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INTRODUCTION
MEDART was conceived by Divadlo bez Domova in 2015, and grew out of the
company’s desire to examine their practice, to look back at their work and describe
it. It felt to the company that it was easier to do the work than explain it, but
wanted very much to share their practice, and at the same time learn from others
who were working in the same field, and with the same aims – to use theatre
as a way of engaging socially disadvantaged adults, with the view of increasing
personal and social skills and improving their chances of getting employment.
DBD contacted a range of partners from across Europe, all of which shared this
aim, and were using theatre as a tool to achieve positive change for vulnerable
people, but through a wide range of different methodologies and approaches. The
MEDART project was formulated to create a place where the different companies
could develop projects within their own national context and then interact, in order
to share practice and learn from each other.
The MEDART process consisted of a series of meetings in partner countries,
and a week-long exchange of practice with staff from all organisations to share
their ‘methodologies’ – their practice; games, exercises, approaches – based on
the current work of each organisation and groups they were working with. The
meetings took place in Poland, Lanzarote, Slovenia, Slovakia and Sicily.
These exchanges and ongoing dialogue were the basis for the creation of the
online ‘methodological guide’ which has gathered these different approaches and
practices, with the view to disseminate our joint learning across Europe – to
community theatre companies, teachers, educators, trainers, drama therapists,
social workers, students, schools, universities, institutions, NGOs.
The main objective of the guide is to help to develop and extend these adult
educators’ competences in the field of work with disadvantaged and vulnerable
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groups of adults. By developing these skills and competences, the aim is that
adult educators will be able to bring some new and effective ideas, strategies and
practices into their own work, and will be encouraged to develop their own practice
as a result.
Seven of the MEDART partners create community theatre in different countries, in
different contexts, targeting our work at people with a wide range of vulnerabilities:
acta community theatre, UK – working with vulnerable young people and adults.
Asociación Acunagua, Canary Islands, Spain – working with women prisoners,
young people.
CSC, Sicily, Italy – offering a range of opportunities and education to refugees,
young people and adults.
Divadlo bez domova, Slovakia - working with homeless people, disabled people,
people with mental health condition, ex-prisoners and others in need.
Društvo ProSoc, Slovenia – theatre of different excluded and vulnerable groups.
Magyar Vöröskereszt Budapest Fővárosi Szervezet AHA Színpada, Budapest,
Hungary – theatre with homeless, former homeless and vulnerable adults.
Teatr Grodzki – theatre with disabled, deaf and disadvantaged people in BielskoBiala, Poland.
The eighth partner - Hogeschool Rotterdam, Netherlands – has been responsible
for project evaluation, and creating a framework for the methodological guide.
The partners have gained much from working together; not just about each other’s
work, but about their own practice through the feedback from others. As the project
developed, partners began to use elements of each other’s practice; exercises,
games, techniques. The partners also worked through the challenge of finding
a shared terminology – were our workers ‘artists’, ‘facilitators’, ‘artist facilitators’,
‘trainers’, ‘theatre practitioners’? And how exactly did we define ‘methodology’?
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The process of working through this ideological and semantic labyrinth was often
difficult, but in the end carried great rewards in terms of our shared learning.
The two-year process of sharing work has highlighted that the partners share
many common aims; primarily the basic desire to make positive change in the lives
of vulnerable and marginalised people, and also a passionate belief in the power of
theatre as an effective tool to enable these positive changes to take place.
Theatre is, after all, the telling of stories, and through the community theatre
practice of the partners, vulnerable people are encouraged and enabled to tell their
stories, to express their hopes and dreams, to connect and communicate with the
wider community, and to demonstrate their own individuality and value as a person
in their own right.
In addition, the process of making theatre in this way also has benefits in the
development of social and interpersonal skills; self-confidence, cooperation,
communication, how to present ideas, how to listen and discuss, how to unleash
your creativity, how to work with others towards a common aim, how to succeed,
and how to celebrate that success. These are the essential skills that people need in
life, to develop and maintain their social networks, and the skills which employers
look for in employees.
Finally, all the partners share a belief in the importance of life-long learning.
Learning should not be confined to just a few short years of childhood, but is
something which everyone should pursue throughout their lives. However, it is
often the case that disadvantaged people, those on the margins of society, find it
hard to engage with education later in life. For many, their experience of education
as a child is an experience of failure; all they have ‘learned’ is that within the
formal education systems, it is hard for them to succeed. For all of us engaged in
MEDART, we believe that offering informal education, through theatre and related
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arts, is a way to engage those people who have dis-engaged from education; and
a way to stimulate and grow their un-used energy, creativity and potential, and put
it to good use within the community.
However, although we all share those common beliefs and aims, the way we
approach achieving those aims are broad; a set of practices that are diverse,
innovative, often surprising, approaches given a new twist; sometimes familiar,
sometimes completely new ideas grown from necessity. It is this richness of practice
that we have discovered in each other; as a result we have all begun to use ideas
from each other to enrich our own practice, learning that exercises created to work
in one context are very easily translatable to another. The language of theatre- and
particularly community theatre – is universal. It is the richness and adaptability of
the methods which we wish to share through this guide.
The guide is constructed in sections, with each partner describing their own
company and context, before detailing some of the approaches they use in their
work; giving just a taste of the different methodology each company uses. It is not
definitive, and we are not trying to say that these are the only, or the best, ways
of working. It may be useful to view it as a ‘sampler’; a range of approaches and
case studies. However you view it, we do believe that it is possible to use these
exercises, games and methods in a wide variety of settings, and so we encourage
you to use them as you see fit - copy, adapt, invent, create, mix and match with
your own approaches.
Our sincere hope is that this guide will help you to develop your own rich and
effective methodologies that work in your context. Good Luck with your journey.
The MEDART partners
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AHA
AHA
HOMELESS
Homeless
THEATRE
COMPANY
Theatre
Company

MAGYAR VÖRÖSKERESZT
BUDAPEST FŐVÁROSI SZERVEZET

Red Cross, AHA Homeless Theatre Company, Hungary
The AHA Homeless Theatre Company was founded in the autumn of 2001, in the
Homeless Shelter of Madridi Road, in Budapest, when one of the inhabitants of the
shelter volunteered to play a part in the Christmas play of that year. Funded by the
Hungarian Red Cross (Magyar Vöröskereszt Budapest Fővárosi Szervezete), the
Company is based in the homeless shelter, which immediately provides space for the
theatrical work and a community in an institutional frame, as the active presence of
social workers and that of many other professional helpers is indispensable for the
work. Since that autumn, the Company has grown. It focuses mainly on homeless
people, but wishes to involve different groups of society as well.
The Company has already worked with both children and adults coming from
normal family circumstances, with children who live under state care and also
with professional actors. Today, the Company is renowned both nationally and
internationally. It has appeared at several festivals, fundraisers, and has taken part
in a number of Hungarian and European projects. It offers a quality leisure time for
homeless people, but in addition to that, the AHA Theatre Company aims to enable
an interactive artistic communication between homeless people and the society
using theatre as a method. Over the past 15 years, more than 40 percent of its
actors managed to reintegrate into society, with the help of a world where art and
help intertwine. The aim of the Company is to be an independent organisation and
to make this sort of theatrical technique acknowledged in Hungary.
Keywords: homeless people, indirect helping method, SPBOH, reintegration.
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Our theory
Our methodology is based on what we call indirect help through theatre. This
means that by doing theatre, certain patterns (such as problem-solving, conflictmanagement, ethical, or empathetic skills, etc.) become integrated implicitly into
the participants’ everyday life. Furthermore, theatre gives the opportunity to give
something to the audience. This is especially important to us, because we work
mainly with homeless people – those members of the society who usually receive
what other people give them. As it is important to follow up the actors’ development
outside the rehearsal room (which is in the shelter), we call our method situated
process-based and -oriented help (SPBOH). We use original plays and their written
scripts for our work (never longer than 40 minutes), therefore, as opposed to
other drama-therapies (sociodrama and psychodrama), the effects of this kind of
theatrical work need more time – sometimes even years – to become visible.
The figure below shows how our methodology is constructed. In this present
guide, we are going to share our four main methods (the four columns of our
Greek temple / modern theatre / arrow that points upwards) that help us achieve
our main goal, which is the reintegration of homeless people. Our aim is – instead
of offering a list of various activities and exercises – to present possible approaches
to theatre for the homeless.
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Giving a Sense of Belonging
Goal
Subgoals
Target Groups
How

.

thinking together in terms of group
cooperation (opening up – acceptance),
tolerance, empathy within the community
homeless people, orphan children
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
Number of participants

Materials
Description

1-3 times. 2 hours approximately/rehearsal
It depends on the play. The optimal number
is 6-10 participants. If the number is higher,
the group has to be divided into subgroups
(according to the scenes).
script (for everyone), paper-pen for taking notes
It starts with the introduction of the new play
– it is read out loud by the director. After the
presentation, the roles are distributed and the
discussion begins. The actors form a circle and
they talk about the scenario, their emotions
that the play has evoked in them, the different
personalities that they will embody, and also
how they imagine the implementation of the
play. During the discussion, they listen and react
to each other.

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

To find one’s place in the community (in the
society eventually)
To experience new emotions, the feeling of
integration, and different behaviour-patterns
Homeless people
By experimenting different ways of presenting
one’s character (role)

The Polishing Rehearsal
Space

rehearsal room
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Time

2 hours/rehearsal

Number of participants

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.
10-12
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Materials

Description

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

It is very important for the director to contain
the play, keep it within a strict frame and not
let it flow.
What are the results of this method?
In this phase, the actors’ problem-solving skills develop mostly. The characters
which are embodied by the actors may change their attitude to different ways of
behaviour implicitly. Features of a positive character may integrate into the actor’s
own personality, while a negative character may raise their attention to patterns
that should be avoided. Also, an interaction based on trust develops between
the actors, which slowly appears in their everyday lives. Finally, as their interest
in theatre increases, they become more active in other type of community work
within the theatre group (helping the others learn the script, helping in the creation
and repairing of the sets), and they start taking responsibility for each other (taking
care of an ill fellow-actor, etc.).
What are the possible risks of this method?
1. The actor might have bad experiences from before, they might give up, get
angry or emotional. 							
Possible solution: The social worker may interfere, but it is best to let the
person process their emotions and help them (with discussion and emotional
assistance) after the rehearsal.
2. According to our experiences over the past years, the actors’ mental capabilities
and learning abilities and techniques vary greatly. Actors with better abilities learn
the play (even the roles of other actors) much faster, while slower actors might
have more problems with learning it. This might cause tension within the group.
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Possible solution: With the constant presence of a social worker, the director
must make it clear that theatre is teamwork where every actor has a role and it
is not the individual achievements, but the common production which is most
important – and where everybody is equally important.
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Building Bridges
Goal
Subgoals
Target Groups

How

bringing different social groups together – on
stage and in reality
(re)integration, acceptance, tolerance
different social groups, e. g.: homeless peopleprofessional actors; homeless people-orphan
children; homeless people-people living in
normal circumstances
by creating one common production

The Final Rehearsal
Space
Time

the stage and backstage where the performance
will take place
2-4 hours
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Number of participants

Materials

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.
All materials needed for the performance
(costumes, props, lights, sound) have to be
present, this is the moment when they all find
their final places, and the actors are already
using them skilfully.
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Description

Whether there is a possibility for the group
to rehearse on the stage right before the
performance or not, the director must inform
the actors about everything that awaits them, in
order to avoid surprises. It is equally important
to provide space for everyone to share their
ideas, and discuss and agree upon problems
as a team. Also, the director is in charge of
the whole performance, therefore, the actors
become more and more aware of one another,
and they need to rely on, help and look after
each other.
This is a very important part of the rehearsing
process, because this is the first time that the
actor meets the audience - even if only a small
number of people (other homeless people living
in the shelter, friends, family). These meetings
help to fight anxiety. Also, at the end of the
final rehearsal, quite often the spectators may
express their own opinion on the play, and a
special dialogue between actor and audience
takes place.
This is the phase when everything learned
during the polishing rehearsal becomes visible.

What are the results of this method?
The actor starts to respect the work that they have done, and starts to take
responsibility for their own creation.
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Homeless people often experience that their work or production is underestimated.
As a result of the repeated deception, they consider their own work to be worthless.
However, as the theatre group have common interests, during the common work,
a common set of values will appear. This means that the production they create
together becomes precious, and it will be theirs: they will take care of it. Protecting
the production of the entire group means that the actors can feel both protective
and protected.
During the final rehearsal, the actor is no longer a “written part” or an experimenting
amateur, but a mature personality. The characteristics of the figure he or she
embodies percolates imperceptibly in to the actor’s own personality.
What are the possible risks of this method?
1. Impatience and anxiety because of the performance. This might affect
the actor’s everyday life, but it might cause problems on the stage, too.
In a stressful situation caused by anxiety, the actor might experience
a mental block. This may not only manifest in making word errors or bad
moves, but in a rigid state, where the actor is unable to communicate.
Possible solution: During the rehearsals, many techniques, exercises should
be practised (games of trust, prompts, etc), which can be used in such a
situation: every actor must know that they can rely on their fellow actors. This
is another way to form trust between the actors.
2. As the performance gets closer, the actors get more and more
nervous and impatient. On the one hand, this is because of the
performance, on the other hand, it is because they have the desire to
please. This might cause conflicts within the group.		
Possible solution: Individual and group discussions help to solve these conflicts.
We have to assure the actor that they are indeed creating something precious, and
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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
Subgoals
Target Groups
How

To change the society’s attitude towards and
perception of homeless people
To change stereotypes formed by the majority
of the society via performances
The wider community
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
Time
Number of participants
Materials

it could be anywhere (classroom, hall, theatre,
open-air stage, etc.)
2,5 hours
6-30
the sets needed for the performance
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Description

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

It is very important to inform the audience about who and what they are going to
see. This may happen before, during or after the performance (the advantage of
the latter is that the audience watches the play without any stereotype in mind).
There are also several ways to involve the audience, depending on their placement.
They can be:
• sitting and watching
• on the stage, very close to the actors
• taking part interactively (question-answer)
• involved in the play
Therefore, there are different options for the audience to give feedback. If they
are sitting and watching, the applause can be their tool to express their opinion,
which is also a source of force and energy for the actor. If the spectator is involved
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actively, they can improvise, change the story (Forum Theatre), be part of the
play. In these cases, there is a special relationship that forms between actor and
spectator, based on trust, vice versa.
As for the afterlife of the performance, it does not end with the applause. A series
of positive experiences await the actor: new friendships are to be made and they
may receive personal appreciation, which all affect the actor’s personality in a
positive way.
If possible, we should let them enjoy this moment, and not bother them with
things such as packing.
What are the results of this method?
What changes in the audience is their point of view on:
• stereotypes of homeless people
• the achievements of homeless people
• how to interpret homelessness to the society (this may ease the tension
between social groups)
• prejudice towards homelessness
What improves in the actor:
• the feeling of importance
• the value of the production they created
• the image of a person who is able to give to the society (whereas it is usually
the other way round)
• self-confidence
Under the weight of the performance, the actors’ concentration is more intense.
During the show, they are able to pay attention to themselves and the environment.
They become reliable people for the fellow actors, while they become a giving
party in the society, where the “donation” is the performed play. The success of
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this huge personal achievement is even measurable:
Immediately: by the applause
Later on: by the changing characteristics:
• positive thinking
• development of problem-solving skills
• expansion of social relations
• development of conflict-management
• efficient use of free-time
• enthusiasm in teamwork
• stronger sense of responsibility
• respect of own work
• humbleness towards art
All in all, in an ideal case, the actor has achieved several goals that – if not
immediately then even years later – they will be able to benefit from.
What are the possible risks of this method?
1. Indifference of the audience: it may have bad effects on the actor. The fixed
structure of the play does not allow the actor to solve the conflict straightaway.
Possible solution: If we have the opportunity, it is useful to introduce the
theatre group in a few sentences. The audience will appreciate every detail.
2. Processing success is a hard job. Sometimes the actors might not deal with
their success in an appropriate way: they may become isolated because of
feeling superior to the others. This can be very dangerous, as it can affect the
quality of the acting.							
Possible solution: In every case, we should start solving the problem with
individual discussions, as it may affect other people in the group. We must
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speak about the importance of personal success, but we must insist on the fact
that the performance is a common production, and each member of the group
is just as important as the rest, regardless of the amount and the quality of
the part. After such a discussion, the rest of the group can be involved. A wellfunctioning group can handle these situations well, but the leader of the group
always has to be present.
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Conclusions
Summing-up the presentation of MEDART methodology, it might be useful to go
back to the basic assumptions set by the project partners at the beginning of
their joint actions. The most important targets have been expressed in a nutshell
in the project title – Methods of Education for Disadvantaged Adults Rooted in
Theatre. After two years of activities undertaken in eight partner countries, each
of these words translates into specific methodological findings crucial for this
handbook content. The following are the examples of how specific understanding
of education, support for disadvantaged adult learners and creative use of theatre
art have been interpreted and shared by project partners in their methodological
propositions.

Education
There are many different definitions of education, but still the most popular approach
is to equate it with formal schooling. However, it is only one section of teachinglearning processes and the others are equally important. In the context of MEDART
project, the definition proposed by Mark K. Smith, a researcher and informal
education promoter based in London, seems to be very adequate: “Education can
be defined as the wise, hopeful and respectful cultivation of learning undertaken in
the belief that all should have the chance to share in life” (http://infed.org/mobi/
what-is-education-a-definition-and-discussion/)
Two components of the above definition – “cultivation” and “sharing” have been
paid special attention to by all the educators presenting their experience in the
form of workshop scenarios. We are all sure that creating a safe and friendly
environment for learners is of vital importance, and a precondition for taking up
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educational challenges. In the previous chapters one can find many different ideas
for motivating adults to continue learning and self-development. In particular,
various warm-up games, movement exercises, group activities and rituals have been
presented as efficient mechanisms nurturing (cultivating) interest, engagement
and determination of adult students. In all these actions not only the mind but
also the body, as well as emotional and spiritual cognition are involved. Thanks to
that the process of learning and acquiring new skills becomes a creative adventure
embedded in a collective experience.
When it comes to the possibility of sharing, MEDART methodology offers a whole
range of cooperative actions, which allow free expression and help the learners
to unveil their real identity and share life experience, expertise, capability and
knowledge. Different storytelling techniques and improvisation exercises proposed
by individual partners are good examples of sharing and exchanging. With their
help everyone has a chance to contribute to the joint process of creation.

Disadvantaged Adults
The fact of being disadvantaged means in practice that someone faces specific
difficulties in everyday life. Since each disadvantaged person has to overcome
different obstacles and barriers, it is very important to fix everyone up with what
he/she really needs. This is why, all the partners pay special attention to tailor their
theatrical interests and passions to the needs and constraints of their workshop
groups. In this context, some specific solutions based on the MEDART training staff
experience are particularly interesting and worth following.
Taking into consideration a high risk of the rotation inside their
(homeless and disabled people), Divadlo bez domova proposes
performance in such a way that the absence of one or more
destroy the whole production (“Soft joints” approach). On the
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workshop group
to construct the
actors does not
other hand, the

Asociación Acunagua describes the situation in which they decided to totally
change the initial idea of creating a performance with their imprisoned wards and
to replace it with manual art work (“T-shirt making”). It was decided so to respect
the will of inmates not to expose themselves in front of the public. Still the main
goal of artistic activities run in prison was kept and the prisoners got a chance
to communicate with the outside world. The third example is an educational
experiment successfully undertaken by Teatr Grodzki with an integration group
of the deaf and disabled people. They were invited to try their hand at running
classes for children and young people themselves, thus going far beyond what was
expected at the beginning of the theatrical work (“Workshop participants become
workshop leaders”).
In all three cases the proposed methods and approaches testify to the importance
of being courageous and flexible, not stuck with the initial ideas but always
considering both the limits and hidden potential of disadvantaged students.

Theatrical Roots
This wording draws our attention to a whole range of different creative methods for
which theatre serves as a source of inspiration. In our handbook both traditional
drama theatre, and other stage conventions, as well as various paratheatrical
approaches have been considered. It has been also presented here how theatre
can help us to discover non-theatrical ways of enhancing creativity, well-being and
self-development of disadvantaged students.
The MEDART experience proves that there is no one and universal methodology
of using theatre in adult education and in working with the disadvantaged. In
fact every kind of artistic activity rooted in theatre can be equally efficient, if
carefully adjusted to specific needs and circumstances. And so, it might seem that
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a word-based theatre which requires acting skills is unreachable for many groups
of disadvantaged learners due to their problems with memorizing texts and fear
of being exposed on stage while speaking in public. However, the example of AHA
company and their long experience in staging drama pieces with homeless people
shows that such an approach works, if specific conditions are met (“Situated
process-based and -oriented help”). On the contrary, acta offers a playful way
of creating the show through the collective effort, where everyone contributes to
building the story from nothing (“Julie Story”). This method is a perfect solution
for drawing adult learners into theatre. Yet different theatrical approach enriches
MEDART methodology thanks to the experience of CSC. They have been successfully
using dramatherapy techniques through exploring the myths and discovering their
hidden meanings while improvising and playing different roles. Finally, Društvo
ProSoc shares their non-verbal and purely physical ways of theatrical expression
based on movement, dance, guided meditation (“ActEmo”, “Creative movement”).
The diversity of approaches composing MEDART methodology shows that theatre
in adult education means many different things. Clowning, puppetry art, working
with symbols, staging Shakespeare, playing instruments, celebrating coffee time
are all “eligible” theatrical ways of supporting disadvantaged adult learners.

International Cooperation
Ending the last paragraph of this handbook, it should be repeated one more time
that a special value of MEDART project lies in its collaborative character. According
to the rules of ERASMUS+ Strategic Partnerships Program, the possibility to
work together allows educators to improve their provision for learners and share
innovative practices. Such an interchange took place thanks to MEDART and a oneweek training session hosted by the Spanish partners in Lanzarote and attended
by all the project directors was its culmination (July 2016). Then, the MEDART
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International Conference organized in Bratislava, Slovakia (November 2016) was a
valuable occasion to reflect on the project methodological findings and share them
and discuss with external educators and artists.
It is worth quoting here the representatives of project training staff to show
what concrete benefits they have gained thanks to the exchange of methods and
approaches during the lifetime of the project.

I would like to highlight the fact of seeing and feeling different ways of
delivering the workshops. Different styles allowed me, as a participant, to be
involved differently – in some cases more as an observer, in other times more
active and sometimes even as a protagonist or simply activated and inspired
person being in the middle of “the happening”.
Partners’ feedback and reflection of our part of the workshop helped us
also to name other aspects and elements (e. g. discovery, enjoyment, trust
building), that have been implied in the process of our methods’ presentation
and that we use in our regular work with our participants. These facts inspire
us to think more and more about other methods we already use, but we have
never named and described them as “methods”.
Patrik Krebs, Divadlo bez domova
Through taking part in other practitioner’s workshops and observing their
practice, we have come to recognise acta’s approach is not particularly
spiritual, but more pragmatic and practical. Observing how physical some
of the other methodologies were led us to question our less physical
approach, which is more based around devising, using verbal improvisation,
characterisation, storytelling and dialogue.
This challenged us to consider why this might be, and our conclusion was
that our approach had been guided and formed by our knowledge of our
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participants and what they feel at ease doing. acta often works with people
who don’t feel theatre is for them; therefore we always need to find an
approach that makes them feel safe and comfortable. For these reasons we
feel a more physical approach might discourage participants, and prevent
them from taking part.
Ingrid Jones and Rosalie Pordes, acta
Directly after the training in Lanzarote, we found a way to apply the group
exercise called “Julie Story” presented by the trainers from acta in the
storytelling workshop with our group of adult amateur actors. The workshop
was meant to encourage participants to openly express themselves and to
give insight to their life experience.
We were using different means of artistic expression in order to enable
participants to share their personal stories with others. To structure chosen
stories more in detail, we successfully used “Julie Story” technique adapted
to our needs. It helped our theatre group to create a scenario of the new
puppet show premiered in June 2017.
Maria Schejbal, Teatr Grodzki
The workshop highlighted the variety of approaches that all partners use on
a daily basis with their different targets. This is for us the most important
finding of the Lanzarote workshop. The MEDART project gave all partners
the opportunity to reflect on own methodologies and compare them with
others. We mainly work with migrants. So we met different ways of working
with different target groups. The training was also very challenging from an
emotional and personal point of view.
The workshop stressed the difficulty of working with vulnerable groups on
a personal level, the difficulty to detach oneself from the emotions you live
when working with these particular target groups. It is important to balance
own emotions and control ourselves while helping other people if we want
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to be good practitioners and professionals. The several methods showcased
in Lanzarote workshop will help our work with migrants as various exercises
can be applied to this specific target groups.
Dario Ferrante, CSC
We discovered what kind of effects the projection of our emotions has both
on the actor and on other people. What it means to show a mirror to others.
How important it is to touch and to be touched: how our fingers remember
our partner’s face, how we, as sculptors, can and want to make the beautiful
even more beautiful. How important rituals are – no matter how simple
they might seem. We also enjoyed how the ritually shared coffee built our
community stronger and stronger each day. We returned over and over again
to the question: “who am I, how do I see myself, how does my environment
see me?” We had the opportunity to draw a card without hesitation, saying:
look, that’s me. Never alone.
Then we listened to stories with our eyes closed, we enjoyed its silky sound,
sometimes its wild race, and we meditated on its truth. We experienced the
difference between being part of a circle or excluded from it. It was a great
challenge to open up to other people, even if I knew them well. What is a
team? What is a group? Where am I in it? With my treasures am I able to
achieve what my group expects from me? The regular meetings have an
outstandingly strong effect on people in need.
Sándor Füsti-Molnár, AHA
For us, island people, it is big gift to have so many opportunities to share,
learn, host and exchange. MEDART Project we find very enriching and
empowering for our society and community.
What was the main impact of this project on our life? MEDART Project is
about giving names to our work, about making visible and more effective our
actions, about reconfirming rightness and sense of our work direction. Yes,
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it was extremely important to have two years of MEDART Project, we got a
chance to stop and to observe our work, to consult it with other professionals
in the field of art and social work. MEDART Project gave us a clear picture of
common power we created with all partners, thanks to the professionalism,
devotion and common will of all of us.
MEDART Project brought us confirmation that however different backgrounds
or work conditions we have, we are strong and connected in our common
aim- to do our jobs the best way and always, when is possible- TO SHARE.
Magdaléna Komárová, Acunagua Association
I believe that the added value of the manual is mainly in a diversity of
methods. At only few places we can find similarities. Everyone who is
interested in this kind of work will be able to find something useful. From
classical drama performances to movement improvisation. Using rhythm,
storytelling, instruments and working with objects or puppets are opening
again another dimension. The methods described also give opportunity
to write the script, and if necessary, resolve conflicts within the group or
individual. The common denominator of all the methods are experiment and
exploration that all those involved (some more vulnerable than others) can
bring useful and valuable new experiences.
Domen Rakovec, Društvo ProSoc
All the statements quoted above clearly show that exchange of ideas and
experiences among adult educators is truly needed and has a strong effect on the
quality of their everyday work. This handbook is simply one more way of sharing
working methods with a view to support disadvantaged adult learners through
theatre and related arts.
The MEDART partners
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