are-invited to sit and relax, while the leader
tells the story.

2. Setting the stage: together, people decide to identify different parts of the
room as the places of the story (ex. the city where people. live, the mountain
where Indra dwells, the throne of Brahma, Bharata’s home, thetheatre of the
first performance, etc.). Simple elements (cloths, scarves, cushions,-chairs,
etc.) can be used as rough scenery.

3. Taking the roles: people are invited to volunteer for the main roles (in
this case: Indra, Brahma, Bharata and his wife). If more than one person
wants to play the same role, they can: it is possible to have different actors in
different moments, or repeat the scenes changing the actors. The remaining
people will be in turn: the humans pleading with Indra; Bharata’s sons and
daughters (in ‘real life’ and on stage, playing the roles of Gods and Asuras);
the audience of the first performance (including the Gods and the gatecrashers
Asuras). Although they will mostly act as a chorus, it is useful that people try
to personalize their roles.
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. Performing: people are invited to improvise the story, with a little help from
the leader in order to shift from one scene to another, and some coaching
intervention now and then.

. Processing: people are invited to discuss the experience, including the themes
they found relevant.

. Developing: in sub-groups, people are invited to devise a simple scene dealing
with the themes previously discussed.

. Final processing: free group conversation about the whole process.
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Jivadio hez 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 sacial 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.




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”.




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.




But according to our experience to rely on“coffee ritual as a
ritual is good not to forget:

e set basic rules;

e settime;

e have a person(s) who is (are) responsible to make sure
there is enough coffee and sugar;

e calculate expenses and have a budget for it;

e 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.




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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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.




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:

e keep focus;

e reach a common goal;

¢ help to express something that we don’t want or can not
express with words;

e stress diversity;

e 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.




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):

Itis 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 PiSta — 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.




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.

2.

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.

Each person takes the instrument which attracts them today, or grabs the
instrument they like.

The leader (or the first person) asks a question to the person next to them:
How are you doing.at the moment?

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.

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...

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...?







MBS STy
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.




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 If possible, two drama-therapists (team leaders, directors),
description 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?

m




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 handedto 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.




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).




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.




What does the
method give us?

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

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

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

e Fosters creativity and flexibility of your acting team

e Increases the motivation for self-improvement, the
actors / actresses (mutual motivation between the
actors / actresses)

e Provides high level of certainty for drama-therapeutic
process

e 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.




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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Irustvo 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:

e SOCIAL CULTURAL WORK - theatre group CARNIUM LEGANDARIUM.
Members and actors of the group are vulnerable youth, homeless and people
with mental or physical disability.

e RESETLEMENT - housing for social excluded groups

e TRAINING ACTIVITIES - for professionals in education, social welfare and
culture and social entrepreneurship

e 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




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




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

Space and Suitable big space with soft floor; music and straps

requisites (optional)

Number of Group of 4 to 16

participants

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.?

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




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 3

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 thelast
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 *torun‘i theate r 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 Adequate space depending on the number of participants;
requisites pens, paper B2

Number of 8-20

participants

Time 2h

Professional Facilitator must have a sense of group dynamics.
Involvement 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 prablem - 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




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.




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

Time 60 min +

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

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
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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.

Exercise4: 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.

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
Space and Quite comfortable empty space

requisites

Time 60

Professional
involvement

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

Focal points for the guided meditation:

e a garden with fountain (for the beginning and the end)
¢-.a ladder to enter into an underground world (subconscious)
e a tunnel (connecting of mental processes)

e rooms (confrontation of different emotional states)

Example: you are standing-in a garden full of birds, trees and many different

131




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
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

UNSYERNTT OF A/PLED: SOEWCES

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




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

Bielskie Stowarzyszenie Artystyczne

Teatr Grodzki

Bielskie Stowarzyszenie Artystyczne Teatr Grodzki powstato w 1999 roku. Skupia
artystow, . pedagogdéw i animatoréw kultury dziatajgcych na rzecz $rodowisk
zagrozonych spotecznym wykluczeniem, z ograniczonym dostepem do $wiata
kultury i sztuki. Sg to osoby ze wszystkich grup wiekowych. Stowarzyszenie wdraza
na ich rzecz szeroki program pomocowy skupiony na motywowaniu do dziatania
oraz podejmowania nowych' edukacyjnych i zawodowych wyzwan. Istotng role
w wielu sektorach dziatalnosci Teatru Grodzkiego odgrywa odwotanie sie do sity
sztuki i twodrczosci.

Teatr Grodzki ma wieloletnie doswiadczenie w realizowaniu miedzynarodowych
projektdw w ramach programéw Komisji Europejskiej. Wspdtpracowat z
organizacjami z catej Europy, a takze z Azji i Izraela. Dziatalno$¢ stowarzyszenia jest
finansowana ze Srodkow miedzy innymi PFRON, Ministerstwa Kultury i Dziedzictw
Narodowego oraz Gminy Bielsko-Biata i Wojewddztwa Slaskiego.

Stowarzyszenie ma w swoim dorobku wydanie licznych publikacji ksigzkowych,
filmowych i multimedialnych. Organizuje réwniez szkolenia, konferencje i seminaria
zwigzane z zagadnieniami sztuki zaangazowanej spotecznie, szeroko rozumianej
edukacji oraz ekonomii spotecznej.

Prowadzi ponadto Warsztat Terapii' Zajeciowej oraz dwa Zaktady Aktywnosci
Spotecznej i Centrum Integracji Spotecznej.

Grupy docelowe: osoby z niepetnosprawnoscig fizyczng, intelektualng i sensoryczng;
uzaleznieni; bezrobotni i pozostajacy w trudnym potozeniu materialnym; osoby w
podesztym wieku oraz inne grupy dotkniete i zagrozone spotecznym wykluczeniem.

Kluczowe terminy: teatr lalek, narracja wizualna, jezyk migowy, niepetnosprawnosc,
spofeczna integracja.




Rozw(j Integracyijnej Grupy Teatrainej

Ponizsza prezentacja (metodologia) przedstawia proces pracy z grupg dorostych
aktoréw-amatorow. Zawiera szczegdtowy opis ¢wiczen stymulujgcych spdjnosc
grupy i jej skuteczny rozwadj. Wszystkie cztery metody majg na celu zaangazowanie
uczestnikbw w kreatywne dziatania umozliwiajgce dzielenie sie wiedzg,
doswiadczeniem oraz osobistymi talentami, a.takze uczenie sie od siebie nawzajem
i efektywng wspdtprace.

Metodologia ta zostata przetestowana podczas warsztatéw dla-grupy 14 osob w
wieku od 32 do 76 lat. Wsrod uczestnikdw byly osoby z trudnosciami.w nauce,
z niepetnosprawnoscig intelektualng i fizyczng, osoby niestyszace a takze
petnosprawne. W efekcie ich piecioletniej wspdtpracy powstato szesS¢ przedstawien
wystawionych w Polsce, Wielkiej Brytanii, Czechach, Stowacji, Niemczech, Holandii.
W ramach projektu MEDART grupa podjeta nowe, wazne wyzwanie. Uczestnicy
sprobowali swoich sit w samodzielnym prowadzeniu warsztatow z dzie¢mi. Byto to
wspahiate i satysfakcjonujgce doswiadczenie dla catego zespotu.

Co.wiecej, stworzono nowy spektakl lalkowy, ktdry zostat przedstawiony partnerom
MEDART podczas Festiwalu ERROR w Bratystawie (listopad 2016).

Metody przedstawione ponizej zostaty wybrane sposrdd wielu technik i podejs¢ ze
wzgledu na ich skutecznos¢ i mozliwos¢ powielania.
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Labawy 1 Cwiczenia grupowe

PO CO? e Aby przygotowac grupe do ¢wiczen teatralnych;

e Aby oswoi¢ uczestnikow z pracg zespotowg i
otwieraniem sie na nowe wyzwania (poczucie wtasnej
wartosci i pewnosc siebie, jak rowniez komunikacja
i wspdtpraca, podejmowanie decyzji, rozwigzywanie
problemow i kreatywnosc).

DLA KOGO? Dla wszystkich grup (dorostych, miodziezy, dzieci).
Wymagany = pewien poziom sprawnosci ruchowe;j.

CO I JAK? Zabawowy sposéb na zintegrowanie grupy i zachecenie
uczestnikow do aktywnosci.

Przestrzen Dowolna przestrzen, w pomieszczeniu i na zewnatrz,
pozwalajgca na swobodne poruszanie sie grupy.

Liczba 6-18

uczestnikow

Zawodowe brak

umiejetnosci
potrzebne do
zastosowania
metody




Cwiczenie 1: JESTES KARTKA PAPIERU

Celem ¢wiczenia jest zachecenie uczestnikdw do ruchu i zmotywowanie ich do
brania czynnego udziatu w warsztatach. Moze réwniez pomdc uczestnikom w
skoncentrowaniu sie na konkretnym zadaniu oraz pokonaniu nieSmiatosci i leku
wobec ekspresji cielesnej.

Wszyscy uczestnicy stojg naprzeciw prowadzacego, kazdy ma wokdt siebie troche
wolnej przestrzeni. Prowadzacy trzyma kartke papieru w pozycji pionowej i wykonuje
nig rézne ruchy, takie jak zaginanie rogu, obracanie jej w powietrzu, skfadanie na
pot, potrzasanie, trzymanie w pozycji poziomej, itd. Zadaniem uczestnikow jest
wykonanie ruchu odzwierciedlajgcego ruch kartki. Cwiczenie angazuje nie tylko
ciata uczestnikdw, ale rowniez ich.wyobraznie — kazda osoba reaguje inaczej, co
pobudza refleksje.

Komentarz/Zalecenia

Zadanie jest interesujgcym i intrygujgcym doswiadczeniem;-pozwala uczestnikom
odkry¢ réznorodno$¢ pomystéw i zachowan w grupie. Uczestnicy czesto nie zdajg
sobie sprawy z tego, jaki wysitek w rzeczywistosci wykonujg. Skupiajg.sie na
wykonywanym zadaniu i zapominajg o leku, ktory wczesniej odczuwali. Cwiczenie
to jest dobrym rozwigzaniem, gdy poziom energii grupy jest niski i potrzeba
odswiezajgcego ,rozruszania” uczestnikdw. Tak jak kartkg papieru, mozna réwniez
postuzy¢ sie innymi przedmiotami - na przyktad tekturowymi pudetkami albo
szalikami'czy po prostu kawatkami tkaniny - zmiany te zachecajg do kreatywnosci
oraz odkrywania nowych sposobdw poruszania sie w grupie.

Czas realizacji: Cwiczenie zajmuje kilka minut.




Cwiczenie 2:JESTEM JEDYNA 0SOBA W GRUPIE, KTORA ...

Zadanie dziata bardzo dobrze w grupach, ktére dopiero sie formujg oraz pomaga
zintegrowac uczestnikow. Dzieki tej zabawie mogg sie poznac i kazdy ma szanse
wykazania sie swoimi wyjgtkowymi umiejetnosciami lub doswiadczeniem:

Wszyscy uczestnicy stojg w kole. Kazdy moze wyjS¢ na Srodek i dokoniczy¢ zdanie,
ujawniajgc doswiadczenie, umiejetnosci badz sytuacje zyciowa, ktéra odrdznia go
od reszty grupy. Na przyktad: ,Jestem jedyng osobg w grupie, ktora potrafi chodzi¢
na szczudtach.” Zdania wypowiadane przez uczestnikdw powinny by¢ prawdziwe.
Jesli ktokolwiek w grupie réwniez potrafi chodzi¢ na szczudtach albo kiedy$ to
robit, dotgcza do swego kolegi. Czesto okazuije sie, ze cecha uznawana przez kogos
za wyjatkowa i niepowtarzalng odnosi sie takze do innych uczestnikdw. Zasady
¢wiczenia nie narzucajg doktadnej liczby wystgpien, zabawa trwa do momentu
samoistnego zakonczenia. Uczestnicy dostajg szanse na lepsze poznanie sie,
pojawiajg sie liczne nowe informacje, interesujgce dla catej grupy, kazdy moze
podzieli¢ sie z innymi ‘informacjami o swoich pasjach oraz pokazaé wiasng
wyjgtkowos¢.

Komentarz/Zalecenia

Kontynuacjg ¢wiczenia, majacg na' celu pomoc grupie w zadecydowaniu jakie
powinny by¢ nastepne wspdlne dziatania, moze by¢ stwierdzenie w rodzaju:
Jestem jedyng osobg w grupie, ktéra chciataby porozmawiac o...” .. albo ,Jestem
jedyng osobg w grupie, ktdra interesuje sie...” Reakcje na te hasta mogg pomdc
w sformutowaniu potrzeb i zainteresowan kazdego z cztonkéw grupy. Wielka
zaletg tego ¢wiczenia jako techniki integracyjnej jest jego dynamiczny, ozywczy
charakter;-jak rowniez dostownosS¢ oraz dostepno$¢ obrazéw kreowanych podczas
jego wykonywania.




Czas realizacji
Zadanie — w zaleznosci od liczby uczestnikéw i ich checi do dziatania - moze zajac
od 15 minut do pét godziny.

Cwiczenie 3: BAMBUS

Istotg tego Ewiczenia jest gotowos$¢ do wspdtpracy w celu wykonania zadania,
umiejetnos¢ komunikacji z innymi oraz wyrazania swoich pogladéw i pomystow.
Cwiczenie..uczy nas wspolnego znajdowania rozwigzania prowadzacego do
osiggniecia celu..Uczestnicy ustawiajg sie naprzeciwko siebie w dwdch rzedach.
Wyciggaja rece przed-siebie tak, aby ich palce wskazujgce byty utozone na
przemian w réwnych odstepach, na wysokosci klatki piersiowej. Prowadzacy
umieszcza kijek bambusowy na wyciggnietych palcach uczestnikdw. Zadaniem
grupy jest umieszczenie kijka na podtodze.- kijek przez caty czas spoczywa na
palcach wszystkich uczestnikéw. Cwiczenie wydaje sie pozornie tatwe, jednak
wymaga duzej koncentracji i zespotowego wysitku (kijek-czesciej wedruje do gory,
zamiast w dot).

Komentarz/Zalecenia

Przebieg ¢wiczenia jest zazwyczaj zaskakujgcy dla uczestnikdw, co zwieksza
ich zaangazowanie. Zarazem moze to jednak prowadzi¢ do konfliktdw. Podczas
Cwiczenia czesto wytaniajg sie liderzy, ktérzy starajg sie kierowac innymi albo
winig ich.za brak zaangazowania i skutecznego dziatania. Jest wiec bardzo wazne
, aby prowadzacy pokazat uczestnikom znaczenie cierpliwosci, wyrozumiatosci i
wspbtpracy ' w osigganiu celu. Liczniejsze grupy nalezy podzielic na dwa zespoty
wykonujace zadanie réwnoczesnie - dodaje to element rywalizacji, dodatkowo
stymulujacy. ‘aktywnosc.
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Czas realizacji
Cwiczenie to trwa zazwyczaj 15 minut.

Cwiczenie 4: TASMA PRODUKCYJNA

Najwazniejsza w tym cwiczeniu jest koncentracja oraz synchronizacja dziatania
kazdego uczestnika z tempem catej grupy. Jest ono dobrym sposobem na ¢éwiczenie

dyscypliny.

Uczestnicy gry ustawiajg sie w szeregu przy wyimaginowanej tasmie produkcyjnej.
Prowadzacy przedstawia i kilkukrotnie powtarza sekwencje rytmicznych i
automatycznych czynnosci wraz z odliczaniem, np. rece oparte na tasmie (punkt
poczatkowy), nastepnie lewa reka umieszcza gwdzdz na tasmie (jeden), prawa siega
po mtotek (dwa). Potem gwodzdz jest wbijany jednym uderzeniem (trzy), miotek
odktadany na bok (cztery), domniemany przedmiot przesuniety do sasiada (piec),
powrdt lewej reki na tasme (sze$¢), prawa reka z powrotem na tasme (siedem). Na
komende prowadzacego pierwsza osoba w szeregu rozpoczyna zadanie. Pozostali
uczestnicy dotaczajg sie kolejno zgodnie z rytmem ,przesuwajagcej” sie tasmy.

Komentarz/Zalecenia

Cwiczenie to jest bardzo pomocne przy rozwijaniu podstawowych umiejetnosci
przydatnych w codziennym zyciu. Najwazniejsze jest dopasowanie sie do zadanych
czynnosci, co wymaga duzej koncentracji oraz zrecznosci. Gtosne, rytmiczne
odliczanie grupy pomaga zachowac odpowiednie tempo. Jesli sugerowana wersja
zabawy okaze sie na poczatku zbyt trudna, mozna jg ograniczy¢ do czterech badz
pieciu-tatwiejszych ruchdw. Sami uczestnicy réwniez mogg miec trafne pomysty na
rézne formy-pracy przy tasmie produkcyjnej.
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Czas realizacji
Cwiczenie moze zajg¢ od kilku minut do p6t godziny.

Cwiczenie 5: TRIYMAJ!

Uczestnictwo w ¢wiczeniu wymaga zmysInosci i szybkiego podejmowania decyzji.

Kazdy z uczestnikdw gry otrzymuje pewien przedmiot, np. but, linijke albo kawatek
papieru. Grupa ustawia sie w szeregu albo kole, a lider ogtasza kolejne proby. Na
powtarzang komende ,Trzymaj!” kazdy chwyta przedmiot na swdj sposob, potem
go odkfada i znéw, na'sygnat prowadzacego, chwyta inaczej, niz poprzednio; liczne
uzyte rozwigzania sg zwykle zmysine i zabawne. Cwiczenie moze réwniez zawiera¢
rézne formy rywalizacji, np. gdy wszyscy uczestnicy trzymajg przedmioty tak samo,
a ich zadaniem jest przemierzenie wyznaczonego obszaru w okreslony sposdb
(duze kroki, chodzenie tytem albo na palcach).

Komentarz/Zalecenia

Uczestnicy czesto uznajg to cwiczenie za dobrg zabawe, a traktujgc je.mniej serio
mogda sie odprezyc i spontanicznie reagowac. W rzeczywisto$ci muszg wykazac sie
inicjatywaq i zwinnoscig, pokonac nieSmiatos¢ i strach przed krytyka. Prowadzacy
moze zaproponowac prace w parach tym, dla ktorych zabawa jest zbyt trudna albo
stresujaca.

Czas realizacji
Cwiczenie-moze zaja¢ od kilku minut do p6t godziny.

Cwiczenie 6:-STOPNIE TRUDNOSCI

Cwiczenie ‘uczy koncentracji i dyscypliny oraz pomaga pokonaé¢ zniechecenie i
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radzi¢ sobie w trudnych sytuacjach.

Uczestnicy ustawiajg sie w szeregu. Naprzeciwko, na koncu sali, stojgw rzedzie
krzesta - po jednym dla kazdego. Prowadzacy opisuje zadania do wykonania -
kazdy ma je wykonaC w swoim tempie, ignorujac innych.

Etap 1. Podchodzimy do swoich krzeset, po drodze omijajac wyimaginowane
przeszkody (np. omijamy katuze). Siadamy na krzesle, liczymy w mysli do. pieciu,
wstajemy i wracamy na start, pamietajgc o przeszkodzie posrodku drogi.

Etap 2. Powtarzamy poprzednie kroki, tym razem niosgc na gtowie jakis przedmiot,
np. gazete lub kawatek papieru - staramy sie utrzymac rownowage, jesli przedmiot
spadnie - podnosimy go i idziemy dalej.

Etap 3. Powtarzajgc dwa poprzednie zadania, dodajemy kolejne: Kazdy uczestnik,
chodzac tam i z powrotem, trzymajgc przedmiot na gtowie i dwukrotnie omijajac
przeszkode, gto$no oznajmia co robit tego dnia od przebudzenia do obecnego
momentu.

Cwiczenie moze mie¢ bardziej skomplikowang strukture, jesli prowadzacy lub sami
uczestnicy zaproponujg dodatkowe wyzwania.

Komentarz/Zalecenia

Z praktycznego punktu widzenia ¢wiczenie to pozwala uczestnikom doswiadczy¢
nabywania nowych umiejetnosci i konsekwentnego dgzenia do celu. To bezposrednie
doswiadczenie wysitku i powtarzania coraz trudniejszych krokéw u$wiadamia im
(na mata skale) wyzwania zwigzane z pracg nad przedstawieniem albo kontynuacja
nauki. Jednoczesnie pomaga przezwyciezy¢ strach przed niepowodzeniem, a takze
daje posmak zwyciestwa (uczestnicy zawsze sg w stanie zakonczy¢ z powodzeniem
przynajmniej jedng matg czes¢ zadania).

Czas realizacji
Cwiczenie - w opisanej formie trzech stopni trudnosci - zajmuje do p6t godziny.
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PO CO?

e Aby zbudowac zespot i stworzy¢ Srodowisko skutecznej
wspOtpracy;

e Aby stworzy¢ przestrzen do wiasnej ekspresji i
poznawania siebie nawzajem;

e Aby pomoc uczestnikom w odkrywaniu wiasnych
wartosci i indywidualnych zdolnosci (samoswiadomos¢,
samoocena, poczucie witasnej wartosci)

DLA KOGO? Dla kazdego, kto jest gotow zaprezentowac sie w kreatywny
iniekonwencjonalny sposob.

CO I JAK? Przygoda z przedmiotami i materiatami, wykorzystujaca
prace indywidualng i grupowa.

Przestrzen Dowolna przestrzen, w pomieszczeniu albo na zewnatrz,
uwzgledniajgca wielko$¢ grupy. Kazdy uczestnik musi mie¢
wyznaczone miejsce na wykonanie swoich zadan.

Liczba 6-12 (optymalna)

uczestnikow

Czas trwania

2,5-4 godziny




Zawodowe
umiejetnosci
potrzebne do
zastosowania
metody

Ogdlne pojecie o zasadach narracji wizualnej oraz
umiejetnoS¢  prowadzenia  dyskusii.

Opis dziatania

Uczestnicy znajdujg wtasne miejsce w dostepnej przestrzeni
i wybierajg przedmioty/materiaty pomocne przy stworzeniu
obrazu - ,selfie” siebie samych. Pracujg indywidualnie,
majac 20-30 minut na wykonanie zadania. Gtéwnym celem
~mapowania nas samych” jest odnalezienie wizualnego
odzwierciedlenia najwazniejszych i charakterystycznych
cech kazdej z oséb - osobowosci, zainteresowan i sytuacii
zyciowej. Gdy wszystkie ,selfie” sg gotowe, uczestnicy
jeden '‘po drugim s3 odwiedzani przez reszte grupy.
Goscie najpierw wyrazajg swojg opinie na temat tego, jak
postrzegajg i rozumiejg znaczenie catego obrazu i jego
poszczegolnych elementdéw. Nastepnie gospodarz/twdrca
obrazu uzasadnia logike stojacg za jego strukturg oraz
ttumaczy swoje pomysty i powody wybrania konkretnych
elementdw wizualnych. Lider podkresla istotnos¢ ksztattu,
koloru, rozmiaru i utozenia kazdego z elementéw uzytych
do ' przekazania znaczenia zdjecia. Uczestnicy, wraz z
tworcg ,,selfie”, mogg nanie$¢ na oryginat pewne poprawki
i pdzniej przedyskutowa¢ wptyw nowych rozwigzan na
informacje przekazywang przez obraz.

Komentarz/Zalecenia: Dobrym pomystem jest to, aby lider przygotowat
wczesniej komplet przedmiotdw, ktore pobudzg kreatywno$¢ uczestnikow. W
¢wiczeniu doskonale sprawdzajg sie rozne rodzaje kamykow i szyszek, jak réwniez
przybory_kuchenne, kawatki tkaniny, wstgzki czy guziki.

Przedyskutowanie wszystkich ,selfie” w liczniejszych grupach bedzie trudne,
poniewaz czasami zajmuje ono duzo czasu jesli uczestnicy chcg zadawad pytania i

sugerowac zmiany.
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1 Wprowadzenie o sztuki teatru lalek

PO CO?

e Aby nauczy¢ uczestnikdw wykonywania prostych lalek
przy uzyciu zwyktych materiatow;

e Aby zapozna¢ uczestnikbw z podstawami animacji
teatralnej;

e Aby rozwing¢ umiejetnosci pracy zespotowej
(komunikacja i wspdtpraca, podejmowanie decyzji,
rozwigzywanie probleméw oraz kreatywnosc).

DLA KOGO?

Wykorzystanie lalek jest bardzo pomoche.w pracy z
osobami nieSmiatymi, zachowujgcymi dystans i-niezbyt
chetnymi do gry aktorskiej. Taki rodzaj ¢wiczenia zawsze
pozwala na ukrycie sie za lalka.

CO I JAK?

Krotki kurs sztuki lalkarskiej majacy na celu odkrywanie i
testowanie alternatywy dla gry aktorskiej w teatrze.

Przestrzen

Dowolna wystarczajgco duza przestrzen, zaréwno w
pomieszczeniu jak i na wolnym powietrzu, pozwalajgca na
swobodne poruszanie sie grupy.

Liczba
uczestnikow

6-18

Czas trwania

2,5-3 godzin




Zawodowe
umiejetnosci
potrzebne do
zastosowania
metody

Ogdlna wiedza o pracy teatralne;j.

Opis zadania

Uczestnicy zostajg podzieleni na 6-osobowe podgrupy
(optymalnie), lub 4- czy 5-osobowe. Kazda zgrup
otrzymuje kilka opakowan folii (polietylenowej), ktdra jest
dostepna w sklepach budowlanych (zwykle rozmiar: 5 x 4
m). Potrzebne bedg réwniez sznurek i nozyczki.
Najpierw kazda grupa musi wspdlnie zadecydowaé, jaka
posta¢ wykona, w taki sposob aby kazdy z cztonkdw grupy
animowat jedng czes¢ lalki.  Przyktadowo, w animagji
lalki przedstawiajgcej cztowieka moze brac udziat 6 oséb -
jedna odpowiedzialna za ruch gtowy, jedna tutowia, dwie
rgk i dwie ndg. Foliowa lalka animowana przez 6 o0sob
wystepuje w przedstawieniu ,Czarodziejska gora albo kilka
faktéw z zycia M” (,Magic Mountain or a few facts from
M's life”) dostepnym pod linkiem: http://www.youtube.
com/watch?v=I2vc53-wlbo (od 6 min. 55 sek.)

Mozna tez wykonad rézne zwierzeta lub fantastyczne
stwory.

Nastepnie kazda z grup tworzy swojg lalke i uczy sie, jak
jg animowac. Zadanie to wymaga Scistej wspotpracy i
zespotowosci.

Ostatnim etapem ¢wiczenia jest opracowanie krotkiej
scenki pokazujacej lalke w konkretnej sytuacji. Kazda
grupa przygotowuje mini przedstawienie, prostg historie
swojego bohatera.

Pod koniec wszystkie grupy przedstawiajg po kolei swoje
historie, a widzowie dzielg sie przemysleniami i sugestiami
na temat tego, jak mozna rozwing¢ i ulepszy¢ kazde
przedstawienie.




Komentarz/Zalecenia

Folia dostepna jest w réznych grubosciach. Wszystkie nadajg sie do opisanego
¢wiczenia.

Zamiast folii mozna réwniez uzyC innych materiatow. Brgzowy papier pakowy,
tektura czy rozne rodzaje tkanin doskonale sie nadajg. Przyktad wykonywania i
animacji papierowych lalek mozna znalez¢ na platformie dobrych praktyk ARTES
w formie Sciezki edukacyjnej:

e artescommunity.eu/paper-puppets-in-action

Dodatkowo, film instruktazowy i szkoleniowg aplikacje o wykonywaniu lalek
udostepniono w-ramach projektu COUNT ME IN TOO pod adresem:

e www.cmi2.eu/pl/app_generator/app/82/ lub
e www.youtube.com/watch?v=DJ]5-Isf65CA&feature=youtu.be




PO CO?

Aby zaznajomic¢ grupe z rolami lideréw i ,edukatorow”;
Aby pozwoli¢ uczestnikom na zastosowanie w
nowym kontekscie nabytych wczesniej praktycznych
umiejetnosci i wiedzy;

Aby przygotowal uczestnikow do ich wiasnych,
niezaleznych dziatan w zyciu codziennym (samoocena,
poczucie wtasnej wartoscii pewnos¢ siebie, komunikacja
i wspOtpraca, podejmowanie decyzji, rozwigzywanie
problemoéw i kreatywnosc).

DLA KOGO?

Dla grup juz wczedniej ze sobg wspotpracujacych,
oswojonych 'z pracg zespotowa.

CO I JAK?

Doswiadczenie odgrywania nowych rél zyciowych.

Przestrzen

Dowolna 'przestrzen, zarédwno w pomieszczeniu jak i
na zewnatrz, uwzgledniajgca wielkoS¢ zaproszonej na
warsztaty grupy.

Liczba
uczestnikow

6-12 (optymalna)
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Czas trwania

Etap przygotowawczy: 6-8 godzin (przynajmniej); Etap
wdrozeniowy: 1,5-2 godziny

Wymagane
umiejetnosci
zawodowe

Ogdlne pojecie o dynamice pracy grupowej oraz pewne
doswiadczenie w prowadzeniu zaje¢ warsztatowych.

Opis zadania

Na ¢wiczenie skladajg sie dwa etapy. Pierwszy stuzy
skonstruowaniu warsztatu, ktéry bedzie potem prowadzony
przez samych uczestnikéw, oraz ¢wiczeniu nowych rdl.
Sam warsztat to drugi etap.

Etap
przygotowawczy

Najpierw uczestnicy omawiajg strukture warsztatu,
odnoszac sie do wiasnych doswiadczen - procesu,
ktéry sami przezyli. Dobrym pomystem jest podzielenie
liczniejszych grup na podgrupy (optymalnie 5-6 oséb w
zespole). Uczestnicy powinni wybra¢ jedno ¢wiczenie na
rozgrzewke (np. ,Jestes kartkg papieru”) i jedno ¢éwiczenie
zadaniowe (np. ,Wprowadzenie do sztuki teatru lalek”).
Nastepnie nalezy rozdzieli¢ konkretne zadania pomiedzy
cztonkdw zespotu aby okresli¢, co dana osoba bedzie robié.
Mozna zastosowaé rdzne rozwigzania w zaleznosci od
indywidualnych mozliwosci uczestnikdw. Na przyktad jedna
osoba moze by¢ odpowiedzialna za prowadzenie catosci
zaje¢, a reszta grupy bedzie jej towarzyszy¢, pokazujac jak
wykonywac poszczegolne zadania. Rdzne osoby (osobno
lub w parach) mogg prowadzi¢ rézne czesci warsztatow.
Ostatni, bardzo wazny punkt etapu przygotowawczego
to kilkukrotne odegranie przysztej sesji. Podobnie jak w
procesie teatralnym, réwniez i tutaj préby sa kluczowe w
uzyskiwaniu pewnosci siebie i swobody dziatania. Kazdy
musi zrozumie¢, co ma robi¢ i czu¢ sie komfortowo w
swojej roli.
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Etap
wdrozeniowy

Po etapie préb grupa powinna by¢ gotowa do prowadzenia
warsztatow z wybrang publicznoscia.”“Mogg one byc¢
zorganizowane dla roznych uczestnikdw. W+ naszym
wypadku byty to dzieci z dwdch miejscowych Swietlic
$rodowiskowych i szkoty podstawowej. Przeprowadzono
trzy sesje, kazda zawierata dwa komponenty - wykonywanie
papierowych lalek oraz nauke podstaw jezyka migowego.
Nagranie jednej z sesji mozna zobaczy¢ pod linkiem: http://
www .teatrgrodzki.pl/book/teatralne-spotkania-pokolen/
(3 min. 16 sek.)

Waznejest, aby zwyprzedzeniem doktadnie przedyskutowaé
z instytucjg goszczacg warsztat wszelkie problemy
organizacyjne oraz szczegolny charakter sesji. Moze sie
zdarzy¢, ze zajdzie potrzeba przygotowania uczestnikéw

warsztatu do bezposredniego kontaktu z naszymi ,liderami
(osobami 'niepetnosprawnymi, niestyszgcymi).

Rownie wazne jest podsumowanie sesji z grupg po
zakonczonej pracy i skrupulatne przeanalizowanie catego
doswiadczenia.

Komentarz/Zalecenia: Wsparcie lidera zespotu jest zazwyczaj potrzebne podczas
warsztatdw prowadzonych przez uczestnikéw, jako ze nauka nowych rél to proces
dtugotrwaty. Szczegdlnie konfrontacja z grupg i ttumaczenie dziatan sg trudne dla
wielu os6b i pomimo wczesniejszego przecwiczenia tych zadan mogg sie okazac
problematyczne. Zazwyczaj podczas warsztatow zdarzajg sie rézne niespodziewane
sytuacje,a.radzenie sobie z reakcjami, potrzebami, oczekiwaniami, ograniczeniami
i oporem uczestnikdw wymaga umiejetnosci podejmowania decyzji i rozwigzywania
problemoéw. Wiasnie dlatego pomoc osoby doswiadczonej jest tak wazna.

163




WniosKi

Podsumowujac prezentacje metodologii MEDART, warto siegng¢ do podstawowych
zatozen przyjetych przez partneréw projektu na poczatku ich wspdinych dziatan.
Najwazniejsze cele projektu wyraza w piguice jego tytut “Zakorzenione w teatrze
metody edukacji dorostych znajdujacych sie w trudnym potozeniu”. Po
dwoch latach dziatalnosci prowadzonej w o$miu krajach partnerskich kazde stowo
tytutu przekfada sie na konkretne ustalenia metodologiczne istotne dla tresci tego
podrecznika..Ponizej przedstawiono zarys specyficznego rozumienia i interpretacji
zagadnien edukacji,. wsparcia dla oséb dorostych z grup defaworyzowanych oraz
kreatywnego wykorzystywanie sztuki teatru, jakie partnerzy projektu podzielajg w
swoich propozycjach metodologicznych.

Edukacija

Istnieje wiele réznych definicji edukacii, ale nadal najbardziej popularne rozumienie
tego pojecia utozsamia edukacje z formalnym nauczaniem. To jednak tylko pewna
cze$¢ procesdw uczenia sie i nauczania, a pozostate sg réwnie wazne. W kontekscie
projektu MEDART definicja zaproponowana przez Marka K. Smitha, badacza i
promotora edukacji nieformalnej dziatajagcego w Londynie, wydaje sie by¢ bardzo
adekwatna: “Edukacje mozna definiowa¢ jako madre, petne nadziei i szacunku
kultywowanie nauki podejmowane w przekonaniu, ze wszyscy powinni mie¢ szanse
dzielenia sie swoim zyciem i do$wiadczeniem z innymi” (http://infed.org/mobi/
what-is-education-a-definition-and-discussion/)

Na dwie_czeSci powyzszej definicji - “kultywowanie” i “dzielenie sie” zwracali
szczegblng uwage wszyscy edukatorzy prezentujgcy swoje dos$wiadczenia w
formie scenariuszy warsztatowych. JesteSmy pewni, ze stworzenie bezpiecznego i
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przyjaznego Srodowiska dla uczgcych sie ma kluczowe znaczenie i jest warunkiem
wstepnym podejmowania wyzwan edukacyjnych.

W poprzednich rozdziatach mozna znalez¢ wiele réznych pomystow motywowania
dorostych do kontynuowania nauki i samodoskonalenia. W szczegdlnosci zostaty
przedstawione rézne gry rozgrzewkowe, ¢wiczenia ruchowe, zajecia grupowe i
rytuaty jako skuteczne mechanizmy wzmacniania (kultywowania) zainteresowania,
zaangazowania i determinacji uczacych sie dorostych. Wszystkie te dziatania
obejmujg nie tylko umyst, ale réwniez ciato, a takze poznanie emocjonalne i
duchowe. Dzieki temu proces uczenia sie i zdobywania nowych umiejetnosci staje
sie tworczg przygoda osadzong w zbiorowym doswiadczeniu.

Jesli chodzi o mozliwos¢ dzielenia sie, metodologia MEDART oferuje wiele dziatan
kooperacyjnych, ktére pozwalajg na swobodng ekspresje, a uczagcym sie pomagaja
ujawnic ich prawdziwg tozsamos¢ i dzieli¢ sie doswiadczeniem zyciowym, fachowymi
umiejetnosciami, talentami i wiedza. Dobrymi przyktadami dzielenia sie i wymiany
Sg proponowane przez poszczegdlnych partneréw rozmaite techniki opowiadania
historii oraz ¢wiczenia oparte na improwizacji. Z ich pomocg kazdy zyskuje szanse
whniesienia wtasnego wktadu do wspdlnego procesu tworzenia.

Dorosli z grup defaworyzowanych

Znajdowanie sie w niekorzystnej sytuacji oznacza w praktyce to, ze kto$ zmaga
sie z konkretnymi trudnosciami w zyciu codziennym. Poniewaz kazda osoba
pozostajgca w gorszej sytuacji zyciowej musi przezwyciezac¢ rézne przeszkody i
bariery, bardzo wazne jest zapewnienie kazdemu tego, czego naprawde potrzebuije.
Dlatego wszyscy partnerzy zwracajg szczegdlng uwage na dostosowanie wtasnych
zainteresowan teatralnych i pasji do potrzeb i ograniczen grup, z ktérymi pracuja.
W tym kontekscie niektdre specyficzne rozwigzania oparte na doswiadczeniu kadry
trenerskiej projektu MEDART sg szczegdlnie interesujgce i warte nasladowania.
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Uwzgledniajgc wysokie ryzyko rotacji w swojej grupie warsztatowej (bezdomni i
osoby niepetnosprawne), Divadlo bez domova proponuje konstruowanie spektaklu
w taki sposdb, aby brak jednego lub wiekszej liczby aktordw nie zburzyt catego
przedstawienia (podejscie ,miekkich potgczen™). Z kolei Asociacion Acunagua opisuje
sytuacje, w ktdrej trenerzy postanowili catkowicie zmieni¢ pierwotng idee tworzenia
spektaklu ze swoimi podopiecznymi odbywajgcymi kare wiezienia i zastgpi¢ jg
reczng pracg artystyczng (“robienie koszulek T-shirt”). W ten sposdb uszanowano
wole wieznidw, ktdrzy nie chcieli wystepowac przed publicznoscig. Mimo to gtdwny
cel dziatalnosci artystycznej w wiezieniu zostat utrzymany i osadzeni mieli szanse
komunikowania sie ze Swiatem zewnetrznym za posrednictwem efektéw swojej
pracy twérczej. Trzecim przyktadem jest eksperyment edukacyjny z powodzeniem
zrealizowany przez Teatr Grodzki z grupg integracyjng osob niestyszacych i
niepetnosprawnych intelektualnie. Osoby te zaproszono do wyprébowania swoich sit
w prowadzeniu zajec dla dzieci i mtodziezy, co wykraczato daleko poza oczekiwania
formutowane na poczatku ich pracy teatralnej (“Uczestnicy warsztatdéw stajg sie
liderami warsztatéw”).

We wszystkich trzech przypadkach zaproponowane metody i rozwigzania Swiadczg
o tym, jak wazna w pracy edukatora jest odwaga i elastycznos¢, gotowos¢ do
modyfikacji poczatkowych zamystow oraz state uwzglednianie zaréwno ograniczen,
jak i ukrytego potencjatu uczestnikdw procesu edukacyjnego znajdujacych sie w
niekorzystnej sytuacji zyciowej.

Teairaine Korzenie

To sformutowanie zwraca uwage na caty szereg réznych metod tworczych, dla
ktorych teatr stanowi Zzrddio inspiracji. W naszym poradniku uwzgledniono
wykorzystanie zarowno tradycyjnego teatru dramatycznego, jak i innych konwengcji
scenicznych, a takze rdéznych technik parateatralnych. Pokazano tez, jak teatr
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moze, pomoc odkry¢ nieteatralne sposoby wzmacniania kreatywnosci,» dobrego
samopoczucia i samodoskonalenia ucznidw znajdujgcych sie w gorszej sytuacii.

Doswiadczenie MEDART dowodzi, ze nie ma jedynej i uniwersalnej metodologii
korzystania z teatru w edukacji dorostych i w pracy z osobami znajdujacymi sie
w niekorzystnej sytuacji. W rzeczywistosci kazdy rodzaj dziatalnosci artystycznej
zakorzeniony w teatrze moze by¢ réwnie skuteczny, jeSli zostanie starannie
dostosowany do konkretnych potrzeb i okolicznosci. Mogtoby sie wydawac, ze
teatr oparty na stowie, ktdry wymaga umiejetnosci aktorskich, jest niedostepny
dla wielu grup osob defaworyzowanych, poniewaz osoby te majg problemy z
zapamietywaniem tekstow i obawiajg sie wystepowania przed publicznoscig. Jednak
przyktad teatru AHA i jego wieloletnie do$wiadczenie w inscenizacji fragmentéw
dramatéw z bezdomnymi dowodzi, ze takie podejscie dziata, jesli spetnione sg
okreslone warunki (“Pomoc zorientowana na proces i oparta na procesie”). Na
przeciwnym biegunie' acta oferuje zabawowy sposdb tworzenia przedstawienia
poprzez wspdlny wysitek, gdzie kazdy przyczynia sie do budowania historii z niczego
(,Julie Story”). Ta metoda doskonale stuzy przycigganiu uczacych sie dorostych do
teatru. Jeszcze inne podejscie teatralne wzbogaca metodologie MEDART dzieki
doswiadczeniu CSC. Wioska organizacja z powodzeniem wykorzystuje techniki
dramaterapii poprzez eksplorowanie mitéw i odkrywanie ich ukrytych znaczen
podczas improwizacji i odgrywania rél. Wreszcie Drustvo ProSoc dzieli sie swoimi
niewerbalnymi i czysto fizycznymi spasobami ekspresji teatralnej opartej na ruchu,
tancu, medytacji z przewodnikiem (YActEmo”, “Kreatywny ruch”).

Zroznicowanie podejs¢ sktadajacych' sie na metodologie MEDART pokazuje,
ze teatr w edukacji dorostych oznacza wiele réznych rzeczy. Klaunada, sztuka
lalkarska, praca z symbolami, inscenizowanie Szekspira, granie na instrumentach,
celebrowanie-wspolnego picia kawy' — to wszystko teatralne sposoby nadajgce
sie do wspierania edukacji dorostych' znajdujacych sie w niekorzystnej sytuacji
Zyciowej.
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Wspéipraca miedzynarodowa

Konczac ostatni akapit tego podrecznika, nalezy powtdrzyc¢ raz jeszcze, ze specjalna
warto$¢ projektu MEDART wynika z jego kooperacyjnego charakteru . Zgodnie z
zasadami Programu Partnerstw Strategicznych ERASMUS +, mozliwos$¢ wspdinej
pracy pozwala edukatorom poprawic ich oferte dla uczacych sie oraz dzieli¢ sie
innowacyjnymi praktykami. Taka wymiana odbyta sie dzieki projektowi MEDART,
a tygodniowa sesja treningowa (lipiec 2016) na Lanzarote, zorganizowana
przez hiszpanskich partneréw z udziatem przedstawicieli wszystkich organizacji
partnerskich~byta kulminacjg tego procesu. Takze Miedzynarodowa Konferencja
MEDART zorganizowana w Bratystawie (Stowacja, listopad 2016 r.) okazata sie
cenng okazjg do refleksji nad ustaleniami metodologicznymi projektu oraz dzielenia
sie nimi i dyskusji z edukatorami-i.artystami, ktérzy nie uczestniczyli w projekcie.
Warto w tym miejscu przytoczy¢ wypowiedzi przedstawicieli kadry trenerskiej
projektu, aby pokaza¢, jakie konkretne korzysSci-uzyskali oni dzieki wymianie metod
i podejs¢ w trakcie trwania projektu.

Chciatbym podkreslic fenomen obserwowania i przezywania roznych sposobow
prowadzenia warsztatow. Rozmaite style pozwalaty mi jako uczestnikowi na
zZréznicowane angazowanie sie - w niektorych przypadkach raczej jako obserwator;
niekiedy bardziej aktywnie, a czasami nawet jako protagonista lub po prostu
poruszona i zainspirowana osoba obecna w Srodku “dziania sie”.

Rownoczesnie informacje zwrotne od partnerow oraz refleksja nad naszym
warsztatem pomogty nam nazwac inne aspekty i elementy (np. odkrycie, czerpanie
radosci, budowanie zaufania), zastosowane w procesie prezentacji naszych metod
i wykorzystywane przez nas w regularnej pracy z beneficjentami. Te spostrzezenia
inspirujg nas do pogtebionego myslenia o innych metodach, ktdre juz stosujemy, ale
nigdy nie‘nazywalismy ich “metodami” i nie opisalismy ich w takim ujeciu.

Patrik Krebs, Divadlo bez domova




Uczestniczac w warsztatach innych praktykow i obserwujac ich dziatania, odkrytysmy,
Ze ‘podejscie acta nie' jest szczegdinie duchowe, ale bardziej pragmatyczne i
praktyczne. Stwierdzenie jak fizyczne sa niektore inne metodologie doprowadzito
nas do zakwestionowania naszego mniej fizycznego podejscia, ktore bardziej
skupia sie na obmyslaniu, postugiwaniu sie stowng improwizacjg, charakteryzacja,
opowiadaniem historii i dialogiem.
To zmobilizowato nas do rozwazania, dlaczego tak sie dzieje; dosztysmy do wniosku,
Ze nasze podejscie zaistniato i zostato uksztattowane przez wiedze o naszych
uczestnikach i o tym, w jakich dziataniach czujg sie swobodnie. acta czesto pracuje
z ludZzmi, ktorzy nie uwazajg ze teatr jest dla nich; dlatego zawsze musimy znalez¢
rozwigzanie, ktdre sprawia, Ze czujg sie bezpiecznie i komfortowo. Z tych powodow
wydaje nam sie, ze bardziej fizyczne podejscie mogtoby zniechecic uczestnikow i
powstrzymac ich. od wigczenia sie w teatralne dziatania.

Ingrid Jones and Rosalie Pordes, acta

Bezposrednio po szkoleniu na Lanzarote udato nam sie podczas warsztatow
opowiadania historii zastosowac prezentowane przez treneréw z acta cwiczenie
“Julie Story” w naszej grupie dorostych aktorow amatorow. Warsztat ten miat
zacheci¢ uczestnikéw do nieskrepowanej ekspresji i do umozliwienia im wgladu w
doswiadczenia zyciowe ' poszczegolnych cztonkow zespotu..
Uzywalismy roznych Srodkow wyrazu artystycznego, aby ufatwic uczestnikom
dzielenie sie ich osobistymi historiami z innymi. Aby nadac¢ wybranym historiom
bardziej sprecyzowang strukture, z powodzeniem zastosowalismy technike ‘Julie
Story” zaadaptowang do naszych potrzeb. To pomogto grupie teatralnej stworzy¢
scenariusz nowego spektaklu lalkowego, ktéry miat premiere w czerwcu 2017 roku.
Maria Schejbal, Teatr Grodzki

Warsztaty uwydatnity roznorodnos¢ podejsc, ktore wszyscy partnerzy stosujg w
codziennej pracy, z roznymi podopiecznymi. To dla nas najwazniejsze odkrycie
spotkania na Lanzarote. Projekt MEDART dat wszystkim partnerom moZliwosc
refleksji na temat wtasnych metod oraz poréwnania ich z innymi sposobami dziatania.
Pracujemy gtéwnie z.imigrantami. Tutaj poznalismy rozne metody pracy z roznymi
grupami docelowymi. Szkelenie byto réwniez duzym wyzwaniem pod wzgledem
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emocjonalnym i osobistym. Warsztat uwydatnit trudnosci, jakich doswiadcza sie
na poziomie osobistym podczas pracy z grupami szczegoinej troski, trudnosci z
dystansowaniem sie wobec emocji, jakie wywotuje praca z tymi szczegdlnymi
grupami docelowymi. To wazne, aby utrzymac rownowage emocjonalng i kontrolowac
siebie, jesli pomagajac innym pragniemy byc¢ dobrymi praktykami i profesjonalistami.
Rozmaite metody zaprezentowane w trakcie warsztatow na Lanzarote przydadza sie
w naszej pracy z migrantami, poniewaz rozne cwiczenia da sie zastosowac w tych
specyficznych grupach docelowych.

Dario Ferrante, CSC

Odkrylismy, jak projekcja naszych emocji wptywa zarowno na aktora, jak i na innych
ludzi. Co to znaczy pokazac lustro innym. Jak wazne jest dotykanie i bycie dotykanym:
Jjak nasze palce pamietajg twarz naszego partnera, jak my, jako rzeZbiarze, mozemy i
chcemy sprawic, aby piekne stato sie jeszcze piekniejsze. Jak wazne sg rytuaty - bez
wzgledu na to, jak proste moga sie. wydawac. Cieszyto nas rowniez to, jak rytuat
wspolnego picia kawy wzmacniat naszg-wspdinote dzieri po dniu. Wracalismy do
pytania: "Kim jestem, jak widze siebie, w jaki sposob moje otoczenie mnie widzi?”.
Mielismy okazje do narysowania karty bez wahania, mowigc: Patrz, to ja. Nigdy sam.
Potem z zamknietymi oczami stuchalismy opowiesci, radowato_nas ich jedwabiste
brzmienie, czasami ich szalony ped, i medytowalismy nad ich prawda. Doswiadczylismy
réznicy miedzy byciem czescig kregu a wykluczeniem z niego. To byto wielkie wyzwanie
- otworzy¢ sie na innych ludzi, chociaz znatem ich dobrze. Co to jest zespot? Co to
Jjest grupa? Gdzie ja w niej jestem? Czy z moimi skarbami zdotam osiagnac to, czego
oczekuje ode mnie grupa? Takie regularne spotkania majg niezwykle silny wptyw na
ludzi w potrzebie.

Sandor Fiisti-Molnar, AHA

Dla nas wyspiarzy to wielki dar, te wszystkie mozliwosci dzielenia sie, uczenia sie,
goszczenia | wymiany. PrzekonaliSmy sie, jak projekt MEDART wzbogacit i wzmocnit
nasze spoteczeristwo i spotecznosc.

Jaki byt gtowny wptyw tego projektu na nasze Zycie? Projekt MEDART polega na
definiowaniu-naszej pracy, uwidocznianiu naszych dziatari i sprawianiu, by byty
skuteczniejsze, na potwierdzaniu stusznosci i sensu naszego kierunku pracy. Tak,




niezwykle wazne byty te dwa lata projektu MEDART, w ktorym .mieliSmy-szanse
zatrzymac sie i obserwowac naszg prace, skonsultowac sie z innymi specjalistami w
dziedzinie sztuki i pracy. socjalneyj.

Projekt. MEDART dat nam wyrazisty obraz wspdinej sity, jaka stworzylismy ze
wszystkimi partnerami, dzieki profesjonalizmowi, oddaniu i wspdlnej -woli nas
wszystkich. Projekt MEDART przyniést nam potwierdzenie, ze niezaleznie od
Srodowiska, z jakiego sie wywodzimy i od warunkéw naszej pracy, jestesmy: silni i
zjednoczeni\w naszym wspolnym celu - by jak najlepiej wykonywac nasze zadania'i
zawsze, gdy to moZliwe DZIELIC SIE.

Magdaléna Komarova, Acunagua Asociation

Wierze, ze wartos¢ dodana podrecznika to przede wszystkim réZznorodnos¢ metod.
W zaledwie kilku miejscach mozemy znaleZz¢ podobienstwa. Kazdy zainteresowany
tym rodzajem pracy bedzie 'mogt znalezé¢ cos uzytecznego. Od klasycznych
inscenizacji dramatu. do improwizacji ruchowej. Korzystanie z rytmu, opowiadania
historii, instrumentow muzycznych i pracy z przedmiotami lub lalkami otwiera
jeszcze inny wymiar. Opisane metody umozliwiajg takze pisanie scenariusza, a w
razie potrzeby rozwigzywanie konfliktow wewnetrznych grupy lub osoby. Wspdiny
mianownik wszystkich metod to eksperymentowanie oraz odkrywanie, ze wszystkie
zaangazowane osoby (niektore bardziej dotkniete przez los niz inne) mogg wniesc¢
przydatne i cenne nowe dosSwiadczenia.

Domen Rakovec, Drustvo ProSoc

Powyzsze stwierdzenia wyraznie wskazuja, ze wymiana mysli i doSwiadczeri miedzy
edukatorami osob dorostych jest naprawde potrzebna i wywiera silny wptyw na jakos¢
ich codziennej pracy. Niniejszy podrecznik to kolejna forma dzielenia sie metodami
pracy stuzacej wspieraniu poprzez teatr i sztuki pokrewne uczgcych sie dorostych z
grup defaworyzowanych.

Partnerzy MEDART
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