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INTRODUCTION
The E+ Manual is an open licence tool for all those wanting to use educational theatre in their
work, particularly when working with people with disability and addressing subjects such as
raising the inclusion of people with disability and raising their employability skills.
The manual came to life from the collaborative work done from 2015 until 2017 by seven partners
who shared their work and knowledge of the educational theatre during the Erasmus+ funded
KA2 Strategic partnership titled “Educational theatre as the place of raising inclusion and
employability of people with disability” or “Educathe+”, for short.
The design of the manual is focused on bringing a holistic overview of the practices, models and
experiences that were used and/or developed during our partnership. This way, readers can
evaluate the usefulness of practices in this Manual, select those they see compatible with their
work and then have the basic theoretical background and examples of practices that are ready to
be used in reader’s educational process and his or hers own environment.
It is not a Manual of answers but rather of exciting ideas, methods, models of work and concrete
practices and exercises that aim to inspire the reader. Regardless if you are working with people
with disability (PWD), with some minority group, general public or children, we hope you will find
something that will help you in your work or help you create ideas that will improve your
educational work.
We hope we have succeeded in our effort and that this Manual will be useful to all those working
with people with disability.
Feel free to use the materials in your work and contact us at educathe.plus@gmail.com, follow us
on Educathe+ Facebook page or get to know us better on our E+ Sharing platform.

ABOUT EDUCATHE+ PARTNERSHIP
EDUCAtional THEatre as the place of raising inclusion and employability of People with Disability
(“EDUCATHE+” or “E+”) is a partnership of eight partners from six EU member states and one
partner country who strive to enhance employment of people with disability (PWD) through use
of educational theatre. This method enables partners to:
o empower people with disability by developing their Key Competences,
o share old and develop new methods
o enhance visibility of abilities of people with disability (who are usually left on
margins of the labour market due to prejudice and social stigma)
The partnership was initiated by Association for prevention of stigmatization and education
through theatre – UPSET - from Zagreb, Croatia and joined by seven organizations from six
countries of Europe: Akdeniz University (Antalya, Turkey), Gemeenschapcentrum De Zeyp – DE
ZEYP (Brussels, Belgium), Integrācijas inkubators – I+I (Ventspils, Latvia), Teatar Tsvete (Sofia,
Bulgaria), O.C.E.A.N. Organization of culture, education and advice in networks NGO (Athens,
Greece), A.R.A.T.O.S. Politistiko Somateio Proothisis Theatrikis kai Kinimatografikis Texnis Aratos
o Soleus (Thessaloniki, Greece) and Associazione Diversamente – ADM (Syracuse, Italy).
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UPSET
Zagreb, Croatia
Website: http://upset.hr
E-mail: upset.theatre@gmail.com

ARATOS
Thessaloniki, Greece
Website:www.theatroaratos.com
E-mail: theatroaratos@gmail.com

GC DE ZEYP
Brussels, Belgium
Website :
www.dezeyp.be
E-mail:
ivo.peeters@dezeyp.be

AKDENIZ UNIVERSITY
Antalya, Turkey
Website :
http://www.akdeniz.edu.tr
E-mail :
erasmus@akdeniz.edu.tr

O.C.E.A.N.
Athens, Greece
Website: http://www.oceanorg.gr
E-mail: info@oceanorg.gr

Associazione Diversamente
Syracuse, Italy
Website:
diversamentesiracusa.org
E-mail:
info@diversamentesiracusa.org

TEATAR TSVETE
Sofia, Bulgaria
Website:
www.theatretsvete.eu
E-mail:
theatre_tsvete@abv.bg

Integrācijas inkubators
Ventspils, Latvia
Website:
http://iincubator.weebly.com
E-mail: integration@inbox.lv

Educathe+ 2015-2017
The partners were aware that, on the one hand, disability is a social issue that has been addressed
significantly by the EU in the recent years but, on the other hand, that social stigma and prejudice
is still present among the employers and the general public thinking that being disabled means
being unable to work.
As organizations with years of experience in working with and for disabled people, partners found
that prejudice persists because of lack of interaction between the disabled and the "nondisabled" (employers). During our prior work and research, partners found that a goal-oriented
interaction between the "non-disabled" and people with disability results in higher levels of
mutual understanding and cooperation – which, in favourable circumstances, can lead to raising
the employment and lowering of prejudice and subsequent discrimination.
The basic grounds for this partnership was laid out in 2008 when organizers and participants of
the "Educational theatre as the place for overcoming discrimination of PWD – EDUCATHE”
Grundtvig workshop found that a new and innovative educational drama-action model has a
profound educational and life altering impacts on "non-disabled", disabled and educators alike.
What made drama-action model useful in terms of this partnership is that it is an open model that
welcomes new input and is in constant development - which partners found especially important
since they wanted to address the needs of different local communities in the EU and partner
countries. As such, the partnership is developed in order to share methods and enrich them
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through shared experience – with focus on raising inclusion and employability skills of all those
involved.
During the partnership, partners agreed to organize eight learning activities (educational theatre
workshops) that end with public performances, in accordance with the underlying drama-action
model of using theatre for education, civil activism and research. Each workshop ends with a
performance so that the workshop venue becomes a place of sending positive messages about
inclusion and employability and a meeting point where people with disability and the general
public can interact, share and debate.
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TIMELINE OF EDUCATHE+ PARTNERSHIP

Learning activities combined with performances aim to involve educators who are disabled and
"non-disabled" and indirectly the general public, media and legislators (through our
performances) - therefore addressing all "stakeholders" of the low employability of PWD issue.
Built on a proven model that allows all partners to incorporate their own modes of educational
theatre work, this partnership consists of 8 international educational workshops with 112
mobilities by both “disabled” and “non-disabled” participants the partners use the partnership to:
o
o
o
o

develop Key Competences necessary for employment (also known as "soft-skills")
share and innovate their practices
develop eight theatre public-dissemination performances
raise public awareness of economic discrimination of disabled people

Each workshop and each performance is a unique space of sharing practices, empowering
educators and people with disability. Each workshop ads in its own way to developing
participants’ key competences for lifelong learning and raising their employability skills.
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THE BASICS OF DRAMA-ACTION MODEL
Throughout the duration of the partnership, a single basic model is used – the drama-action
model. It was developed by sociologist Ivan Hromatko for his dissertation “Theatre as the place
for action research on stigmatization”. Hromatko wanted to develop a research tool that can
accommodate all elements necessary for a public sociology approach which, as its main advocate
would say, needs to valorise “civil society” above state and market” (Burawoy, 2005: 155). To
achieve this, it was necessary to design spaces suitable for applied research, reflexive non-formal
education and civic activism.
The answer was found in drama-action, a flexible model (or framework) that allows multifaceted
approach to a difficult subject or, put in the context of Educathe+ partnership, allows Educathe+
partners to show that using theatre and drama (and performative arts in general) in non-formal
education for adults has the potential to create positive impacts on individual, social and cultural
level. On the individual level, the use of theatre in non-formal education improves the lives of
people with disabilities (PWD) by educating them about the Key Competences which, in turn,
raises their employability and empowers them. This opens up an opportunity to make an impact
on the social level but, for it to happen, empowered PWD need a public platform where they can
show their abilities and challenge the social stigma among the general public and employers who
perceive people with disability as being unable to work. This is why all drama-action model
educational activities end with visibility and dissemination activities – public performances. Those
performances could make an impact on the cultural level as they are often a new form of cultural
expression made by collaboration of people with disability and “non-disabled” who send positive
messages of inclusion, empathy and solidarity. In the grand perspective, those small steps can
lead to a greater cultural impact that will make social stigmatization of people with disability a
thing of the past.
Years of research showed that even though drama-action model was primarily designed as a
research tool, it can be also used in education and in civil activism activities. In the context of this
partnership (and non-formal education) drama-action model is ideal since it is flexible framework
that can accommodate any other educational process and it is suitable for working with
marginalized groups and taboo topics.
Theoretical background of drama-action model is built like a funnel that leads from abstract
generalisations about how social knowledge is made to the specific practical level.
The very real necessity and ability of human beings to influence the body of social knowledge and
change its elements that produce negative outputs (social stigmas) is defined by Berger and
Luckmann’s social constructivism. Their theory of social construction shows that - even though
most of us tend to forget - social knowledge, social reality and our dominant world view are
manmade and changeable when a new action/knowledge is introduced into the permanent
dialectic process of externalisation-objectivation-internalization (Berger & Luckman, 1992).
How to create new knowledge when those involved have already been socialized, i.e. already have
internalized social stigmas and have learned to avoid and stigmatize the Other, has been shown
by Erving Goffman. Alongside providing the definition of stigma and defining its types depending
on the immanence of stigma (discredited and discrete) and depending on the attribute (physical,
character or tribal stigma) perceived to be spoiling the “normal” identity of an individual
(Goffman, 1990), Goffman has shown that the only way to change how Us perceives Them and
avoid leaning on stereotypes is intense, non-routine interaction with the Other. Coming back to
social constructivism, this would mean that in order to create new knowledge that is free from
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already taught recipes that indorse stigma and dehumanise Others, an alternative worldview has
to be provided. This worldview is given by the dramaturgical perspective that puts us all on social
stage and effectivelly allows Us to perceive Them on equal ground – as actors trying to maintain
our appearances in everyday social interactions (Goffman, 1956). By doing so, it creates an
alternative reality of actors and stages in theatry of society which is compatible with Victor
Turner’s view of the basic learning and socialization process - the rite of passage. Turner’s version
of rite of passage is taken out of rituals and ceremonies and put into leisure setting of symbolic
theatre where values of freedom from roles, critical (reflexive) thinking and intense interaction
dominate (Turner, 1982). Theatre becomes a world in which learning about Self and the Other
occurs by passing through the three stages of rite of passage: separation stage, liminoid or
transformation stage, and reincorporation stage. By actively learning the techniques of
educational theatre, movement, acting or drama and by changing and exploring roles, Us and
Them can better understand the motivations of the other side and develop empathy. However,
the process of learning is open and free which can result in chaos and fear. To avoid this and to
unite those Us and Them in a goal-oriented quest for new knowledge presented in new and
positive actions that overcome prior negative actions/knowledge, the process of action research
is introduced into the most vulnerable (but also the most exciting!) transformation stage of rite
of passage. Using Lewin’s process of reflection, planning, action, observation and reflection
(Lewin, 1946), action research makes Us and Them focused and reflexive in our search for a
sustainable and agreeable answer to the given problem (in this case inclusion and employability
of people with disability).
Drama-action model is a necessary meeting point for Us and Them. Us and Them can be defined as
two groups that find themselves in some sort of social drama – be it for reasons they brought on
by themselves or through socialization that has thought both groups to stigmatize the other side.
In Goffman terms, the importance of this mixed and intense interaction is to bring both sides
together so they learn (through intense and non-routine positive experience) empathy and
solidarity. Goffman referred to such people as being wise since they have developed empathy and
understanding for the plight of stigmatized people due to immediate and personal interaction
that broke the social stereotypes and presented them with the humanity of otherwise
dehumanized and stigmatized people (Goffman, 1990). Drama-action model is designed in a way
that it educates everyone involved in the process and therefore must be a place of equality,
democratic decision-making and critical (reflexive) thinking.
It should be noted that drama-action gives
creative priority to the participants – they are
the ones who create the final performance.
This does not mean that workshop facilitators
are to sit back and watch it unfold. They need
to create the atmosphere and provide the tools
that participants will use in exploring the
subject
and
developing
their
public
performance. In a sense, they are responsible
for creating the alternative world in which both
sided can come together without prejudice to
work, explore, debate and create together.
They should not lead but rather follow, as a parent would follow a child, and help or guide the
participants when necessary or asked for. For this, facilitators (educators) must be informed
about the subject that is going to be explored and they have to have the educational and artistic
knowledge they can transfer to the participants. Preparation should be done from secondary
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resources (e.g. literature) but it has to be combined with experimentation (e.g. trying out
exercises on their own or planning by implementing action research) and inclusion of the
experience of the participants (with pre- and post- workshop surveys).
In order to achieve the highest level of non-routine interaction between Us and Them and to
enable the educational and civil activism elements of the model to come to life and influence
beyond the limitations of the educational (workshop) setting, We are invited to create a theatre
performance and send a message to the immanent and remote audiences (by technology). The
performances are given to a live audience, which enhances the newly developed group identity
of We who have shared the amazing experience of performing in front of an audience. Following
the performance, a discussion with the audience is held in order to address the subject in more
depth, share experiences and find new insights. That intense experience enhances key
competences (or employability skills) which has an empowering effect and creates solidarity
beyond the barriers that divide us in everyday life. It is advisable to record the final performance
so it can be used for research, remote education or dissemination of results.

GENERAL PROCESS OF THE DRAMA-ACTION WORKSHOP
Since drama-action emphasizes the experience and creative ability of the participants, the best
way to prepare for a drama-action workshop is to have the preliminary survey and post-activity
survey. This can be done in situ (at the workshop) or via internet (before the arrival and after
departure of participants). That way workshop facilitators can: a) tailor suite their workshop to
the needs of a specific group of participants, b) receive feedback and use it to improve future
workshops. It is also very important in drama-action model to write a diary. It is later used by
educators to document and share practices and exercises with educators outside of the
partnership.
Drama-action workshops follow Turner’s rite of passage learning process with addition of Lewin’s
action research. It consists of three stages: separation stage, liminoid (or transformation) stage
and reincorporation stage (Turner, 1982). Lewin’s action research consists of reflection, planning,
action, observation and reflection again (Lewin, 1946) and it is added to the liminoid stage of rite
of passage in order to focus the particiapnts and make the process goal-oriented.
Participants enter the new, alternative world by symbolically separating themselves from their
roles in everyday life. From routine, they enter into a non-routine and new world that is dominated
by values of theatre. Those are freedom from roles, reflexive (critical) thinking and intense
interaction (Turner, 1982). As a predominatly „free“ world, norms in that world are set by its
inhabitants. In other words, participants themselves set the norms. To help participant’s
symbolical separation and entering into the alternative world, workshop facilitators should
prepare the grounds for such separation by choosing the symbol of separation. This can be done
in several ways: through vision (drawing the limits of alternative world on the floor), interaction
(using exercises that make participants interact in non-routine, theatrical ways) or introspection
(by using exercises for relaxation, meditation, intense physical activities, such as warm up).
However one does it, it is best to involve the perspective of the participants which can be done if
they are given an introduction survey with questions about their motivations, prior
knowledge/experience and expectations. In this stage, participants should also be informed
about the subject that they are exploring, the basic questions, values and norms.
Once the participants have entered the alternative world, they enter the liminoid or
transformation stage. Even though all stages are important for learning to happen, liminoid stage
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is perhaps the most important due to its vulnerability. Namely, it is a space in which the highest
level of freedom possible should be achieved. Meaning, the participants should be aware of their
freedom and they should actively act upon it by exploring the workshop subject, workshop space,
objects that fill it, other participants and themselves. This is liberating on the one hand, but on
the other it can incite fear of the unknown and make participants lose focus. To prevent this,
action research is added. It’s goal-oriented and action prone approach is exactly what is necessary
to keep this stage free but productive. Also, action research is very inclusive which allows the
participants to keep their main role in creating the final performance – which is of highest
importance in drama-action. Once there, participants are first given a set of tools that they are
invited to use in exploring the subject and preparing the performance. Those tools originate from
drama practitioners and performative arts that can be found in classics such as Augusto Boal’s
“Games for Actors and Non-Actors”. No particular school of drama practitioners is followed, but
rather we use those tools that are compatible with the goals and the subject of the workshop. If
possible, participants should receive all classical tools for acting: body expressions, imagination,
voice, personalizing, improvisation, external stimuli and script analysis. This way, they will be able
to explore the subject in a more creative way than simply talking about it and also they are
preparing themselves for their appearance on stage. The difference is that the “script” should be
the subject being explored (basic information about the subject, written materials, their answers
to questions from the introduction questionnaire etc.).
Additionally, participants should explore the “script” by going through the action research steps.
First reflect on the status of the issue being explored, then make a plan, act on it, observe and
then reflect again. Two main questions lead them in this process: “What negative actions define
our problem?” and “What positive actions overcome our problem that we want to present to the
public?” In other words, they are invited to define the present status of the issue and then not
only imagine but act the solution that comes from mutual trial and error search for positive
actions.
Finally, participants enter the reincorporation stage that symbolically brings them back to the
everyday life and their roles, but now being enriched for the experience. To do so, participants
need to share, debate and discuss what was good and what needs to be improved (with focus on
the subject and the positive action they want to present to the audience).
This process is done every day of the workshop and its duration depends on the stage the
workshop is in. If we have just started, the separation stage should be dominant (to create good
atmosphere of trust and group belonging) and other two stages subservient to it. For the most
of the workshop the liminoid stage of exploration should be dominant. As we approach the final
performance the reincorporation stage should be dominant – with less exploration and more
discussion in finalising the message and the elements of the performance. Drama-action model
should follow these stages as much as possible as every stage has a distinct purpose. Therefore it
is important to create an inclusive space and give time to the participants for separation (by
creating group cohesion through group games, tangible interaction, physically intensive activities
and/or creating a space of peace and clarity through meditation or relaxation exercises),
transformation (free exploration of all means of performative expression) and re-incorporation
(defining positive actions and summarising the findings about the subject or work done that day).
Even so, drama-action can be used in many different settings and in many different ways. One of
the ways it was used during Educathe+ partnership is presented in the next chapter.
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PRACTICAL MANUAL FOR BUILDING YOUR OWN
DRAMA-ACTION WORKSHOP: C1 INVISIBLE ABILITY
This manual is the first of nine manuals that will share the experiences and practices from all
Educathe+ partnership workshops and performances. The goal is to inspire PWD and educators
to use educational theatre in their work and help them create their own drama-action workshops.
The first Educathe+ partnership educational drama-action workshop “Invisible Ability” was held
in Zagreb (Croatia) from 16th until 21st of November 2015. The workshop was organized by the
coordinating partner UPSET and it was concluded with a public performance on 21th November
2015. As such, the performance became a part of European Theatre Night – a European wide
programme that promotes theatre. That night, 37 000 people visited 125 plays in 42 cities of
Croatia. Being a part of that programme must have raised the visibility of Educathe+ performance.
However, only 60 audience members were present at the performance (out of 230 available
seats), which shows the necessity of these kinds of performances – since the public (at least in
Croatia) is still a long way away from being aware of and interested in problems that people with
disability face in everyday life and in the labour market.
During six days of workshop, 23 participants from seven European countries explored the subject
of employability and inclusion of people with disability. The workshop was prepared in accordance
with the drama-action model which utilises educational advantages of social sciences, research
and performative arts. It is a mixture which can be useful for achieving parallel scientific,
(non)formal educational, cultural, artistic and civic activism goals.
Drama-action model is not static but rather process driven and it is highly adaptable. It can be
seen as a blank canvas that has to be filled with colourful and educational activities. For this
reason, drama-action always tries to include educators and other compatible professionals who
bring their own knowledge and experiences and help reshape each drama-action workshop. The
most fruitful combination is that of a performer and educators or social scientists. For this
workshop, drama-action welcomed the influence of Nataša Jurišić (dance choreographer and
pedagogic) who contributed with performative elements that were embedded in the general
drama-action model of educational theatre. Of course, each group of participants has different
needs and it is vital to develop a specialized programme rooted in drama-action model but also
adjusted to the needs of the group and of the topic that is being taught and examined. Next
section describes of one way of achieving that.
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SETTING UP THE ALTERNATIVE WORLD
First we need to set up the alternative world. This can be done in a number of ways but what is
always useful and present – is the floor. Regardless of the venue in which you are working at,
there will be a floor (or some kind of ground). Remember, drama-action is a symbolic theatre and
can be implemented anywhere, not just in theatre halls (classrooms, public spaces, nature settings
etc.). The floor can be used to depict the structure of the alternative worldview. It has to reflect
two things: the drama-action basic model and specifics of the topic that is being taught or
explored. As such, it firstly serves as a visual representation of values and norms in our alternative
“reality” to which participants enter through symbolic separation from the everyday life (first
stage of rite of passage). Secondly, it serves as a reminder about the topic that is being explored.
For the purposes of our workshop, we built a
world that uses Turner’s rite of passage learning
framework and makes topics of learning key
employability skills and raising inclusion central.
The model consists of an outer line, an inner
triangle and an arrow focused toward the action.
The outer line symbolises the special nature of
the drama-action workshop in which the
participants were entering. More specifically, it
is a symbol of the stage in the initiation ritual
which Victor Turner called “the separation
stage” (Turner, 1982). Therefore, the outer
border symbolises the separation stage (S) and
conveys to the participants an idea that they are
entering a world which is different from the
everyday, routine world. It is an alternative
world of symbolic theatre in which values of
freedom from everyday roles is dominant. Also,
it is a world in which intensive interaction is
sought 1 and reflexive (and critique) mind
welcomed.
Once they are inside of this world, the
participants have entered the liminoid stage (L)
that was first described by Victor Turner as a
stage that mimics the liminal stage found in
tribal communities but has a significant
difference – it does not entail serious
consequences (Turner, 1982). How can a serious
subject such as the employability of people with disability and their inclusion be explored in a nonserious manner, you might ask? However, Turner has found that learning does not arise from strict
settings and rules but rather from playfulness (Turner, 1982).

The term „interaction“, as it is used in this description, has the widest possible meaning. It includes the interaction between the actor and audience
and also between the actor and his fellow actor or actress. However, it also includes our inner interaction (or voice) in which an individual reasons
(talks) with him or herself and feels his/hers surroundings.
1
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Put in context of the “Invisible Ability” workshop, the participants were invited to play, to explore
and to learn about the subject of raising employability and inclusion of people with disability and
the other two significant roles that make up the basic triangle of roles and their relations. As the
image shows, the triangle was set in the centre of the model to symbolise the basic relations
which the participants and workshop leaders were invited to explore and learn from this
experience: the relation between the people with disability (PWD), the employers (E) and the
government or its laws and regulations – here symbolised as “bureaucracy” (B). Within this
triangle all problems related to employment and inclusion of people with disability lie. More
importantly, the potential solutions should also be sought within the same triangle.

DRAMA-ACTION MODEL ON STAGE

With this set, the participants could join the process of rite of passage or, the initiation process
that is the basic learning process which finds new and objective knowledge through trial and
error.

LEARNING & EXPLORATION INICIATION PROCESS OF DRAMA-ACTION
As previously described, learning and exploration in drama-action model workshops follows
Turner’s rite of passage or initiation process which Turner sees as the basic human learning
process (Turner, 1982). It is a process that symbolically separates us from our everyday life and
roles (removes us from our comfort zone); gives us freedom to explore and learn about us and
others around us and, finally, symbolically re-incorporates us as newly educated individuals.
Before they enter the process, the participants should be informed about the subject and the
basic questions they will explore. Ideally speaking those questions are:



What negative action(s) define our problem at present?
What positive action(s) can overcome the problem?

Additional questions should be raised, depending on the subject and the participants’ group
structure. For example, we were focused on defining negative actions that perpetuate prejudice
that disability means inability and then we focused on finding positive actions that overcome that
prejudice and show the ability of people with disability. Participants should learn that their
alternative world follows values opposite to those in everyday life: 1) freedom from everyday life
roles, 2) critical (reflexive) thinking and 3) intense mixed interaction between PWD and others.
Additional basic values can be set, but they must be compatible with the basic values (e.g.
equality, democratic decision making etc.). It is advisable to set the basic set of norms. Norms can
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be various, but we find that they work best if defined by those involved - meaning that the basic
norm should be: norms in our (theatre) world are set by all those present.
The separation process begins with getting to know each other and building group cohesion and
trust (which is especially important when working in international setting). This can be done in
numerous ways, but in our experience (and within the context of drama-action model) Augusto
Boal’s “ice-breakers” (games and exercises) are the ones to which the participants respond the
best during the separation stage, especially if accompanied with relaxation and meditation
exercises (e.g. mindfulness movement) or imagination building exercises (e.g. Stanislawsky’s “the
magic If).
Participants can be helped in their creative exploration of the subject and with separating from
everyday lives/roles by defining the symbol of separation, giving them challenging tasks (e.g.
building masks, challenging their means of expression) or
EXAMPLE OF A SYMBOL OF
by creating/drawing the alternative world at the
SEPARATION
workshop venue. Of course, facilitators can use various
Building Masks
other exercises, but separation stage should always be
focused on developing (new) space of group cohesion,
By using plaster bands or newspaper
intense interaction and introspection that lay the grounds
dipped into water, we let one
participant create a mask for another
for an atmosphere of trust and free exploration.
participant. It can be full-face mask or
smaller. They can be coloured
afterwards.

Liminoid or transformation stage begins once the
participants have finished their task or facilitators
conclude they have entered the alternative world. Being
This is an intimate task that breaks
as free as possible, this stage must be focused on dramaeveryday life barriers in interaction and
it is a good start for developing group
action exploration of the given subject. While exploring
cohesion.
the subject, participants should receive knowledge of the
basic performative expression elements and experience
being exposed to the audience. In other words, they should explore by actively trying out new
solutions/actions and observing them rather than endlessly intellectualising about what should
be and not presenting what could be done. In order to minimise verbal intellectualisation,
participants should be given a number of tasks that limit their main means of expression (verbal)
and bring them out of their comfort zone (their usual roles) to free their expression by other
means (body, movement, gesture, facial expressions, stage presence etc.) and enhance their
understanding of the complexity of the subject (by exchanging roles etc.).
This is why facilitators need to be aware that even though it is best to keep the process as free as
possible, some intervention is still necessary. Drama-action model is an open framework and any
drama practitioners (or other) exercises can be used – in accordance with the needs of the group
and the subject - but one thing should be present all the time in liminoid stage: the drama-action
research. In their exploration, participants should use the action research steps: reflexion,
planning, action, observation and reflexion. Participants should start with reflexion (what are the
negative actions that define our problem at present?) and continue with planning (what positive
action(s) can overcome the problem?). They can be divided in groups or even given individual
tasks. Instead of endless discussions, participants should take action they think will bring positive
changes. At the same time they should observe the immediate impact of those actions (are they
negative or positive) and reflect again about the more general implications of the proposed
positive action (does it really help overcome the problem?). Of course, they should also plan how
to make those actions performative and clear, so that the audience understands the message of
their performance.
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Ideally, participants should undergo every of the stages each day of the workshop. This builds
routine in the alternative world of symbolic theatre and makes it a more known and relaxed place
for participants. As the workshop develops, the emphasis (time, focus) should be given to a
certain stage that still needs work. For example, in the beginning the focus should be on
separation stage (in order to create group cohesion and separate the participants from everyday
life roles as much as possible). Liminoid and reincorporation stages should be less important at
this stage. After the separation has been initiated
Drama-action model follows the rite of
and group cohesion has been developed, the focus
passage process with three stages that
should shift to liminoid or transformation stage. This
should be filled with exercises that serve a
stage is crucial as it is most vulnerable and it is the
complementary purpose:
stage of emphatic and experiential learning.
 Separation:
Separation stage should still be present (e.g.
o building the alternative
introduction ice-breakers, relaxation/meditation or
world, developing group
warm up) but it should not occupy as much time. The
cohesion
 Liminoid or transformation:
same goes for reincorporation stage – participants
o Exploring
the
subject
should discuss their actions at the end of each
through performative arts
workshop, but the talk should be timed and it should
and action research
not occupy the whole workshop. Once the
 Reincorporation:
participants have learned the necessary knowledge
o Discussing and developing
sustainable positive actions
and techniques and they have explored the given
and preparing the final
subject, the focus should be turned to
performance
reincorporation stage. In the context of drama-action
model this means that focus should be put on
defining the elements of the performance. Participants and facilitators should more or less stop
exploring the possibilities and focus on defining the elements (positive actions) that will send a
message to the audience and be true to the attitudes of participants. If time allows, high
performative and artistic goals should be added but not stressed since most probably the
participants are not professional actors and workshops are often relatively short. On the other
hand, a focus on sending a message, creating a positive atmosphere and achieving positive
learning outcomes for the participants (and audience) should always be included in drama-action
model planning. The separation stage should remain present as participants will always need
relaxation exercises and stress management exercises, especially as the day of the performance
draws nearer.
After the transformation stage has finished, the facilitators will call the group into the
reincorporation process where summing up and discussions take place in order to allow
participants to express themselves in their own, best way and to filter out positive actions that all
participants agree should be presented in a final performance as a message of inclusion. In other
words, the participants are invited in to debate and share in a “focus group”. This is the time to
discuss and to reflect on the exercises and tasks and decide in which direction we all want to go
further.
This ensures that everyone gets to contribute to the final performance and makes it a product
that was created by participants and facilities alike – making it an inclusive process and inclusive
space which is necessary for sending an inclusive message to the audience. During drama-action
workshop, everyone should be equal and aware that we all are, at the same time, learning and
educating.
Every drama-action workshop ends with a public performance which is used to, among others,
empower participants and create group cohesion that overcomes group limits in everyday life
(e.g. people with disability working as equals with others), expand the educational impact from
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the workshop to the audience, involve the general public and the media, raise visibility and
disseminate results. Performances should end with discussions with the audience so that both
sides get a chance to further explore the subject of the workshop. By going through drama-action,
performing and debating in an international setting, participants actively raise their employability
skills and key competences: communication in their mother tongue, communication in foreign
(English) language, learning to learn, social and civic competences, sense of initiative and
entrepreneurship and cultural awareness and expression.
For that, we need freedom built on structure. It is a common misconception that activities that
are, similarly to drama-action model, flexible and open to be filled with different subjects,
activities or participants/target groups, built on total and abstract freedom. In order to be flexible
and for the participants to feel free the workshop must have a clear structure (separationliminoid/action research-reincorporation), roles (triangle) and goals (performance on a given
subject)
To that end, educators must be focused throughout the process – in order to recognize that which
is happening during the workshop (educationally, creatively) as an element for the performance.
The same should be done by the participants as well. Even more so, the workshop educators must
have a step-by-step plan and be prepared to change their plans within the general drama-action
and give guidance when necessary. This can be difficult, as one can imagine. When people find
themselves in new situations and new surroundings sometimes fear rises but, with time, comes
creation and alternative solutions. Therefore, drama-action model needs structure that comes
not from a strict set of rules but rather from the inclusive process and experienced facilitators
who can provide structure and allow freedom. There are several ways facilitators can plan their
activities but perhaps it is advisable to use the general pedagogic framework of exercise
description, goals and expected results because this framework gives overview and is also useful
in other educational settings (e.g. formal education). The next section describes the exercises
used during the “Invisible Ability” workshop as an example of one possible way of preparing
drama-action workshop.
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EXAMPLES OF EXERCISES USED DURING THE “INVISIBLE ABILITY
WORKSHOP” HELD IN ZAGREB, CROATIA (16 – 21 NOV 2015)
The following is an overview of exercises that were used during the educational drama-action
theatre workshop. This is just a fraction of exercises used by workshop facilitators and
participants to design a final performance. Therefore it is imperative to note that these exercises
are just one variation of the exercises which can be used for learning or inciting creativity, curiosity
or empowerment among the participants. There are countless other exercises that can be used
in drama-action and educators should always strive for self-development and learning new
techniques and exercises. Not only that, these exercises can be used in stages not as assigned in
our example. They can be useful in achieving many different educational goals and it is up to the
workshop facilitator and readers to recognize those they find useful for working with their target
group. Finally, educators should feel free to invent or rearrange the exercises any way necessary
- while keeping in mind: 1) the separation-liminoid-reincorporation stages of drama-action and 2)
that any change is welcome if you can answer to the self-asked question “why am I using this
element/exercise/technique?”
Being able and willing to invent new exercises just goes to show that the educator is involved and
professional. It also shows that the workshop process will be tailor made to the needs of the
target group and the topic they are exploring in the workshop. We hope these exercises will
inspire you to use them to raise inclusion and employability of people with disability and/or create
many other exercises for other educational purposes.
Since reincorporation stage is basically a modified focus group with a set of topics/questions that
need to be discussed (what was good, what needs to be improved, which action had a negative
and which action has a positive impact, what are the elements that we want to show to the
audience) and it includes a section of discussing the technical issues (e.g. agreeing on the use of
lights, sound, costumes, scenery etc.), we will focus on presenting few examples of exercises
useful during separation and liminoid (transformation) stages.
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EVALUATION
Drama-action model workshop is best implemented if the needs of the participants and their perspective
are given utmost priority while exploring the given subject. For this, it is best to design drama-action
education more in a form of workshops and less (or not at all) of lectures. As such, workshops and other
educational activities that follow drama-action model should be rooted in research conducted before and
after the workshop: introduction and post-workshop evaluation. Both surveys should be inclusive and
include perspectives of all those involved (organizers, workshop facilitators, host and guest participants
etc.).
The first workshop of Educathe+ partnership was prepared in accordance with the findings of the
preliminary research (Introduction Survey) that defines the sociodemographic structure and profile of the
participants, their special needs (e.g. dietary needs of disability issues) as well as their expectations,
experiences and knowledge that they bring into the workshop (especially those related to subjects of
disability, inclusion, employment and employability skills).
The impact of the first workshop and performance was assessed on the basis of the Post-workshop Survey
that included evaluation by participants of all aspects of the workshop (organization, learning, experience).
Participants were asked to either grade specific aspects of the process (5 = highest grade) or to state their
agreement/disagreement with a specific statement (1 = disagree completely; 5 = agree completely) Special
part of this survey included Creative Evaluation (CE) that allowed participants to creatively depict their
experience, most important situations, lessons learned etc. Findings from both survey are presented
below not only to show the impact of Educathe+ drama-action workshop in more detail but also to serve
as a planning tool for all those who are interested in developing this kind of activity. Drama-action model
is flexible and always changing so these findings could help others to organize their own, specific workshop
– but keep in mind that the perspective of your particular group of participants is always the most
important in designing your own drama-action educational activity.

INTRODUCTION SURVEY (PREPARATION)
GENDER

10 Male
19 Female

LEVEL OF EDUCATION

14 Master degree

S
O
C
I
O
D
E
M
O
G
R
A
P
H
I
C
S

COUNTRY

8 Croatia (host)
6 Greece (2 partners)
4 Italy
3 Beligum
3 Turkey
3 Latvia
2 Bulgaria

PARTICIPANTS WITH DISABILITY

25 “non-disabled”
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9 Baccalaureate (Bachelor's degree)
3 High school
1 PhD

4 PWD

Beside their basic sociodemographic differentiation, the introduction survey was used to help prepare
the workshop so it is tailor suited to the needs of this particular group of participants. Participants’ were
asked to share their expectations, prior knowledge of the subject and possible solutions for the problem.
Finally, they were asked to define their individual contributions to the workshop and/or performance.

EXPECTATIONS FROM THE WORKSHOP
Since the workshop is designed in an innovative drama-action model, participants primarily expect to
learn and share in an intercultural setting and mixed (PWD & “non-disabled”) environment.

MAIN OBSTACLES FOR PWD IN LABOUR MARKET
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Coming from their professional and personal experience, participants state that prejudice is the main
external obstacle for PWD in the labour market, which is reflected in policy detached from reality that
is not really being implemented. Main internal problems are low education levels 2 and low self-esteem
due to social benefits and charity systems that do not invite PWD to join the labour market.

SOLUTIONS TO EXISTING ISSUES
Even though participants come from countries with different cultural, social and economy background,
they are united in proposing solutions that include education for all (PWD, employers, and general
population). They also see advantages in both passive measures (tax benefits) and active measures
(changes in policy). PWD on labour market is certainly a complex issue to which some of the participants
don’t know the answer to.

2

Lower educational level is present even among the participants group – 3 participants with high school are 2 PWD and 1 young
person who is still studying.
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CONTRIBUTIONS TO THE WORKSHOP AND PERFORMANCE
In drama-action model, contribution of participants is crucial. Everyone has something related to the
given subject they can share with others and make use in drama-action performance. It is clear that most
participants already have experience that they can share – from having experienced discrimination as a
PWD; across working with PWD and using theatre as an educational tool; to performative skills. There
are also younger participants and PWD who will improve their educational skills for working with PWD.
All in all, they were a good mixture of educators with years of experience and those who will learn to
use theatre in their work.

POST-ACTIVITY SURVEY (EVALUATION)
After the workshop and performance the participants were invited to evaluate the whole process. Since
transnational project meeting was taking place at the same venue, project managers where invited to
evaluate that meeting as well.

TPM EVALUATION
On average, the project managers gave high grades for organization of the transnational project management
meeting (5 being the highest grade).

TPM
AVERAGE GRADE
Acceptance of project managers who are also persons with
disability
Democratic decision making
Acceptance of cultural difference among the partners
Partner relations
Local team (organizers)
TPM Programme
1

2

3

4

5

The comments on TPM by project managers were:
I think that the first meeting was in a great acceptance and cooperative way.
Upset and Ivan Hromatko followed the printed program we had, so it was easy for
everyone to proceed having a main theme day by day and also questions about the
topics of TPM's meeting.
It would be nice to get a short review of questions discussed on TPM.

39

WORKSHOP ORGANIZATION EVALUATION
In order to better represent the full experience of the participants, evaluation of workshop was given in
closed questions and open questions in four segments: organization, learning, experience and creative
evaluation.
On average, the workshop got 3,81 grade, with public performance getting the highest grade (4,28) and
accommodations arrangement getting the lowest grade (3,88).

C1 WORKSHOP ORGANIZATION
AVERAGE GRADE
Venue of the workshop

Workshop materials
Partner relations (did the participants from other partner organizations interact?)
Public performance
Accommodations arrangement

Information (where you informed in a timely and precise manner?)
Food arrangment
Hospitality of the host (volunteers etc.)
Educational team (workshop leaders etc.)

Workshop programme

1

2

3

4

5

LEARNING OUTCOMES
When it comes to learning outcomes, drama-action model overall had a positive impact on participants.
Obviously, since this was the first workshop and, for most, the first experience with drama-action model,
there is still work to be done in improving the learning. What is most positive is that participants are
motivated to use theatre in their educational activities.

C1 LEARNING
AVERAGE GRADE
I will use the gained skills and knowledge in my line of work
I learned more on how to be pro-active in life
I enjoyed learning about our cultural similarities
My interest for learning/teaching by means of theatre has increased
I have learned new skills and knowledge

I learned about other cultures/nations in Europe
I made new friends from Europe
I learned new social and civic skills during our mixed interaction
I feel more confident and have higher self-esteem
My English has improved during the workshop

1

2

3

4

5

Besides ten closed-ended question section, participants also commented on the learning in their own
words:
During the workshop I felt the high level knowledge of Upset about the co-actions
with disabled people.
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The most Positive: capacity building, regarding group dynamics and fruitful work
which was target oriented, has been developed among group members.
The less effective: passing the 'message' to others (group outsiders)
I’ve enjoyed the event, so it is difficult to mention things for improvement.
Every Erasmus+ educational meeting is special and brings so much knowledge. I
cherish the ones that I did not expect the most.
The workshop facilitator was GREAT!
Learning/teaching by means of theatre was something new for me.
A new perspective on working with people with special needs
This mixed interaction (people with disability -others) was really amazing and I also
enjoyed learning new theatrical techniques.

PERSONAL EXPERIENCE
Drama-action model places emphasis on individual, subjective experience which can be aggregated to
show the overall experience of the group. To capture this element, nine close-ended questions and openended questions were provided to participants.

C1 OVERALL EXPERIENCE
AVERAGE GRADE
I feel proud of our performance and accomplishment
My solutions and ideas were accepted by other participants
I did not like the experience while performing

I was active more than usual
I felt trust, tolerance and openness with other participants
This experience was life-changing for me
I had intense interaction with other participants
After this experience, I feel motivated to change my life
I felt included during the workshop
0

1

2

3

4

5

Participants also commented on their overall experience:
My learning experience was great. It is one step more for me to build something new
in my area and try to collaborate with more disabled people in the future.
Interaction, support and cooperation done by humans' minds, abilities, wills and
bodies.
I've enriched my skills for working with blind people.

CREATIVE EVALUATION
Since drama-action model is non-routine and intense experience, it is possible that certain participants will
not feel “safe” enough to present their ideas to the fullest. In order to accommodate them and to share a
deeper, personal experience of the participants, the creative evaluation section was included in postevaluation. It is a fully open-ended section where participants share their insights in a creative way and
share their experience from an emotional point of view.
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We share it in their original form, so that the personal and social impact can be understood on a deeper
level. Basically, for creative evaluation, participants were asked to express themselves in several
dimensions described in the table:

PLEASE DESCRIBE…
…the way your expectations were achieved or not …the main thing you have learned from this
achieved the most
experience
 I was expecting a theatre performance and
 That we do not need language to
learn some techniques and my expectations
understand others and express ourselves.
were fully achieved.
We can use our voice, movements and body
to communicate and any kind of disability is
 I have learned so much in this week ,more
not an obstacle to understand, respect, and
than my expectations
communicate with each other. While on the
 The workshop met my expectations as it fit
stage, everybody is equal in all means, this
to the aim of the project.
gives confidence to everybody and gives a
 Everything was well organized and at the
chance to express themselves without
end of the workshop I saw smiley faces and
prejudices.
happy people. These moments show
 Educational theatre is a good way to build
everything...
self-confidence among both people with
 My expectations were fully met as they
disability and people without disability.
were linked to sharing, self and professional
 I learned to be proud about everything in
development
my daily life and to go on with the
 I really enjoyed our interaction and learning
difficulties. I felt so proud of all these
more about any kind of problems that
people who were with me in this week
people with or without disabilities face in
 It was not my first project experience but it
their everyday life. All my expectations
was my first experience to do theatre and
were met.
act in front of the audience. I have learned
 I have made one more step forward.
that theatre can be a good tool to improve
 My expectations were exceeded and I
knowledge and lots of skills.
couldn't believe that nonprofessional artist
 I have learned ways how to bring these
along with professionals and people with
people close to the theatre and help them
disabilities could manage without any
to be more involved.
script, only by improvisational techniques
 I have learned that there are always sides of
to perform for one hour, in a professional
myself/abilities that have been invisible
level, having only one week to rehearse and
until the moment a stimulus facilitates
to create the needed artistic material.
them to become more visible
 All of my expectations were upheld.

I've learned that every human being is
 Exchange of skills between different
unique and special in their own way, that we
associations.
should learn from our differences, as well
 My expectations about the learning of basic
as that we shouldn't judge people based on
theatrical skills, improvisation, and use of
our preconceptions. Furthermore, I've
the body as expression of feelings are
come to the conclusion that we should and
achieved.
can do more to overcome prejudice.
 I had open communication with other
 I don't know yet.
participants, as a deaf person
 I have learned to communicate in a non Go with the flow
verbal way and stop feeling awkward when
 An experience that cannot be filled other
interacting with people with disabilities
way if you won't live in it! You learn how to

That the drama-action model has really
act and react with people that can and will
proven itself - from our local workshops and
provide you love.
research activities to the international
 Everything was very good.
level. We had now two international
 I was worried that I put in trouble my
workshops and they both were a success
partners because of my physical problems.
even though different people participated.
But Natasha does not allow me to reject any
And I could see at the final discussion that
assigned tasks. And all my colleagues found
PWD got a great experience from this which
a way to adapt to the limitations of my body
encourages them to work and create.
and together we succeed to fulfil our tasks.
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It was funny, empowering, and friendly. Big
 I learned that everyone's contribution is
thanks to all of you, my new friends!
important to achieve a common goal.
 Thank you Ivan!
 Good interaction is essential for group work
 I think that it was interesting to see how the
 I have learned not to worry
performance emerged from the creative
 Give and accept love. Patience. Creativity.
chaos. It was more like a kind of team
 I learned, that I can sleep and work in a same
building for me. I could see that the
time.
performance touched the audience (at least
 I have learned about myself
the Bulgarian people in it)
 I have learned new exercises for work with
 My expectations were achieved and I’m so
blind people
happy that I participated in this workshop.
 Creative chaos needs a professional leader
The performance was great, and so was the
to propagate the flower of success, which
messages that we’ve sent to the audience.
we had.
 The workshop in Zagreb has far exceeded
 All people are equal and have the right to
my expectations in a good way.
express themselves and fight for their
 I enjoyed working with people with
rights. Art means fantasy freedom and
different abilities and people from different
creativity and can change the way we think!
cultural backgrounds. I’ve enjoyed making
If we learn to listen thinks may change and
the performances and performing for the
world can be a better place...
audience.
 Dance theatre can be an important vehicle
 As project manager the project started in
for social communication.
difficult circumstances. Nevertheless two
 It was interesting discovering cultural
educators took part in this Zagreb session.
differences and similarities.
In the next session only one will participate.
 I have learned about a new types of
But I take the engagement to make a good
organisations in Europe
Brussels meeting and to participate actively
in the sessions after Brussels with more
participants.
…what was your personal "a-ha" or "eureka!"
…the person who or a moment that surprised
moment, if any? Please describe in short
you the most
 After we performed our performance I was
 I was surprised by deaf Vladan's
like "a-ha" and "wow".
performance and energy on the stage.
 Group work progress was full of such
 I was also not expecting so many actors and
moments... i.e. words of imagination as well
actresses from different countries on the
as lands of imagination
stage.
 When I became conscious that becoming
 As I did not have much experience to play
disabled is something which could happen
and have a role in theatre, I was surprised
to every one of us.
that I can do and have a role and I wanted to
improve myself in terms of this.
 Very difficult question, because it was my
second “Educathe” experience and "the
 Tsvete (project manager in a wheelchair)
main a-ha" happened last time, in 2013.
 Participants with physical disabilities
 The poetic imagination creativity workshop
 I was pleasantly surprised by everyone's
and my improvisational tunes and themes
collaborative spirit, energy, kindness and
when I played the piano during the
will to learn.
rehearsals.
 Dimitris, Anja, Niky and Kiki.
 I felt that separation stage is at the very
 Deaf Vladan that could communicate in
beginning and that the real re-incorporation
multiple ways. Really impressive
stage starts at the very end - during the
 Dimitris from Athens gave so much with our
discussion with the audience. We used to do
long discussions. And I was positively
performances and end there - but the final
touched by Tsvete and Yavor who are both
discussion is also great and helps connect
great and inspiring people.
the group even more and "translate" the
 Different times and different people have
performance to the audience.
surprised me, but I was particularly amazed
 For me it was a great surprise to find that
by the profound communication skills of
the performance scheduled for Saturday
Tsvete, her great sensitivity and desire to
has been the result of the workshops. I
get involved. Also the enthusiasm and
could not imagine that in so few days could
affection from Vladan I was very impressed.
be a show with such high emotional tones.
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When our performance, from the beginning
chaos, took shape. It was surprising!
There is more, and I will mention one
example from exercise Woody Law
Our sketch with Anya and Nike was strongly
applauded
Chaos is not always destructive, but one
needs patience to see the things emerging
from it.
That communication is versatile - it was very
difficult for our deaf participants to
understand the tasks so once I understood
that I wrote the tasks to him on a piece of
paper
Dancing with persons
Session with the six elements

…the message or action you feel was sent by the
performance, related to inclusion and
employability of people with disability
 People see that disability is not an excuse
for performing on the stage and we can
understand each other, express ourselves,
and communicate without language.
 I hope to have sent the message that
everyone is acceptable, everyone would
have a work and no 'bubble ideas"
(prejudice) any more...
 If we integrate and behave in a normal way
to the disabled people, we will get rid of our
prejudices as after a while, as we share
more with them, they will be more normal
for us. Making them visible in the society
will contribute their being employed and
more social.
 An action needs a reaction. If there is no
action we have to do the next step and be
first to active.
 Enough is enough… How come you keep so
quiet “down there”... Don't look at me as if
I were alone up here… Do something…
React... Act now
 That we should strive to build a fully
inclusive society.

Also, I was fascinated by the way of working
of Nataša.
 Tsvete and her personality on stage
 When I was at the final performance almost
fell off the stage
 Anja, Tsvete
 It was Tsvete from Bulgaria when she
accepted to dance with Nicky and Anja.
Amazing!
 Nataša’s husband came to me to offer his
professional advice as physiotherapist
according my physical status. Natasha's
sympathy to me became family attitude
 Tsvete! As a specialist, I see her limited
physical ability, but how it is transformed
when Tsvete performing on stage or stand
up for her opinions
 Tsvete. A very intelligent strong and
positive person.
 Tsvete and her son from Bulgaria.
 Marina from Zagreb and the broadcast
story she has written.
 There were so many persons and so many
moments so it should be a pity to select one
 I liked the way Nataša worked with us
 I loved to dance with Tsvete
 I liked to work and discus with the Greek
people
 That when we performed everything was
good in place
…the drama-action model of educational
theatre work as you saw/experienced it













Drama-action model of educational
theatre is a good way to build selfconfidence among both people with
disability and people without disability.
Drama action model encourages people to
learn how to influence others and how to
put themselves in other people's shoes. It
activates learning.
It was a theatrical drama action model that
endorsed dance with Tsvete.
A spiral of action- reaction-reflectionaction
I would describe it as a "creative flow".
It removes off blinders of your personal
regard and understanding of this word.
All the world’s a stage, And all the men and
women, merely Players; They have their
Exits and their Entrances, And one man in
his time plays many parts, Isn't it?
Body and vocal improvisation, and boosting
imagination techniques.
This model of drama-action allowed me to
see the theatre as a representation of self,
where the actor does not imitate the actor
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'Chair' dance, dance with Anya and Nicky.
That ability and disability are stereotypes
and totally subjective concepts, without
any meaning in particular.
 Inclusion. Group cohesion. Equality across
Europe (the same experiences shared by the
PWD which can be transformed by dramaaction performances). Visibility. Possibility.
 Inclusion and employability of people with
disabilities is a matter for society as a
whole.
 In my opinion with the final performance
we have aroused various questions without
fixed answers: we have urged reflections
about the theme of inclusion of persons
with disability
 Creativity, theatre for all
 We are all equal!
 People, let's act the change, not waiting to
react to the situation!
 Act now, don't react!
 Equality and same opportunities for all!
 Everyone, disabled or not, have their own
employability in the working world. Let's
stop and take more time to understand
what everyone can give.
 Please look at the ability of people instead
of their disability
 We did a good job!
…the special moments/answers you remember
from the final discussion with the audience











I think mostly people got the message of
the theatre as there was questions related
to the messages of the theatre.
A question of a woman: What do we have
to do if someone reject us? Answer: Be
yourself and don't get disappointed. Life
goes on and we need to do to next step.
I can recall a powerful question: ''What can
you do when the employer tells you 'no, you
are not able to do this job' but you need this
job''
I think that the most important was the
message sent by the performance ― the
message that provokes questions. A sign of
hope.
There are a lot of people, who need to be
supported an encouragement.
I remember when Marina D. shared that
this is a life changing experience for her
(the first Educathe+ workshop). And Panos









professional but tells its own subjectivity,
according to the expressive possibilities of
theatre. The theatre, so, it's a creative
experience, an exploration of self. It is not a
theatre to watch, with the separation
between stage and audience, but a theatre
act, where the audience participates. It's a
theatre of being, not fiction. And the final
performance is a processing laboratory
experience that precedes it.
This was the first experience with the
drama action for me, and it was important
for me to do experience of the meaning of:
improvisation, verbal and no verbal
representation
It was very honest and concrete mainly
movement theatre I'm not a professional in
it.
As a professional actress I studied and I use
Stanislawski system… I enjoyed learning
other methods… Which I found very
interesting.
A model that has given a lot of space to the
feelings as driving force to the different
performance.
A nice way to learn more.

…your experience of the workshop and its
participants in a creative way. Feel free to
choose the means of expressing your experience
of the workshop. (e.g. write a short description
or an essay, a poem or a haiku, a "thank you"
note, famous quote, famous poem, input a link
to a video, photo, meme image, gif image, joke
etc.)
 Being on stage for 5 days and performing
with talented actors and actresses was
great and a different experience for me. I
can just say "What a week I had! “ Thanks
to everybody who made it real.
 https://www.youtube.com/watch?v=IEVo
w6kr5nI (Leonard Cohen – Dance me to the
end of Love)
 "The sharing of joy, whether physical,
emotional, psychic, or intellectual, forms a
bridge between the sharers which can be
the basis for understanding much of what is
not shared between them, and lessens the
threat of their difference."
 YOU AND I HAVE LEARNED... The miracle
this is... The more we share... The more we
have...” ― Leonard Nimoy
 “Thank you all'' is too little to describe the
way I fell now. Look at a star, look at your
hurt and keep walking
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sharing that his sister is mentally
challenged and that he saw so much
inspiring people/actions on this workshop.
The sharing of impressions ad emotions, in
general
What is ability/ disability?
I remember a girl asking how to "protect" a
person with disability. She couldn't find a
legal way to manage it.
They would like to have more practical
advice on dealing with unemployment
I was too excited to remember some things.
I just can remember the Bulgarian woman
from the audience who was deeply touched
by the performance and by the fact that she
met people from her country doing this.
The audience interaction was intense.



“Between living and dreaming there is a
third thing. Guess it.” ― Antonio Machado
 https://www.youtube.com/watch?v=cJsyM

mC76aM (Debussy, Clair de lune, piano
solo)

 “The greatness of a man is not in how much

wealth he acquires, but in his integrity and
his ability to affect those around him
positively.” ― Bob Marley

 “Intelligence is the ability to adapt to
change.” ― Stephen Hawking

 “With realization of one's own potential
and self-confidence in one's ability, one can
build a better world.” ― Dalai Lama
 THANK YOU NOTE TO ALL PARTICIPANTS
(sent via email)

 “No man is an island, entire of itself; every
man is a piece of the continent, a part of the
whole.” ― John Donne
 Wanted to be more abstract
 All we need is love!
 Miss u all. I'm
https://www.youtube.com/watch?v=0NyL
cEEvwRw
(Fabi Silvestri Gazzè – Il Padrone della festa
– Alzo le mani)
 Merry Christmas and Happy New Year dear
friends!
 Thank you people for the positive emotions,
you are great! I like you all! Go on!
 Thank you all so much!!! I am so happy that
I met you and work with you for such a good
purpose. The collaboration was perfect we
had great chemistry, creativity and many
funny moments that I will never forget.
Miss you!!! See you in Thessaloniki!
 Thanks to all for the week in Zagreb and for
the positive feelings that I have stayed in
even once back at home.
 A memorable week.... Will stay a memory
for life
 It was fun and nice to be part of this group!
 Unfortunately... I'm more a manager than
an artist...
…the funniest or saddest moment you experienced/saw during the workshop or performance
 When we perform poetic imagination, we laughed a lot. I do not remember any saddest moment
during the performances.
 Every time had a funny moment event, so I laughed a lot in that workshop and I was so proud for
all these people.
 Any time it was fulfilled by the wonderful moments.
 I was sad only by the Anja's accident but everything was finally OK
 The funniest moments were when we were confused and did not understand what to do and
looked at each other staring.
 The saddest moment was one of the scenes that Tsvete played and Dimitris played the piano.
 Funniest moment. I can remember Elena lying down on stage like Cleopatra and Kiki plus Vladan
trying to dress her with a white uniform during a rehearsal. Sad moment was the moments we
said good bye to each other.
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Marina's humour made me laugh
Reflections with the wider social context made me sad
The funniest ― verbal and non-verbal miscommunication.
The saddest is related to emotional intensity experienced while just being there.
Anastasya wasn't ready for such heavy and active communication (due to Latvian social life rules),
but she very quickly found balance and began to enjoy of everything happening on stage and
behind it.
The rehearsals with Kiki, Helena and Vladan for the sketch of Borg's Uniformity (funniest). When
the Belgian girls left the theatre being really angry and without even saying goodnight, at the
last day of the rehearsals (Saddest)
Funniest moment for me was every time I listened to Eleni laughing. She has a contagious smile.
The saddest moment occurred in the separation stage when Ivo spoke of his loss of his wife. And
the other sad moments happened during the re-incorporation stage when people spoke of their
experiences. But then they were also positive and open to new experiences.
There were many funny moments, during workshops and the preparations of performance. The
saddest moment to see the participants in a wheelchair unable, during the workshops, to freely
use their bodies as did others.
The funniest moment: when I personally experienced the beauty and poetry of the improvisation
the saddest moment: when I could not express my opinions because of my English
There were more! For example: The Devil's Stigma, Borg Uniformity, etc.
There was a balance
I think it was when Vasilis was on stage for his act of performance making the "blind education".
I can't remember, because we laughed all the time.
I was much stressed to see Anya falling on the stage when I pushed her aside by accident. And
when I visited her, she was crying
The most interesting and funniest was to watch and participate in the work of people from
different countries, different cultures and professions
The funniest experience was on scene where I had to pick up Tsvete from the scene and suddenly
I felt that I was going to fall down on the scene instead of picking her up, because I was too
excited
The saddest moment was when one of my international friends injured herself right before the
performance, but it had a happy-end
The funniest moment was with Vladan while performing Borq uniformity.
The rehearsals for the performance were a really fun time, full of attention and collaboration
The performance as best moment and the fall on my back during rehearsal as worst moment.
The whole process
No extreme moments

USEFUL LINKS
Educathe+ Sharing platform: http://upset.hr/en/e-platform/
Educathe+ Toolbox includes educational materials, videos, photos and other useful information:
http://upset.hr/en/e-toolbox/
Photos from Educathe+ partnership workshops: https://www.flickr.com/photos/upset-theatre/albums
Educathe+ YouTube channel (videos from the performances):
https://www.youtube.com/playlist?list=PL8sjuLTy5MasvDl7YmLYBODjXy1mloKYS
Follow us on Facebook and share with others: https://www.facebook.com/educathe.plus/
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