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Failte Anseo Handbook
INTRODUCTION

Failte Anseo (which means Welcome Here in Irish) is a documentary theatre
performance created by a group of young artists, migrants and locals living in
County Kildare, Ireland.

This original work they created is a
response to the growing negative
perceptions of migrants in Ireland.
Through real-life stories, the project
promotes empathy, inclusion, and
solidarity with some of the most
marginalised people in our society.

The 40 minute show was performed in
venues around the Irish midlands in 2025.
It showcased the contributions that
migrants make to Irish life and created a
space for collective reflection, dialogue, and
connection.

“We wanted to offer a creative and
human response to hate speech—not by
attacking it, but by sharing beauty,
complexity, and truth. We believe that
hearing these voices can help shape a
different kind of welcome” (one of the
performers).

The Failte Anseo project ran from
Autumn 2024 to the late summer of 2025.
This Handbook was created to share
some of thew workshops that were
carried out with the performers in order to
create the performance.

The performance was developed through weekly creative workshops with
migrants in Newbridge. These workshops included storytelling, physical theatre
and movement, and devising exercises.
The methods used were:

e Verbatim theatre techniques (real words from real people)

¢ Physical theatre

e Applied drama and community arts practices

e Weekly rehearsals and mentorship from professional artists

The project was funded by the European Youth Foundation.
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Crooked House

Crooked House is a theatre-making organisation established in 1993 in Newbridge in
County Kildare, Ireland by Peter Hussey. We make theatre with, for and by
community organisations. These include young people aged 11 to 30, International
Protection Applicants, refugees and asylum seekers, Women’s’ Sheds, people with
intellectual and physical disabilities, and the elderly and retired.

Aims and Values

We promote wellbeing, community capacity
building, and engaged citizenship through our
theatre work. Our work is inspired by the values of
tolerance, equality, social justice, compassion, and
empathy. We aim to create theatre that is
ambitious, challenging, aesthetically engaging, and
relevant to our audiences.

Participation in all our activities is free and open to
anyone.

Weekly programmes

These activities include weekly drama workshops,
rehearsals and performances of plays; training for
community development groups; devising and
making new performances; actor-training; research
into theatre and young people; and international
theatre projects.

We run a small space in Newbridge where we work
with over 100 young people weekly. We also travel
to schools and youth projects in County Kildare
every week to run free theatre programmes with young people.

Our youth theatre is one of the largest in Ireland and the oldest in Kildare. We have
been very successful in placing young people who want to be actors into third level
actor training courses in the UK and Ireland. We work with young people who do not
have many opportunities to get them a place.

Training

We train young drama facilitators and leaders to work with youth and community
groups on themes of social justice, equality, and human rights, wellbeing, and
democratic processes. These themes are expressed through theatre workshops,
devised performances, and plays.

We collaborate with Maynooth University to provide a Level 7 Directing for Theatre
course.

We train community development groups and teams in working effectively with
groups, teaching and facilitation.

We train teachers and educators in embodied teaching and in drama and theatre
practice.
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We train young people who wish to audition for further education and third level
education in theatre.

International Work

We have collaborated with European theatres since 2002 to develop educational and
performance projects with groups of multicultural young people.

We develop resources and training manuals for the youth, education and community
sectors using Erasmus+ programmes with our international partners.

We host international volunteers and students in Ireland and train them in drama
facilitation for 10 months to a year.

We develop performances and creative training programmes for young people and
cultural youth workers all over Europe.

Governance

Crooked House is a registered charity with a board of trustees. We operate
comprehensive Child Protection policies, have Garda Clearance for all our
volunteers, and have a Welfare Officer in place to guide the company’s work with the
young people.

It is funded by project-specific funding from the European Union (for European
Solidarity Corps volunteering projects), The Arts Council (for theatre-making with
young ensembles), and Kildare County Council (annual funding to support workshop
delivery). The HSE fund drama based mental health initiatives, and Kildare Wicklow
ETB fund our leadership training work.

The European Youth Foundation

The European Youth Foundation (EYF) is a fund of the Council of Europe that

provides financial and educational support for youth-led projects promoting human

rights, democracy, and cooperation across Europe, funding activities like training,

meetings, and campaigns for young people (ages 15-30) and youth organizations to
foster inclusive, peaceful societies
and youth participation. It offers
grants for pilot projects and supports
the structural needs of youth NGOs,
operating under a unique co-
management system with government
and NGO representatives.

The Council of Europe youth sector
works to empower young people
across Europe to embrace, promote,
and benefit from the core values
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their knowledge, and developing their skills so they can actively engage in
democratic life. It is also encouraging meaningful participation in decision-making on
all levels.

WORKSHOP IDEAS

In this series of workshops we explore how to make some chorus work, using
movement and monologies. These exercises can be used to create short
performances about any theme you wish.

This is part of a project supported by the European Solidarity Corps programme and
the European Youth Federation.

The Failte Anseo project aims to make theatre with the testimonies of migrants. The
performance will promote the positive value and contributions made by migrants to
our communitas and cultures.

Workshop 1
11.00am Introduce the project and make sure everyone is clear about its aims
and what we hope to do. Introduce schedule and rough outline of milestones and

stages.

11.10am Group integration and building the ensemble (to create an open space,
allay fears, and prepare the group for the work).

11.10am: Move Move (task focused — brings the attention of the group fully to this
moment). https://dramayouthwork.wordpress.com/move-move/

11.25am: My Chair (raises adrenalin, shares the idea that we can enjoy being
confused and embrace what is new and unexpected).

Preparation
The participants sit in a circle on chairs. One chair is empty. There is one person
standing in the middle of the circle.
Aim of the activity
Helps participants to remember names, increase their energy, focus, and reaction. It
also explores two states of being (being a watcher, observer, audience, enjoying
what is happening. And being a performer, mover, actor, having to do something.).
The sudden interchange between these states creates confusion and mild stress.
The exercise is designed to allow us to be comfortable with confusion, not know
what to do n the moment, making mistakes, getting it all wrong. Facilitated well, this
exercise should allow the whole group to experience how hard it is to switch from
one state of being to another.
Description
The aim of the person in the centre of the circle is to sit on the empty chair.


https://dramayouthwork.wordpress.com/move-move/
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To block or prevent them from sitting down, the person who is to the left of the empty
must call or invite another person opposite them to sit on that chair. They invite by
shouting the name of someone across form them. This is the hard part. When
suddenly asked to act the participant will usually forget everyone’s name!

The one who is invited must then leave their seat and go sit in the empty chair.

If the person in the middle of the circle sits before anyone is called or invited to sit,
then they ‘win’ the seat. The one who should have called a name is now ‘on’ and
they stand in the centre ready for the game to begin again

11.50am Pair sculpting: An activity | like doing

In pairs make an image using the other person of something that you do that has a
positive impact on you (makes you feel good, delights you, supports you, rests you,
thrills you, etc).

12.00pm Show the image. Then we discuss it.

12.10pm In the same pairs use words to describe the activity: Is it alone or with
others? Where does it happen? When do you do it? Why do you do it? What benefits
are there in it?

12.20pm Then share it with us in a short monologue.

12.35pm Introduce the chorus and music. Choose two monologues. The rest of
the group are chorus. How can you amplify what is being said? How can you draw
attention to what is not being said?

12.50pm Film the pieces.

1.00pm Conclude.

Workshop 2

10.00am Slave to the Rhythm.
Establish a rhythm based on counting from 1 to 3. Repeat it around the circle, each
person saying one of the numbers in sequence. Then replace 1 with a clap. Then
replace two with slapping the legs. Then replace 3 with clapping the chest. Then
work in small groups — each small group does the action as one person. Then divide
the whole group into 2 groups.

Purpose: multi-tasking and waking up the brain. Focusing in the present.

10.10am Hieroglyphics.

Group divided into 3 smaller groups. Each person uses their whole body to make
shapes that spell out the first 5 letters of their name (add letters from the surname if
there are not enough in the first name). The group works out how to perform these
together. Each one’s shape is different (no one makes the same kind of E, for



example). They should make the first shape and stop moving at the same time; hold
the shape for a period of time; then together move into making the second shape,
finishing moving at the same time; hold the shape for a time; then together move into
making the third shape, and so on.

Play with the way they perform it. Ask audience what they saw; what would change if
they moved people around in the group for the performance (taller ones in the
centre, etc); putting people with the same colour tops together, etc. Play music as
they perform. Discuss how you can adapt or use this activity.

Qualities to encourage in the individual performances:
e Each one commits to a shape and to holding it
e Each one moderates the pace of their movement to be able to stop moving at
the same time as the group
e Each one finds a way to not betray their self-consciousness (laughing at
mistakes, arranging their clothes, shuffling etc etc).

10.40am Pair work. Return to the monologues of last week. Each help the other
one remember what the feedback was and see if you can develop it a little bit.
Perform it for each other. Remember some of the elements, if you wish to include
them, such as Context / Detail / Feeling.

This is the encourage them to develop material from initial drafts that they created,
and to get used to returning to previous efforts to improve them.

11.00am In pairs select one monologue to perform (whichever one to you seems
most impactful today). One person speaks the monologue while the other one spells
out slowly something that the monologue is about. The word can be any length, and

it should be looped or repeated until the monologue is finished.

11.20am Perform each one. Discuss which has the most impact on us and why.
11.40am Short break.

11.55am Join pairs together into two groups. They have to choose one of the
monologues again (that was just performed) and they all learn the movement that
accompanies it.

12.10pm They perform it for the other group.
Play with it for a while:

e Go in slow motion

e Crowd around the speaker

e Change one or two movements
Etc

12.30pm Back into the 2 groups.
They develop the piece based on the feedback. Perhaps they abandon the ‘spelling’
at some point and incorporate a lift into the air of the speaker; or they connect
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together and try to spell this way; or they vary the pace according to the subtext of
what the speaker says, at one point pausing, etc.

The point is to avoid using movement to communicate the same information as the
speaker is saying (eg avoid enacting the actions mentioned by the speaker). We are
searching for accidental alignments, or moments that can be used which happened
by accident.

12.45pm Perform. And film them.

1.00pm Conclude.

Workshop 3

10.00am Pulse Relay

A game involving tension, focus and concentration. Played in teams.

Purpose: multi-tasking and waking up the brain. Focusing in the present.
https://www.youtube.com/watch?v=gDkdSODhAZM

10.10am Circle of Knots

The group close into the middle of the space. They reach across each other and
connect. From this position where everyone is randomly holding hands with two
different people (one hand is connected to Person A and the other hand connected
to Person B), they must unscramble themselves and make a circle without breaking
any connections.

Purpose: Problem solving.

10.15am In smaller groups they should now devise a scene. The scene should
have the following elements:

e Character: One character in the scene is not living. It is (a) a ghost, or (b) a
fictional character from a play, novel or film, or (c) a hallucination, or (d) a
memory, or (e) a dream. One person plays the protagonist and the rest play
supporting roles.

e Theme: This is about, in a subtle way, a character’s stress or trauma.

e Form: The players do not reveal to us who the imaginary/non-living character
is until mid-way through, or perhaps not at all. It can be one scene or three. It
should all be no more than 5 minutes in duration, but it can be less.

10.40am Perform and discuss.
Feedback can focus on:
- was any tension created?
- were there any interesting moments? What made them interesting?
- what was the trauma/stress faced by the protagonist?
- what would enhance this piece in a second draft?

11.00am Break


https://www.youtube.com/watch?v=gDkdSODhAZM

HOUSE
—

11.15am Work on draft 2.

Take on board the feedback. Is there a possibility to connect this piece to the
idea of migration in any way?

Can you use music in some way?

Is there room for unusual or non-naturalistic movement? Slow motion, synchronised
gesture/movement, choral movement, repeated movement, etc?

11.40am Show and discuss. Film them.
Feedback can focus on:
e The impact, if any, it has had on the audience
e Isitclear, and does it need (or not need) to be clear?
e \What worked and what did not work? \What can be done about the elements
that did not work?

12.00pm Select one story only. Make a new scene in the plot to be added to the
one already created.
How do we incorporate the rest of the group?

OR
In three groups, each one makes a new scene that connects to the one already
made.

12.20pm Show and discuss.
Film them.

12.55pm Conclude.

Workshop 4

10.00am Clap Rhythm
In pairs make a clapping rhythm. One group moves to the end of the room, closes
their eyes, and silently a person from the other group claps the rhythm that they just
made. See if the correct partner responds with the same rhythm.

For focusing, competition.

10.10am Circle games
From https://www.trinitycollege.com/qualifications/drama/drama-games-
resource/warm-ups

Look up, Look down

Students stand in a circle and begin by looking down. When the facilitator says ‘Look
up!' all players need to look up and look straight at another student (they might look
straight ahead or sideways or at the person next to them).

There must be no looking at the ground, above heads etc. They have to look straight
at another student.



If two students make eye contact, both students must scream and 'die'. They perform
a quick dramatic 'death’, fall or flop over and then move to the middle of the circle or
to the side until the game finishes.

When the facilitator says, 'Look down!" all students must look down again until they
are told to 'Look up!" at which point they have to look at another student.
The facilitator can make the circle tighter as more students go ‘out’.

10.15am Elephant, Palm Tree, Jelly
From https://www.trinitycollege.com/qualifications/drama/drama-games-
resource/warm-ups

- Ask the players to form a circle, with one person in the middle. The middle person
points to another player and the person pointed to, along with the players on each
side, must form whatever object is called out. The three choices are ‘elephant’, ‘palm
tree’ and ‘jelly’. -

Elephant — the player pointed to needs to form an elephant’s trunk by putting their
arms straight in front, crossed at the wrists. Players on each side then form the ears
of the elephant by facing forward but bending towards the middle person, cupping
one hand around their mouth with their hands as if whispering to the middle person.
- Palm tree — the person pointed to raises their arms above their head in a'Y"
formation, with fingers open. Players on either side do the same but lean toward the
outside, away from the middle person.

- Jelly — the people either side circle their arms around the player pointed at to
create a bowl, and the person that was pointed at shakes their body as if they are a
wobbly jelly.

- As soon as an object is formed, the person in the middle of the circle must point to
someone else.

10.25am Maria, Maria, Maria!

A player goes to the centre of the circle. They call out the name of another person
three times. Before they finish calling the one named must respond with the central
player’'s name. If they don’t, then they are in the centre and they call a name 3 times.

10.35am Movement Games

Cat & Mouse

Divide into pairs, linking arms and standing side by side. Pairs spread out

around space. One pair is nominated Cat & Mouse. The cat chases the mouse
around the room; if he catches her, they swap roles. The mouse has an
alternative to being caught — if she links arms with any pair (thus becoming a trio)
the partner furthest from her becomes the mouse and must run away from the
cat.

Variation: when the mouse joins a pair, the partner becomes dog who proceeds
to chase the cat etc.



Giants, Wizards, Dwarves

This is a giant team game of rock, paper, scissors. Divide the group into two teams.
Define a playing area with two end safety zones and a middle line. Each team
decides their character and approaches the middle line. On the count of three the
teams perform the action and noise (which signifies their character). The winning
team pursues the losing team and tries to tag them before they make their safety
zone. Any person tagged joins the opposite team. This continues until one team has
all the players.

As in rock, paper, scissors each character beats one other;
Wizard beats the Dwarf by casting a spell on him

Giant beats the Wizard by crushing him

Dwarf beats the Giant by tickling his feet

Describe an action and noise that represents each character (eg Giants raise their
hands above their heads, stand on their tippy toes, and roar).

Split the group into two halves

An area must be set out that has a home line for each team and two central lines
where they must do battle

The two teams must secretly decide whether they are going to be giants, wizards or
dwarves

When both teams have decided they must come to their central line and, on the
count of three, do the action and sound for their character

The game is like a giant game of rock, paper, scissors

The losing team must get back to their home line before being caught by the other
team

Any team members caught must cross over to the other team

The game ends when all of one team has been caught

10.45am Devising
Consider the story we are making. Can we add scenes today?

In two groups devise:
A scene where a fictional character leaves the world of the play/novel they are in and
joins a real-life situation. Decide why they have left, and what they are now looking
for (if they know), and how the real-life person/people react(s) to them.
A scene that involves a video call of some kind where a character who has recently
arrived in Ireland is speaking to someone back home. There should be 2
interruptions (from other people/situations).
Show us how a character has a desire to be something other than what his/her
family wants them to be.

11.15am Perform and discuss.
Feedback can focus on:
- were characters interesting?
- were there any interesting moments? What made them interesting?
- was anything truthful, real or relatable?
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- what would enhance this piece in a second draft?
11.40am Break

11.55am Work on draft 2.

Take on board the feedback.

Can you use music in some way?

Is there room for unusual or non-naturalistic movement? Slow motion,
synchronised gesture/movement, choral movement, repeated movement, etc?

12.30pm Show and discuss. Film them.
Feedback can focus on:
The impact, if any, it has had on the audience
Is it clear, and does it need (or not need) to be clear?
What worked and what did not work? What can be done about the elements that did
not work?

12.55pm Conclude.

RESOURCES

This morning we want to give the players a few games that they can use in the
workshop sessions that they will lead.
Here are resources for drama games and longer drama activities:

Well described games, ensemble exercises, texts and other drama activities:
https://www.trinitycollege.com/qualifications/drama/drama-games-resource

Full Online workshops that can be adapted for in-person activity:
https://www.digitaldramaworkshops.eu/workshops/

Drama games for younger players:
https://www.primaryresources.co.uk/pshe/pdfs/dramawarmups.pdf

Warm-ups
https://teambuilding.com/blog/theater-games

Warm up and devising games for teenagers:
https://www.digitaltheatreplus.com/blog/8-fun-drama-games-to-play-with-your-class

Warm ups:
https://dramaresource.com/101-MORE-drama-games.pdf

https://www.teachstarter.com/gb/blog/drama-games-for-kids-years-4-7-us/



https://www.trinitycollege.com/qualifications/drama/drama-games-resource
https://www.digitaldramaworkshops.eu/workshops/
https://www.primaryresources.co.uk/pshe/pdfs/dramawarmups.pdf
https://teambuilding.com/blog/theater-games
https://www.digitaltheatreplus.com/blog/8-fun-drama-games-to-play-with-your-class
https://dramaresource.com/101-MORE-drama-games.pdf
https://www.teachstarter.com/gb/blog/drama-games-for-kids-years-4-7-us/
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VERBATIM THETARE

Verbatim theatre is a form of documentary theatre that uses the word-for-word words
of real people to create a play. Playwrights interview individuals about a specific
topic, transcribe the interviews, and then use this material—without fictionalization—
to construct the performance. The goal is to present an accurate and impactful
account, prompting the audience to think critically about the issue at hand by
connecting them to the reality of the speakers' experiences.

Verbatim Theatre Making Resources
This short video series from the National Theatre in the UK is a good resource for

anyone who wants to do verbatim: https://www.youtube.com/watch?v=39JSv-
n_WSU&ab channel=NationalTheatre

Below are some examples of famous verbatim theatre performances from the UK.
There are several forms of verbatim theatre — musicals like London Road from the
National Theatre in London
(https://www.google.com/search?g=london+road+musical&rlz=1C1CHBF enlE1025I
E1026&0g=London+R0Oad+mus&gs _Icrp=EgZjaHJvbWUqCggAEAAY4wlYgAQyCqag
AEAAY4wlYgAQyBwgBEC4YgAQyBggCEEUYOTIHCAMQABIABDIICAQQABgWG
B4yCAgFEAAYFhgeMgglBhAAGBYYH|lICAcQABgWGB4yCAgIEAAYFhgeMgglCR
AAGBYYHqgCALACAA&sourceid=chrome&ie=UTF-
8#fpstate=ive&vld=cid:b924ca79,vid:CyBMYeG7pMM,st:0)

In dance theatre, DV8 made a show based on interviews with people and they
interpreted the words through movement:
https://www.youtube.com/watch?v=Eu20ERPwXB0&list=PLLGSH3TsYXptLym7ny 5
Y1v2yyQQILKDY&index=9&ab channel=DV8PhysicalTheatre

And also
https://www.youtube.com/watch?v=IP6CtJ21UrU&Iist=PLLGSH3TsY XptLym7ny 5Y1
v2yyQQILKDY&index=10&ab channel=DV8PhysicalTheatre

This is from The Laramie Project in the USA:
https://www.youtube.com/watch?v=z1RHg7bbfE8&Ilist=PLqgZX{T8SJOEZzqgWJiDmfx2c
Q-nl7helOXJ&ab channel=ZACHTheatre

Verbatim Exercise in a group

Think about a positive memory you have from your educational journey to date. Try
to find a moment that you can describe that was positive.

Write about your feelings, what you remember, and what you saw/heard and
experienced in this memory.
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https://www.youtube.com/watch?v=z1RHg7bbfE8&list=PLqZXtT8SJ9EzqWJjDmfx2cQ-nl7heIOXJ&ab_channel=ZACHTheatre
https://www.youtube.com/watch?v=z1RHg7bbfE8&list=PLqZXtT8SJ9EzqWJjDmfx2cQ-nl7heIOXJ&ab_channel=ZACHTheatre

).

Write no more than 5 or 6 sentences.

Try to write it very like how you would say it if you were talking to someone about it.
Ignore any grammar, punctuation or spellings that might hold you back from freely
writing.

It is important that this is written like you would speak it. Include all the little things
you might say in speech:

‘I dunno like”

“‘D’you know what | mean?”

Be as truthful as you can.

When you have finished, place your paper in the pile in the centre of the room.

When everyone has placed their text in the pile, ask people to select one that is not
theirs.

They should spend 3 or 4 minutes reviewing it, checking that each word is clear to
them, etc.

If something is unclear, make up your own mind about it. If something is very
unclear, change it so that it is now clear to you.

Then read the text out loud - say it as if it was you saying it, try to get familiar with it.
Try to ‘become’ a little bit like that person.

When we are read we will each ‘perform the text’ for the rest of the group (you can
read it — you do not need to learn it).

INTRODUCTION TO DEVISING

Introduction to Devising

Devising is the business of creating performance material from anything except a
play-text. Material most usually comes from the feelings, opinions and experiences
of the participants who devise the work collaboratively. Devising offers participants a
huge amount of control and ownership over the shape, content and structure of the
performance. It also allows them to choose the extent to which they wish be to be
involved in the finished product. Many people find devising difficult at first because
there is no script with which to begin, there are usually no characters or situations,
and sometimes there is no theme. Often it is a completely bank slate — rather like a
white page facing a writer — simultaneously attractive in that it offers endless
possibilities for creation, and repulsive in that it challenges the group to begin with
nothing but themselves.

Working in the unknown and relishing the unexpected requires both learner and
teacher to have developed a capacity to imagine. When working only with each other
and starting there to create something that does not yet exist, participants must be
able to see beyond the material into the possible.

To call for imaginative capacity is to work for the ability to look at things as if they
could be otherwise. To ask for intensified realisation is to see that each person’s
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reality must be understood to be interpreted experience — and that the mode of
interpretation depends on his or her situation and location in the world. It depends as
well on the number of vantage points a person is able or enabled to take — the
number of perspectives that will disclose multiple aspects of a contingent (not a self-
existent) world. To tap into imagination is to become able to break with what is
supposedly fixed and finished, objectively and independently real. It is to see beyond
what the imaginer has called normal or “common-sensible” and to carve out new
orders in experience. Doing so, a person may become freed to glimpse what might
be, to form notions of what should be and what is not yet. And the same person may,
at the same time, remain in touch with what presumabily is. (Greene, 1995, p19).

If this capacity is to be developed then certain conditions need to be in place. First
among these is the establishment of a learning group who are comfortable enough
with each other to share what they consider to be, as Greene puts it, ‘what is
supposedly fixed and finished, objectively and independently real’ (1995). In theatre-
making this learning group is called an ensemble.

Why devising is a powerful tool in cultural youth work

In youth theatre work we use tried-and-tested creative group-work activities that
explore personal confidence, active citizenship, body language and unconscious
behaviour.

The process involves helping the members to critically reflect on their own
motivations and behaviours, especially in the wider context of dealing with systems
in their lives (like the social welfare system, the health-care system, the educational
system, etc). By exploring the history of their interaction with these systems we
encourage members to see their actions in a social context and not just in a personal
context. By that we mean that we encourage members, for example, not to
internalise failure; not necessarily to blame themselves when outcomes with
authority are negative; and not to engage in self-destructive behaviour when things
go bad for them.

This is part of building up resilience. It requires long-term work of an educational
kind, rather than short-term behaviour-fixing type work of a training kind.

For this type of work, discussion-based creative education of the type used in
theatre-based learning is very useful because it allows greater ownership of the
process to the learners. It is challenging, yes, but it is also rewarding. And while
initially members may feel nervous about engaging in such explorations (for example
they might be nervous about the prospect of doing role-plays), we ease them into the
process over time so that ultimately the gains outweigh any possible trepidations.

What key principles inform good practice in devising socially focused theatre

Ownership
A group needs to feel that in the space where they are going to make theatre, they

are permitted to share ideas freely. They also need to have a sense that they are in
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control of the process and of the material. This means that they should be able to
include and exclude ideas that they consider appropriate to the piece. The facilitator,
of course, contributes to the process as, after all, they are a number of the group too:
so their ideas and experiences are important in the creation of the product.

Directing
The facilitator should also be a director, or at the very least, a dramaturg. This means

that they should be able to put dramatic shape on the material being created. They
should understand what will engage an audience and what will not. They need to
consider the development of the performance, the clarity of the ideas expressed, the
knowledge of the form already held by the audience, and ways to help the audience
learn about the new form being used. For example, if a devised piece uses a non-
traditional narrative using post dramatic forms then some time should be taken to
consider what the audience needs to understand about way that the story is being
told before the play proceeds too far. This might be as simple as checking that there
is no confusion regarding the doubling-up of characters or checking that a
character’s motivation is logical throughout the play.

Fictionalising

The work will often be based on sensitive issues that emerge from the groups’
experience. Make sure therefore, that we do not provoke members into revealing
material that they would rather keep private. In these instances, always give options
and explain that they do not need to tell the truth, or that they can choose not to
share anything if they do not have anything they wish to share.

If a member is sharing a story, the facilitator needs to check that it illuminates the
theme, or that it can positively help an audience to hear it. In this case, we should
ensure that the member is comfortable sharing this story in a performance space in
front of an audience. The conditions of performance are emotionally different to the
conditional of rehearsal, and sometimes the young person can be overwhelmed in
front of an audience when they were quite comfortable in the rehearsal space.

It is usually best to proceed with caution here.

The following guidelines might help keep this person emotionally safe:

e Use stories that the member has told publicly before, and that they are now
used to telling to other people. They will be in control of the narrative.

e Work with another young person to tell the member’s story. One is the story
giver (whose story it is) and the other is the performer. Two people could work
together, with the story giver helping the new performer to perform the story.
The performer should have license to change and adapt some of the
elements of the original story.

e Disguise the key elements of the story that reveal the identity of the story
giver. Change genders, ages, locations etc.

e Have a policy that any member of the group may come and go as they wish
throughout the workshop. By this we mean that they may discreetly leave the
room to get water, or go to the toilet, or get some air. That means they can
remove themselves from the group briefly if they suspect there will be an
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issue that they are not able to deal with. We are trying to encourage young
people — where possible - to look after and to manage their own health, states
of mind, physicality, and development.

e Explore other methods to fictionalise the members’ experiences. Consider
inviting the group to come up with ideas about how to perform sensitive
material that does not hurt or harm the members of the group or those
listening to it.

Avoiding therapy

The work of devising with young people, while it can have therapeutic results, should
never be used as therapy. We are not drama therapists, and we have a responsibility
to our young people to avoid harm. Therefore, we should always focus stories,
material, ideas and experiences into the world of the social rather than the world of
the personal. By this we mean that we explore how social systems, or cultural norms
and traditions, or sociological forces, or political situations and ideologies, share and
influence the experience of the individual. We do not spend our time exploring how
trauma, abuse, damage, or intense emotional experiences have shaled and effected
our young people. While these elements may arise as part of a story, they are not
the primary focus of our work in devising. Similarly, we try not to show on stage any
depiction of intense harm (like sexual assault, extreme self-harm, or suicide). We call
this gratuitous depiction. It does not have a place in our work with young people. It
can have a place in theatre work with professional actors, of course, but we advise
that it does not belong in cultural youth work with vulnerable young adults unless the
process is lead by a professional who is a drama therapist or art therapist.

Celebration

Where possible the devising should move in the direction of celebrating identity,
achievement or personality. It can, of course, show struggle, hardship and
challenges along the way. Often, we get caught up in showing problems only, or we
are attracted to only share tragedy. We can also focus on joy, celebration, and
success.

How to build and Maintain an Ensemble

The ensemble’s first task is to spend some time learning about itself. This takes the
form of developing an ethos, and a set of norms that are unique to this particular
group of learners. There may be two ensembles working in the same youth theatre,
for example, but each has a different way of working. One might like to discuss,
reflect and process a lot; and the other might like to act, move and test a lot. The
teacher here has the role of proposing ways of working that are tested by the group
and accepted or rejected. The teacher or facilitator also makes space for the group
members to propose their own ways of working. Time is given in an ensemble to
build relationships between the members and between the group and the teacher
that will result in effective communication, open more possibilities for
experimentation, and create conditions for trust, sharing and collaboration. Finally,
the facilitator develops the groups’ skills to research, using whatever means they find
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most useful. This process might take only two or three sessions, or it could take
months.

The themes and ideas

Once the ensemble is established the group focuses on what it wants to learn about.
The facilitator here proposes structures (or forms) and strategies that he or she has
used in the past, and which the ensemble tests and rejects, applies or adapts to its
own needs. For example, a teacher might show a method of creating a scene that
uses rotating characters and asks the group to make a short piece using this
method. The theme they choose to explore, the dialogue, the characters and the
situation are all left up the group to devise.

In addition to being experienced in using many different structures, and being clear
and supportive in explaining these structures to the group, the teacher or facilitator
needs to be open to the possibility that these structures will change due to the way
the ensemble uses them. In fact, this is often one of the most enjoyable aspects of
teaching. We are regularly surprised by what a group does to a tired old structure:
this inspires us to re-create it for another group, which they in turn may adapt, and so
the process continues.

In this pedagogical process the participants do not know what or how they will learn
until they have embarked upon the activity and reflected on it. The curriculum
emerges from the learning the ensemble does about itself.

In the context of devising a new performance the curriculum is the material the
ensemble generates that will be shaped into the performance. A performance might
be likened to an exam or assessment or end-of-programme display of what has been
learned. All the participants and the facilitator must actively embrace this concept of
learning unexpectedly otherwise there will be no performance. Not only should they
discover the theme of the work as they develop, but also the tools of teaching, or the
methods of facilitation, should be based on this principle.

Using discussion and reflection

In collaborative learning environments of this kind games, tasks and exercises are
used to stimulate imagination, and reflection about the activity is used to stimulate
critical thinking. The reflection follows the action immediately and it is the place
where the surprise is processed and the learning generated. It is central to this
method of teaching because without it a facilitator is simply pandering to the desire
for novelty and distraction by providing fun game after fun game until the fun runs
empty. Moreover, the reflection about the activity must connect the unplanned,
subjective experience of the student to the world outside of the activity. This is where
the unexpected learning for both facilitator and student really occurs.
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Types of groups or ensembles

Depending on the nature of the group, the process might involve six to eight two-
hour sessions. A group of people that has very low self-esteem, or learning
difficulties, would take longer to show results. While a group that is ready to reflect
on their situation in a socially critical way would take less time. In general, this type
of work is not suited to groups of people who are primarily occupied with coping (ie
coping with mental illness, coping with extreme poverty, coping with addiction, etc)
as they usually do not have the head-space to consider citizenship ideas. They are
best-served by creative drama-therapy type work over a long period of time.

Many groups, however, are composed of individuals who come together simply for
training. In this context, training programmes that can provide tips and techniques for
effective behaviour modification are useful in helping members develop and practice
skills they need for various social activities (ranging from the personal - interviews for
jobs - to the vocational - teaching a group). Drama based methods can be useful
here to demonstrate behaviours that can be both critiqued and modelled by the
group. Such programmes are short-term and can be focused on specific behaviours
that the members wish to improve, or on specific vocational skills that they wish to
practise.

In groups who are gathered to create art, or to make theatre performances, the
process of devising focuses on helping the group build and practice skills to do with
collaborative creation. They need to be comfortable with each other and with the
facilitator. They need to have something to share with an audience. And they need to
figure out dramatic ways to share their expressions. In the context of this project, the
material the group will focus on will be related to environmental action. The group will
want to urge the audience to take part in measures for change; or they will want to
share their concerns about climate change; or they will want to propose solutions to
some of the problems they see around them. Using drama allows them to have this
conversation with the audience in a creative, powerful, impactful, and engaging way.
After each performance there should ideally be a facilitated discussion between the
performers and the audience (anyone who wishes to remain). It is often during this
discussion that solutions are suggested, offers are made, understandings are
reached, and plans for change are initiated.

THE DEVISING PROCESS

A typical devising process

After several weeks of working to create trust, security, and ownership in the group,
we will introduce the methods of creating theatre that we use. We will usually begin
with a brief that is focused on structure or form. The brief will challenge the group to
make a short scenes, or a number of scenes, that adhere to a dramatic structure.
The content, theme, characters, and situation will be left up to the group to decide.



A typical brief that focuses on form might be:

Create a performance that is no more than 5 minutes long. It should begin with
presenting us with something normal, everyday, identifiable to most of us, typical,
routine, or quotidian. As the scene or piece develops there should be a gradual
increase in the unusual, different, strange or odd. It should conclude with the surreal.
So, the piece should be a movement from ordinary to extraordinary, or from real to
surreal.

To help the group understand the requirements of the brief, we sometimes give
examples:

Someone you thought you knew well becomes someone you realise you did not
know much about at all.

A place you consider ordinary is slowly transformed into somewhere else.

A scene that is set in a real-world location (a bus, school, a neighbourhood, a café
etc) reveals a subtext that is not seen by everyone. This could be the lead
character’s daydream. It could be ghostly or otherworldly. It could be the
manifestation of tension or anxiety.

We can play with several forms or structures over the course of several sessions,
until the group decides which one(s) they really like and wish to use. The exploration
of form is really just a vehicle to stimulate situation, characters, ideas and dialogue.
Some forms can involve briefs about characters and place. For example:

Create a scene that lasts no more than 6 minutes between two characters that is set
in a parked car and is at some stage in the future.

When the ensemble has chosen their form or forms, they move on to use the form in
order to share what they want to express, explore and communicate. They begin to
make drafts of the scenes or of the performance. The drafting process could take
weeks or several sessions. A draft is a version of the full performance.

The facilitator gives feedback after each draft is presented. Your role here is often
that of dramaturg and director, shaping the drafts into theatrical or dramatic form,
considering what the audience will see and understand, examining how to make it
challenging, clear and engaging. When drafting the director and group focuses on
analysis and feedback regarding the following aspects:

The draft should lead to an idea that is performable

The feedback helps to develop the characters by exploring their needs and
motivation

The feedback examines the relationship of the draft to the real world, real people,
and real situations

The feedback develops the story or situation (dramaturgy).

When drafts become closer to the final performance material, the group will enter the
rehearsal stage. A rehearsal is a process of repetition of drafts. Each draft considers
the feedback that is given. This is often the stage where cuts are made, music is
added, staging possibilities are reviewed and appraised.
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Some tips for rehearsal are:

Consider what will be clear for an audience and what elements will engage them.
Drafts will need to be changed to incorporate these aspects.

Consider the visual: physicality, gestures, movement, and spatial relationships. What
will the audience see?

Repeat the performance to identify arcs, key points, key movement and key lines.
Experiment with pace, rhythm (pauses, silences, rants) and volume.

Once the performance is set, then you can transcribe the script as it stands at this
stage. This is the working script, or the rehearsal script. At this point we work on
monologues, dialogue, clarifying moments, refining comedy or drama, embedding
dramatic moments on the page.

The cast works with the newly edited script. Rehearse it until ready for performance.

When it is performed, we film one of the last performances. Then we transcribe this
performance as it becomes the official script. We can add this to our bank of scripts
or share it with others or revive it in the future.

Facilitator Guidelines

These are 5 basic duties.

Workshops should be planned in advance. It does not matter if you plan alone or
with other people so long as the planning happens.

The workshop should be structured. Each activity should ideally prepare the group
for the following one.

Most workshops centre around a devising task in smaller groups at the end of which
each group presents their piece to the others. You need not necessarily adhere to
this structure all of the time but it should occur for most of your workshops.

The focus of drama work with Crooked House is on the social, political and cultural
aspects of life. While personal experience, opinions and beliefs are expressed and
may form the material of a performance or workshop, the focus is on using these to
shed light on the public and social aspects of the society in which we live. We should
not engage in drama therapy which requires a sophisticated and trained level of
experience, including qualifications in this field.

The facilitator must know how to give comprehensive, constructive feedback based
on the task allocated. The feedback is a core element of teaching.



