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In October 2017 the representatives of ON&OFF,  
BiondekBühne and Crooked House met in Berlin in  
the training course 'Step into Strategic Partnerships'.  
Even though they were part of the same network of European 
youth theatres, they had not planned to meet in this event, 
but it was that coincidence that allowed them to come up  
with the first idea of what 'Drama for Youth Work'  
would later become.

We put the needs of the youth workers at the core of  
the project. In order to do so, we launched an online survey 
interviewing a total of 162 youth workers from 24 different 
European countries. From this we discovered that there was 
a demand for information on how to use theatre methods in 
youth work, as 95.7% of the respondents shared that need.

Another finding was that 67.9% of them look for those  
methods online, and when asked which way they prefer,  
88.3% answered videos, 51.9% written descriptions and  
44.4% illustrations or photos (multiple answers were allowed). 
'Drama for youth Work' therefore begun to take shape.  
We would create short videos for different activities along  
with a comprehensive manual expanding on them and  
with visual support to facilitate their comprehension.

The 3 partner organisations in this project have a wide  
experience in using drama to explore socially inclusive  
themes, but we also wanted to respond to the guidelines  
in the field of education and youth that were stated in the 
Paris Declaration that came after the terrorist attacks in  
France and Denmark in the year 2015. In order to avoid the 
radicalisation of young people, actions through the Erasmus+ 
programme would be supported, especially those that ensure 
that children and young people "acquire social, civic and  
intercultural competences by promoting democratic values 
and fundamental rights, social inclusion and  
non-discrimination" (Paris Declaration, 2015).

According to recent research into cultural youth work,  
it can be seen that, when the arts, and especially theatre,  
is used as a tool in youth work programmes more young  
people are engaged than when non-arts based youth work 
occurs (FIDEA 2017 - The Finnish Drama/Theatre Education 
Association). Theatre has a number of advantages as a tool  
in youth work: principally that it is a collaborative activity and  
it is very successful in achieving personal transformation.  
As such, it is very useful in youth work programmes that 
attempt to promote democratic values, and shift disaffected 
young people from a position of apathy or anger into one of 
social engagement and dialogue.

The problem arises when youth workers around Europe try to 
implement theatre activities to develop citizenship skills and 
to explore core democratic values. There are many creative 
and drama toolkits available for youth workers, and quite a 
number of drama programmes using such methods as  
Theatre of the Oppressed for use with marginalised groups. 
However, none of them describes what kinds of games and 
activities might work best with different target groups.  
None takes into account the varying cultural, socio-economic, 
and educational needs of particular groups. 

We therefore decided that 'Drama for Youth Work' would  
be more useful by providing activities tailored for youth  
workers that have been adapted to their needs and the  
needs of their groups, so that you don't need to have  
previous theatre experience to implement them.

But the underlying idea of this project is to spread  
drama methods to all layers of youth work and answer needs  
in the sector for accessible cultural youth work methods that 
are designed specifically for use by non- theatre practitioners, 
and that are tailored to the demands of social inclusion.

Foreword



Drama for Youth Work – Drama for Youth Work – Foreword 2 / 2  – Booklet Page 7

'Drama for Youth Work' is a project funded by Erasmus+ with On&Off Theatre from Spain, Crooked House Theatre from Ireland and BiondekBühne from Austria.

Foreword 

STEPS OF THE PROJECT

Once the idea occurred for this project, ON&OFF applied 
for funding to the Spanish National Agency of the Erasmus+ 
programme to carry out an innovation Strategic Partnership in 
the field of youth (Key Action 2). In April 2018, after six months 
of preparing the proposal, the project was approved, and we 
were granted €98194 over the course of 2 years to implement 
our project and partnership. This made 'Drama for Youth 
Work' the 6th biggest project approved in Spain in the field of 
Youth for the year 2018.

In October 2019 the first meeting of the project took place in 
Baden, Austria, where the coordinators of the 3 organisations 
of the project divided the tasks for the following months of 
the project, as well as prepared an evaluation and  
risk prevention plan. In addition, they recorded and made  
public podcasts after the meetings in order to share the  
decisions made, both to each other and to members of  
the organisations that did not attend them.  
They can be listened to in Spotify.

The next milestone of the project was the training course  
hosted in Spain in February 2019, in which the filmmakers  
from the different organisations, all of them young  
professionals, spent 5 days working intensely to find the best 
structure to communicate the content of the activities in an 
audio-visual media. They also prepared the videos that would 
be tested during the first piloting phase.

In this pilot phase 2 youth work organisations in each country 
tried 4 videos with their own groups. Once they had tried 
the videos, they passed on their feedback to the DYW team, 
which was used to adapt the materials to the needs of  
the youth workers.

The rest of the videos were created during the spring  
and summer of 2019 and in October the youth workers  
participating in the piloting phase joined the DYW team  
in Ireland to test the rest of activities. They shared their views 
on youth work and on how these activities can fit in their work. 
This much needed feedback helped the DYW team to adapt 
the activities in the written handbook. With this taken into  
account, the writers of the handbook agreed on the final  
content of the handbook, including tips and techniques  
and a glossary or context for the activities.

The videos have been filmed, edited and are ready  
to be shared. The team of DYW launched the videos  
in Maynooth University, in Ireland, during the  
DYW Symposium at the end of January 2020. 

From January to March the handbook was also written.  
Each organisation wrote activities on the social inclusive  
themes that they have great experience with.  
After the materials were evaluated by the whole team  
and the necessary corrections were made, the designers  
worked in making the handbook comprehensive and  
included visual support.

In March 2020, the COVID-19 epidemic meant that all partner 
countries began lockdowns and social distancing protocols. 
Therefore, the future events of the project will most likely not 
follow the pre-planned dates. 

In June 2020 the handbook was finished and  
launched in the second multiplier event of the project.  
It took place in Sala Negra, a theatre in Logroño (Spain),  
with the support of the Instituto Riojano de la Juventud  
(La Rioja's Youth Institution).

The summer was used to evaluate the materials, receive feed-
back from the youth workers who are using both the videos 
and handbook around Europe and in September,  
the final meeting of the project took place, this time in  
Austria, where the team of the project evaluated the  
outcomes of it and disseminated the outputs in a final multi-
plier event. Held in the Teacher's University College of Lower 
Austria, it was an international event where youth workers 
from all around Europe were invited and where they were  
with the both, the videos and the handbook. 

— Juan Escalona Corral, 2020
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BiondekBühne is the place where young people can  
develop through arts. Here you are taken seriously.  
You can be the way you are. Act out!

We aim to holistically promote the individual development  
of all people through the performing arts so they can act  
reflectively, empathetically and responsibly. As a focal point 
of an international network, we regularly offer all members 
possibilities for international exchange. 

Since its founding in 2003, BiondekBühne developed to  
what it is today: a stage for the curious. From just 60  
members, the organisation has grown to several hundreds of 
children and young people in more than twenty acting, dance, 
music and film groups who develop all sorts of pieces of 
performing arts. Each year BiondekBühne continues to grow, 
and during this period of rapid growth we began to leave the 
Austrian borders behind. Our network includes more than  
70 youth theatre organisations in over 30 countries.  
Our members travel abroad on a regular basis to work on art 
projects with our partners and we also invite guests to do the 
same with us here in Austria.

In close cooperation with many of our international partners 
we organise a great diversity of projects such as youth  
exchanges including several workshops about methods of 
youth theatre or filmmaking for young people. We also host 
contact making seminars and project development activities 
for a variety of international organisations practicing or  
interested in youth theatre. Our experienced project  
coordinators always come up with new innovative project ide-
as and create unique opportunities for BiondekBühne's young 
members. Apart from excitement, enthusiasm and  
unique experiences the participants of our international  
projects develop an open mind and better understanding  
for different cultures.

The creative group processes at BiondekBühne are guided  
by professional art pedagogues. For each and every part 
needed in daily theatre life we have plenty of helping hands 
who assist us voluntarily with make-up, costume, marketing, 
catering and much more. Additionally, we have a  
professional team for light and sound. Everyone is  
involved wholeheartedly: curiosity as a passion!

At BiondekBühne small groups develop performances  
throughout the year, which are then presented on stage.  
All children and young people are encouraged to choose  
their own topics or combine their own ideas with suggested 
topics. By applying improvisation methods playfully and  
experimenting in workshop-orientated modes of working,  
expression is explored in a way which meets the high  
standards of aesthetics and results in a piece of art which  
has been made by the children and young people  
themselves and therefore is unique.

This way children and young people get to know their  
creative, communicative and performative potential.  
This not only improves their self confidence but also  
strengthens their personality in everyday life.

BiondekBühne



Crooked House was established in 1993 in Newbridge,  
County Kildare, Ireland by theatre-maker Peter Hussey.

We work with young people aged 11 to 24, creating new 
plays, staging classical and contemporary plays, and running 
theatre workshops for teens and young people.

Our aim is to provide a forum in which young people can 
develop artistically, and to nurture the skills necessary to be 
active and creative citizens. 

Since its inception Crooked House has worked with youth 
groups throughout Kildare, Ireland and abroad, on themes 
of social justice, equality, human rights, and community 
development. These themes are expressed through theatre 
workshops, devised performances and plays. The majority of 
this work aims to promote positive mental health; increase 
citizenship abilities; promote equality and develop critical 
thinking. All of our projects try to find innovative and creative 
ways to explore these issues. Our philosophical positions 
are influenced by the work of theorists like Paulo Freire, 
Augusto Boal, Germaine Greer, Pierre Bourdieu, and William 
Shakespeare.

We have built a wide but focused network of partners in 
Europe, most of whom work with young people in creative 
contexts (like theatre, or music). 

We work outside of Erasmus+ as well, taking part in training 
opportunities offered by the network; and giving training in 
specialised areas of youth work to our network organisations. 

We have pioneered in Ireland the use of theatre of the 
oppressed methods of groupwork in the field of Youth & 
Community Work, using both artists and youth workers to 
develop projects with young people.

Reports, evaluations and project descriptions can be  
accessed in our Reading Room section of our website at 
www.kildareyouththeatre.com

Drama for Youth Work – Drama for Youth Work – Crooked House 1 / 1  – Booklet Page 9

'Drama for Youth Work' is a project funded by Erasmus+ with On&Off Theatre from Spain, Crooked House Theatre from Ireland and BiondekBühne from Austria.

Crooked House Theatre Company



Drama for Youth Work – Drama for Youth Work – ON & OFF 1 / 1  – Booklet Page 10

'Drama for Youth Work' is a project funded by Erasmus+ with On&Off Theatre from Spain, Crooked House Theatre from Ireland and BiondekBühne from Austria.

ON & OFF is a Youth Association formed by the students and 
alumni of the School of Theater Dinamica Teatral. Founded 
in April 2000 in Logroño, La Rioja, it is a non-profit entity, for 
cultural and artistic purposes, lacking political, partisan or 
religious activities.

The purposes of ON & OFF are:

 ¤ Bring together people interested in the performing arts  
 in learning, experimentation and staging groups.

 ¤ Organize recreational and cultural activities.

 ¤ Participate in meetings, exchanges, contests and /  
 or competitions at local, national or international level.

 ¤ Cooperate in the programming of local,  
 national or international shows.

 
Our objectives:

 ¤ Conduct and teach courses, workshops and  
 theatrical activities for children, youth, 
 adults and older adults.

 ¤ Create specific working groups (lighting, sound,  
 props, etc.) for the best organization of ensembles.

 ¤ Promote at the Town Hall or in the Children's Area and  
 Youth of the Government of La Rioja the development of  
 a 'Children's Theater Contest'.

 ¤ Promote meetings with similar groups to exchange  
 experiences, knowledge and information.

 ¤ Make presentations for public or private institutions.

 ¤ Take part in all the contests, competitions, exchanges  
 and theater meetings for which the groups are prepared.

 ¤ Make camps, trips, visits and cultural and  
 recreational activities.

 ¤ Collaborate in special events organized by  
 the City Council.

All those are objectives related to the performing arts that 
the Board of Directors consider appropriate to propose to its 
members and development for their social, cultural and  
intellectual enrichment. ON & OFF carries out its activities  
in a space of 400 m2 destined for its tests and its meetings,  
in the heart of the city of Logroño.

 

For 5 years (from 2007 to 2011) we promoted, together with 
the Childhood and Youth Unit of the City of Logroño, the 
'Theater Encounters Children ON & OFF ' in which an average 
of 24 groups of children between 6-12 years of age participat-
ed, 350 children on average each year. We gather 
around 800 people between families and children at the Final 
Gala with the main objective of promoting and maintaining 
the 'love for the theater' and encouraging families  
'to participate in cultural activities'. It is almost entirely  
managed activity by young people from 16 to 20 years old.

Some of the members of ON & OFF work professionally in 
Dinamica Teatral, which received the 2007-2008 Social Ser-
vices award from the Autonomous Community of La Rioja for 
the special effort in transmitting values for their students and 
also among the public, promoting with its theatrical staging 
reflections with the aim of eradicating violent behavior and 
promoting values such as respect and equality.

Dinamica Teatral, founded in 1996, currently has about 110 
students in 16 groups of people with diverse ages, in which 
Dramatic Play, Layton, Chekhov, IMPRO and Lecoq techniques 
are worked on. Every year around 14 productions are made.

Since 2007 we have carried out specific training and  
exchange activities in performing arts with roughly 50 entities 
from different European countries, previously through the 
Youth in action Programme and now Erasmus +.

We have experience in coordinating and participating  
in Key Actions 2 of the Erasmus + Programme,  
as well as welcoming and sending volunteers through  
the European Solidarity Corps.

ON & OFF



Alec Delaney

Alec is an Irish film student currently based in County Kildare, 
Ireland. Ever since he was a child he had a passion for film 
making. At the age of fifteen he built his first computer and 
started shooting and editing short movies with friends. 
After secondary school he studied cinematography at  
Ballyfermot College of Further Education. He is currently 
(2020) studying Film and Television Production in Dún  
Laoghaire Institute of Art, Design and Technology with  
a major in editing & minor in cinematography.  He tries  
to make as many films as he can while also focusing on  
his studies without sacrificing quality. He works with  
what he loves, and he loves his work.

Silvia Sáenz Garcia

Silvia Sáenz Garcia is a primary school teacher with training  
in Lecoq, Layton, Chehov, Impro, Clown and theater direction. 
She is the founding partner of Dinámica Teatral, since 1996, 
currently the Pedagogical Director of said theatre school and 
teacher of children, adolescents and families. Director of the 
Inclusive Theater groups of ARSIDO (Riojana Syndrome Down 
Association) and Director of European projects ERASMUS +.

Laura O'Riordan

Laura O'Riordan is the Erasmus+ project coordinator of  
Dinámica Teatral and theatre teacher to various ages of  
primary school students. She has studied theatre since a 
young age in prestigious schools such as Our World  
Neighbourhood Playhouse, the founding school of the  
Meissner Technique and since then has constantly been  
involved in volunteer work and theatre productions with  
people with disabilities, people at risk of social exclusion  
and in projects to combat racism and sexism through theatre.

Juan Escalona Corral 

Juan has worked as a theatre facilitator in Dinamica Teatral 
from 2012 to 2019, working with different age groups and in 
varied settings. In 2015 he started to work in ON&OFF  
coordinating both local and European projects,  
as well as acting as trainer and facilitator.  
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Peter Hussey

is Artistic Director of Crooked House Theatre Company  
Ireland which he founded in 1993. He established Kildare 
Youth Theatre in 1996 and is its artistic director.  
He is a theatre-maker: writer, director and drama facilitator. 
Peter has been a contributor to academic programmes at 
Maynooth University since 1989. 
Peter's research is about finding out how collaborative  
theatre-making effects young people

Gregor Ruttner

Gregor Ruttner is member of the board and youth theatre 
leader at BiondekBühne. He studied Drama in Education / 
Theatre Pedagogy in Vienna and has been involved in 
 Erasmus+ Youth in Action projects for almost a decade now. 
He also lectures at the University College of Teacher  
Education in Lower Austria.

 

elli Krenn

elli Krenn studied Eurythmics/Music & Movement Pedagogy 
and Jazz Singing in Vienna. She is a primary school teacher 
and has a training in Theater Pedagogy. elli was a youth lead-
er for BiondekBühne from 2006 until 2019, where her main 
focus was on the music department even though she also 
facilitated groups in the drama department. As a freelancer 
she works in different artistic projects as well as a facilitator, 
teacher and as a performer herself.

Biographies



Stefan Zeiler

Stefan Zeiler is a filmmaker from Austria, who shoots music 
videos, commercials and fictional   short   films   as   a   writer,   
director,   producer   and   editor (www.hearusmove.com). 
Currently, he studies  film studies in Austria. He also works as 
a film and theatre tutor.

Simon Kriese

Simon Kriese studied Psychology and Elementary Musical 
Education in Vienna. Additionally he successfully completed 
training to become a theatre pedagogue. Working as a youth 
theatre leader for BiondekBühne and as a freelance actor, 
voice actor and presenter, he is also an external  referee at the 
University College of Teacher Education in Lower Austria.

Tobias Vees

obias Vees is a filmmaker from Austria. He studied German 
Philology in Vienna and Screenwriting in London. Now he 
works internationally as screenwriter, director and teacher 
(www.hearusmove.com).
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Doug Morrison

Doug is a theatre-maker who enjoys writing, playing music 
and making films. He lives in County Kildare in Ireland. Doug 
has been a member of Kildare Youth Theatre all his teenage 
years. Doug is a facilitator of Touchstone, a foundation work-
shop in Kildare Youth Theatre for teens interested in explor-
ing and devising pieces of theatre. Doug is also one of our 
videographers and editors for Kildare Youth Theatre, creating 
teasers for upcoming projects, documenting shows, and 
creating projection art, all of which can be seen on Crooked 
House's YouTube page.

Mario Pinedo Romea

Mario Pinedo Romea (Director of Photography | Director |  
@mario__pinedo) is a multidisciplinary visual artist graduated 
in Film Studies at Carlos III University of Madrid. In 2017 he 
received a scholarship which allowed him to continue his  
studies in Mexico for one year at the Technological Institute  
of Monterrey. Director of several award-winning films leading 
up to Big Bunny (2019), his bachelor thesis film, which deals 
with hegemonic masculinity and sexual identity in a young 
contemporary context.
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The purpose of this manual is to support 45 videos we made 
for youth workers. The videos consist of performing arts 
games that are suitable for working with young people. 
They are designed to be used by people who have not  
practiced or facilitated drama before, and they can also be 
used with groups who have no experience of drama.  
However, those youth workers who have some experience  
of drama facilitation will also find the videos, and the  
descriptions in this manual, useful, as many of the  
activities are original and have been developed by  
the youth theatre companies in this project.

Each of the three partners in the Drama for Youth Work  
project is a youth theatre: that is, we work with young  
people using theatre to create art, and as a means to  
stimulate learning and personal development. 

The kind of theatre that we practice with our young  
performers is sometimes known as 'process drama'.  
In it we explore participants' attitudes, experiences and  
senses of self through the rehearsal and devising process. 
Instead of simply getting lines to learn for a part in a play,  
a young person must create the whole part themselves  
(with our help and guidance). They draw on their experiences, 
personality traits, knowledge of themselves and of society, 
and their attitude and observations in order to create the part. 
This is done through discussion and through various rehearsal 
techniques. It takes time but is invariably worth it as the young 
person has complete creative control and owns the 'part' as a 
valid, imaginative expression of their own.

Most of the activities included here are used in this creative 
process. Some are designed to help young people explore  
a theme while others help participants develop key skills and 
attitudes that they will find useful for performance.  
The activities are also excellent for developing life skills,  
exploring cultural assumptions, and preparing participants  
for active citizenship. They can be used as part of a broader 
youth work programme which has no element of  
performance or theatre.

Youth Theatre and Learning

Theatre-making is a site where, by necessity, learning takes 
place, attitudes are questioned and values are critiqued.  
The state of adolescence is one of routine surprise where 
engaging with the unexpected is a way of being. Theatre- 
making matches this state perfectly, supplying the young  
person with a set of tools that thrives on curiosity and that  
can build meaning from the surprising. Education (with the 
possible exception of the sciences) generally does the  
opposite, calming young people down and quenching  
curiosity with liberal dosings of routine, predicable and  
confining orthodoxy that replaces defiance with compliance. 
For many of our young people being in a youth theatre is  
the only space they have left at 16 where every question is  
not answered before you ask it. Young people's surprise  
generally invigorates my own tired perspectives and I find 
myself relishing the freshness with which we, together,  
explore the world. We learn in theatre mainly through  
a process called 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. 

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.
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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 teach-
er 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 teacher develops the groups' skills to research,  
using whatever means they find most useful. This process 
might take only two or three sessions, or it could take months.

Once the ensemble is established the group focuses on what 
it wants to learn about. The teacher 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 charac-
ters 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 for us is 
one of the most enjoyable aspects of teaching. We are regu-
larly 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. 

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 teacher 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 
teacher and student really occurs.

Why This  Book?



Theatre-making and Good Mental Health

We have found that this type of drama practice combats 
depression particularly well. It also assists hugely in alleviat-
ing feelings of isolation and estrangement, and it builds high 
self esteem. In our practice in Crooked House over the past 
15 years we have discovered that it also effectively acts as a 
measure for suicide prevention. It does this by developing 
key skills and aptitudes in the participants that contribute to 
positive mental well-being. Some of these skills and abilities 
are regarded as key deficiencies in young people with suicidal 
tendencies. The particular ones developed by theatre are:

 ¤  The ability to channel impulsive behaviour.  
 Many suicide attempts result from, among other  
 factors, a strong impulsive action taken by the young  
 person often under the influence of drink or drugs.  
 These impulsive actions regularly come about because  
 feelings have been bottled up or repressed for years.  
 In our drama practice we encourage the expression and  
 channeling of impulsive reactions and behaviour.  
 We show how to harness and use spontaneity and instant  
 expression. Young people are encouraged to use their  
 feelings and impulses to create improvised and devised  
 performances in safe and encouraging surroundings.  
 They become accustomed to channeling sudden  
 feelings, strong reactions, responses to external  
 stimuli, etc in a way that is healthy and non-aggressive. 

 ¤ Taking control over ones' life. Our research has shown  
 that young people today generally don't feel that they  
 have a lot of control over their daily routines and lives  
 (they are collected and dropped off by parents,  
 school is very structured, their evenings are set and  
 established etc). In theatre they have to make their own  
 characters, performances, and expressions  
 – all from scratch. They must be in control of the process  
 themselves. For many this is difficult – they will constantly  
 ask "What do you want me to do?" or they will regularly  
 seek permission to do some action or reaction on stage.  
 Eventually they learn to be independent and to gain  
 control and ownership over the process of making  
 something. This sense of control spills over into their  
 lives and assists them in taking charge of other processes  
 like career choice, life choices and emotional responses. 

 ¤ Collaboration and teamwork. Young people learn  
 almost immediately how to give and take, collaborate,  
 compromise and grow, and work together. Often it is  
 in the drama workshop environment that they first  
 encounter this life-skill, as much of their unregulated  
 time is spent alone with video games, in their bedroom,  
 or silently receptive to TV and cinema. The collaboration  
 in youth theatre builds very strong friendships and  
 opportunities for engagement with others.

 ¤ Creating, not consuming. The key skill in process drama  
 is teaching the young people how to be active  
 creators (of meaning, of identity, and of viewpoint)  
 as opposed to being passive consumers of opinion,  
 of culture and of commodities. Instead of listening and  

 watching the opinions of others (in the media, in the  
 schoolbooks, in the video games) they have to create  
 meaning from a blank canvas – there are no models  
 to follow, no guidelines other than you must get up  
 and create a situation, a character, an opinion,  
 a point-of-view. The dramas we create are all expressions  
 of their concerns, their attitudes, and their points-of-view.  
 This facility helps them have a critical engagement with  
 the world around them; to name their concerns, joys  
 and interests; and to formulate their own opinions.

 ¤ Active Citizenship. This drama encourages the young  
 people to look twice at everything. They need to be  
 sharp and observant when creating realistic scenarios  
 and realistic character types. This stimulates an interest  
 in their surroundings, which is then channeled into  
 making a drama about their concerns and issues.  
 Many young people then go on to become involved  
 in organisations and work that help create a more  
 just and equal society. Their political engagement  
 is stronger and they take a very active interest  
 in political issues.

 ¤ Accessing the Imagination. Nothing beats theatre  
 when it comes to opening up people's imagination.  
 It is the principal quality of drama. Young people are  
 natural creators – but they need a safe and stimulating  
 environment in which to be imaginative. We help them  
 use their imaginations to solve problems, to imagine  
 different sides to a complex argument, to imagine  
 alternatives to set ideologies. An imaginative young  
 person is someone who will not become trapped in a  
 problem or find something too heavy a burden to bear.

 ¤ Using information. The drama we practice with young  
 people helps them to access and use information  
 as opposed to simply ignore it, or be overwhelmed by it.  
 Many young people ask for permission to do something  
 rather than find out for themselves if it would be a good  
 or bad thing to do. Process drama requires them to  
 gather all kinds of information in every moment, and to  
 act on the information they gathered. The information  
 is usually about the other person acting with them, the  
 environment they are in, the context of their situation  
 and scenario, the likely outcomes of saying or doing  
 something. This is an essential skill in problem solving,  
 and in dealing with unwelcome situations in life.

There are many other qualities in process drama that assist in 
suicide prevention (eg leadership skills, having fun and being 
stimulated etc).

We hope that some of these activities will help you develop 
the skills and confidence of the next generation of young 
people. Enjoy the journey.

— Peter Hussey, 2020
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Gender
Although there are many aspects to considering gender,  
in these videos we only select the male/female dichotomy. 
We realise there are other states and definitions and we invite 
youth workers to use and adapt the videos as they see fit.

We have always viewed theatre as learning space, in which 
people co-create meaning and generate models of being 
human.  In the theatre space, practitioners and audience are 
imaginers – each group is engaged in the exercise of their 
imagination and in the discovery of what it means to be free.  
Similarly, in a youth project, groups of individuals come  
together to create meaning, using a different set of tools 
perhaps, but also aiming to understand themselves and their 
world better so that they can be liberated within it.  

When we explore socio-political and cultural issues,  
such as gender, with young people we find that teenagers 
have a lot to say about these issues.  Young people are  
becoming more aware that there are social and cultural  
systems in place, policies that impact on them, political  
movements, and history and culture, and various other  
factors in society that affect them.  This is especially true  
when it comes to the issue of gender.

We sometimes see our job as encouraging young people to 
find a way to position themselves, their learning, their history, 
and what it is they want to do, in that wider socio-political and 
cultural context.  We are not usually interested, for example, 
in the kind of critical reflection which focuses only on  
the question: who am I as a person?  We are neither  
interested or qualified in therapy, in the formation of one's 
personality.  The sessions we do rarely go down that road,  
nor do they often look at the individual as a person shaped  
by intimate things. 

We look instead at the individual shaped by social and  
cultural factors as opposed to shaped by concerns such as 
'What was my position in my family?'  Or 'Did I get enough 
food growing up?'  'Was I loved enough by my family?'    
The emphasis we place is on the structures supporting their 
viewpoints and experience. We spend time looking at social 
systems, for example, 'How are male teachers and female 
teachers in my school different, if at all?  How did I feel 
about the way society wanted me to become a man? What 
images presented themselves to me culturally about being a 
woman? How are the messages being portrayed to me and 
my family about being a mother? How are these messages 
constructed?'  
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So, in our workshops we are moving the focus away from  
the idea that 'social suffering' or marginalisation, or  
exclusion, or difference, is an individual's fault.  We're trying 
to look at it in a wider, systemic way. Our workshops on 
gender aim ultimately to raise awareness of structures of 
power so that young people can begin to influence systems; 
articulate their political point of view; and try and change the 
culture, as opposed to changing themselves.  

We are using drama to encourage young people to look at 
themselves and assess how systems have met - or failed to 
meet - their needs as individuals, particularly in the area of 
gender and identity. 

The videos can be used at an early stage of work with  
groups to explore gender. As always, they are there to  
prompt discussion. Some of them can be used as warm-up 
and energiser videos in their own right.

There needs to be some familiarity with each other in a 
group before some of these activities will work well. And 
there needs to be mixed groups of male and female.

A good energiser to start with is 'Princesses and Dragons' 
which can be used to introduce the idea of being stuck or 
trapped against one's will in a state or identity. 

Then we might look at the simple 'Run Like A Girl' to move 
the conversation onto how we have inherited or absorbed 
ideas about what women and men behave like in public.

Moving from here we could use the Gender Swap exercises 
to explore this particular group's knowledge of the other 
genders. They can also be used for one group to challenge 
the stereotypes presented, or to discuss and agree on other 
aspects of presentation.

Finally we would use the poetry to engage in deeper appre-
ciation and awareness of social, political and cultural aspects 
of gender.

The games can be adapted to talk about all genders, and 
identities, and not just about male/female ones.

— Crooked House, 2020
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To warm up physically before exploring the  
theme of gender.

1. Princesses and Dragons

5 to 10 minutes.

Does not matter, however there must be  
an odd number of participants.

It may take some time before everyone understands  
the rules of the game. The roles should be swapped  
half way through.

 ¤ One chair for every two people.

 
Make sure that the players do not grip hold of clothing  
or hair. They should simply tap the arms of their 'princess'. 

Preparation

Participants split into pairs. One person in the pair  
takes a chair, places it in the circle and sits in it. The other 
stands behind the chair with their hands grasped behind 
their back. The facilitator stands behind an empty chair.

Description

The participants are told that those who stand behind  
the chair are dragons' while those who sit in the chair  
are 'princesses'. The facilitator explains that every princess 
wants to leave their dragon and can only do so by moving 
to the empty chair. However, in order to leave their chair 
and dragon, they must have the spell lifted. The dragon 
behind the empty chair is the only one who can remove  
the spell. This is done by winking at a princess. If the 
princess makes eye contact with a winking dragon she 
must attempt to move to the empty chair. The dragon that 
stands behind her has now an empty chair, and must search 
for another princess. (The cycle repeats). Dragons are told 
that they can prevent a princess from leaving their chair by 
reaching out and quickly tapping them on the shoulders.

Evaluation

This exercise can be used to open up a discussion  
about control and freedom as well as the idea of people 
not being allowed to do what they want when they want. 
Participants are asked how gender stereotypes encourage 
people to conform.

Summary

1. Participants are split into pairs, one from each pair  
 takes a chair and sits in a circle.

2. The rules are explained and the game begins.

3. A reflective discussion follows.

Unknown



Always 'Like A Girl' campaign.
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To explore how stereotypes shape the way  
a person thinks.

5 minutes.

Does not matter. As long as there is ample space  
for participants to run.

The result of this activity is dependant on how little  
information the group are given at the start.  
They should only be told the instruction 
i.e. not be told what the objective is.

Ensure participants have adequate space when running  
so that they do not trip up each other.

Preparation

Everyone lines up against a wall.

Description

The facilitator simply asks the group to run across the room 
like a girl. Once they reach the other end, they are asked to 
run back across the room as a boy. Finally, they are asked to 
run across the room as themselves.

Evaluation

In the reflection, participants are asked about the  
differences they saw or applied themselves as they ran as 
different genders. The topic of stereotypes is discussed 
and where it is observable in modern society.

Summary

1. Group lines up on one side of the room.

2. They run across the room as a girl.

3. They run across the room as a boy.

4. They run across the room as themselves.

5. They reflect on the differences they observed  
 and/or applied.

2. Run Like a Girl
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To devise and discuss a piece that explores  
the perceptions boys and girls have of each other.

3. Gender Swap #1

15 to 25 minutes.

Does not matter, must be a similar mix of boys and girls.

The feedback from the audience is a vital part  
of this exercise. Groups should be okay with  
taking criticism.

 ¤ Props may be used.

 
Typical youth work safety guidelines.

Preparation

Two groups are formed, one containing all of the boys  
and the other containing all of the girls.

Description

Groups are asked to devise a piece that explores what  
they think other gender does when they are on their own. 
They are given 10 minutes to devise a piece and it can be 
set in any location. They perform the scene in front of the 
other group.

Evaluation

After each piece is performed, the audience (made up of 
the gender being performed) is asked about their opinions 
of the play and what they would change in order to make it 
more accurate.

Summary

1. Participants are split into two groups;  
 boys and girls.

2. They devise a scene that shows  
 how they believe the opposite gender acts  
 when they are not around.

3. The pieces are performed.

4. The audience is asked to critique the performance.

Peter Hussey



Peter Hussey
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To explore cultural assumptions that society  
holds about different genders.

4. Gender Swap #2

25 to 35 minutes.

Does not matter, must be a similar number  
of boys and girls.

If the activity goes well, the facilitator should not have to 
lead the discussions after each performance. Participants 
should feel free to debate freely what they think.

Typical youth work safety guidelines.

Preparation

Participants are separated into two groups,  
one containing the boys and the other containing the girls.

Description

Groups are asked to devise a five minute scene that shows 
how they think the other gender consoles or supports  
people of the same gender. They perform each scene and 
the audience gives feedback about what they thought was 
true and what they thought was false. 
The groups then devise a second scene that shows how 
they think the opposite gender offends or undermines  
others of the same gender. Again, the scenes are  
performed and are given feedback from the audience.

Evaluation

Similarly to the previous exercise, the feedback given after 
each performance is important as it offers a valuable dis-
cussion point for participants.

Summary

1. Participants are split into boys and girls.

2. The devise a scene based on how they think people  
 of the other gender supports each other.

3. The perform the scenes and  
 are given feedback from the audience.

4. They devise a second scene that explores  
 how they think.

5. people of the other gender undermine or  
 hurt each other.

6. These scenes are performed and  
 feedback from the audience follows.
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25 minutes.

Does not matter.

Any poem can be used for this activity as long as  
it is based loosely around the theme of gender.

 ¤ A poem.  
 The poem used in the instructional video was  
 'A Work of Artifice' by Marge Piercy.

 
Typical youth work safety guidelines.

Preparation

The participants are split into two or more groups.  
Each group is handed a copy of the poem.  
Any terms the participants are unfamiliar  
with are explained by the facilitator.

Description

The groups are asked to make an image or a series of im-
ages inspired by a line in the poem. They spend  
10 minutes discussing elements of the poem and building 
images. They are asked to create the image(s) based on 
some aspect of their lives today. They then perform the 
images in front of the other groups.

Evaluation

The reflective discussion should be around the impact  
of gender roles and stereotypes on their lives today.

Summary

1. Participants are split into groups.

2. They are given a poem.

3. They are given 10 minutes to complete  
 the task of creating images based on specific lines  
 in the poem. These images must reflect some  
 aspect of their lives today.

4. They perform these images to the other groups.

5. The group reflects.

5. Using Poetry to Explore Gender

Common teaching exercise.

This activity aims to increase awareness  
about aspects of gender using poetry analysis  
as inspiration to make related images.





Interculturality
We understand interculturality as the relationships that  
exist between the various human groups that make up a  
given society; the sum of the relationships that exist within 
society between various majority-minority constellations,  
and that are defined not only in terms of culture,  
but also in terms of ethnicity, language, religious  
denomination and / or nationality. Consequently,  
the empirical referent of each of these constellations is  
highly contextual: in some societies, interculturality is used to 
refer to the diversity caused by migration, while in others the 
same notion is applied to interactions between ethnic groups 
such as 'Gypsy ethnic group'

 
We define and classify the notion of interculturality 
according to three complementary paradigms:

The inequality paradigm focuses on a 'vertical analysis'  
of especially socio-economic structures (as in the case of 
Marxist class and class struggle theories), but it also includes 
gender inequalities (as in feminist critique of patriarchy)  
and persistent colonial and racialized caste asymmetries. 
Interculturality, seen through the lens of this paradigm,  
has nurtured compensatory institutional responses,  
with the aim of 'making the unequal the same', which has 
identified the deficiencies and / or diversabilities  of certain 
minorities as sources of inequality.

The paradigm of difference has been formulated,  
developed and disseminated by the new social movements 
and their particular identity policies. This paradigm promotes 
a 'horizontal analysis', conversely, of ethnic, cultural,  
religious, gender, age, generational and sexual orientation,  
as well as differences related to various capacities.  
This is accomplished through targeted group strategies  
and segregated empowerment for each of the minorities 
involved. The intracultural characteristics and the strategic 
delimitations towards other groups trigger the identity  
politics that is erected mainly in the discourse, more than  
in the praxis. The corresponding approach privileges  
particularistic and multiculturalist responses that often ignore, 
make invisible or minimize socio-economic inequalities and 
broader structural conditions.

The diversity paradigm is formulated through criticism,  
both of assimilationist monoculturalism and essentializing 
multiculturalism. Unlike the other two paradigms,  
this approach starts from the plural, multi-situated,  
contextual and, consequently, necessarily hybrid character  
of any cultural, ethnic, religious, gender or social class  
identity. These diverse identities are articulated individually 
and collectively, to a lesser extent, through discourses and, 

above all, through the praxis of interactions between het-
erogeneous actors in hybrid, interstitial and shared spaces. 
Consequently, the resulting analysis strategy tends to be  
intercultural, in the sense of searching for relational,  
cross-sectional, and interactional characteristics.

The intercultural perspective emphasizes the type and  
quality of intergroup relationships within a society.  
Therefore, the minority is not distinguished from the majority 
in demographic or quantitative terms, but in terms of power 
— the power to define who belongs to a majority and who is 
stigmatized as a minority.

Starting from the consideration of the interrelationships  
between culture, ethnicity, interculturality and nationalism,  
an essential task of anthropology consists of critically  
'crumbling' the discourses on multiculturalism and  
interculturality (Meer and Modood, 2012), as well as the 
relationships that exist between these discourses and their 
respective practices, as they materialize in intercultural  
education. Differential treatment -either assimilating,  
integrating or segregating- provided by an official  
nationalized education system and focused on certain and  
alleged minority groups, is an integral part of the identity 
policy of the nation-state. The perception of otherness is, 
simultaneously, a product and producer of identity.  
This close interrelation between the notion of 'we' and 'them' 
is not only evident in the classic pedagogies of  
nationalizing nationalism in the 19th century;  
The new pedagogies of multiculturalism and interculturalism 
must also be analyzed not as a simple response to the internal 
diversification that occurs in classrooms, but as contemporary 
expressions of the project of national identity: interculturality 
from the hegemonic perspective of the State implies that 
there is a pedagogy officer of otherness, of dealing with other 
not-yet-nationals.

If we talk about interculturalism and multiculturalism,  
both concepts refer to transformative programs that aim to 
make contemporary societies more aware of their internal 
diversities, and more inclusive and symmetrical in relation to 
their so-called minorities. Normative programs that develop 
affirmative action measures and positive discrimination in  
order to 'empower' certain groups in particular within society. 
Interculturalism emphasizes the need to transform the nature 
of the relationships between these groups, which implies not 
only empower some, but also alter the perceptions of the 
majority and promote reciprocal identification processes  
between groups that have been privileged and those that 
have been historically excluded, "between those who do not 
want to remember and those who cannot forget"  
(Santos, 2010: 131).
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Thus the interesting thing is to develop in the new genera-
tions an intercultural sensitivity, defined by Chen and Starosta 
(1997: 5) as the individual ability to develop positive emo-
tions through the understanding and appreciation of cultural 
differences, capable of promoting appropriate and effective 
behaviors in intercultural communication situations. Intercul-
turally sensitive people are willing to understand, appreciate, 
and accept cultural differences.

Developing an intercultural sensitivity in young people  
helps them to: increase self-esteem, regulate their own social 
behavior, to better face patterns of commitment, affective  
requests, influences, to better adapt to different situations  
and to be more communicatively competent, to understand 
the multidimensionality of the situations and the multiple 
forms of solution of the possible tensions; to recognize, 
accept and appreciate the different approaches and points 
of view, to accept the explanations and interpretations of the 
world, which differ from their own, thereby acquiring broader 
views of reality.

When we talk about interculturality with young people, 
we urge them to open their minds, which in a practical  
sense is: assume and integrate the difference, understand  
that there is something that makes cultures differ in the  
ways of elaborating and maintaining their world views.

We consider empathy as a central element in  
the development of intercultural sensitivity, understood as  
the ability to put ourselves in the place of the other and 
understand him. It favors that the individual is able to handle 
more visions of reality than his own and accept them as  
equally valid understood in the same context.

Theater is a very useful pedagogical tool to promote  
the development of responsibility, insight and attention in 
interactions, which in turn facilitates the understanding of 
messages and the effective resolution of intercultural  
encounters. When developing the activities that we propose 
and reflections, we observe that young people develop the 
ability not to judge people, they exercise the ability not to 
pay much attention to first impressions, in order to establish 
sincere and effective communications that allow them to meet 
the person regardless of their culture.

Theatrical training fulfills the 4 basic conditions to  
obtain favorable changes in attitudes and  
interpersonal attraction: 

1. the contact situation stimulates an interdependent and /  
 or cooperative relationship to achieve a joint objective; 

2. the standards of stage work favor the concept of  
 equality and the egalitarian relationship; 

3. the situations exposed in the activities enhance  
 people's knowledge, revealing enough details about  
 the group members, questioning stereotypes; and 

4. the status of the participants is equal in the contact  
 situation (Goikoetxea and Pascual, 2002).

 
The activities have been thought in this order,  
for the progressive evolution of the theme:

1. Circle of Support

2. Communication Codes and Culture

3. Prejudices

4. The Thermometer

5. Intercultural Clashes

 
In order to carry out the activities, the facilitator needs to  
create an uninhibited and safe atmosphere, where young  
people feel that they can express themselves, experiment  
and make mistakes freely.

— On&Off, 2020 
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From the Field

Fernando Pellejero Pérez

My name is Fernando Pellejero Pérez. I carried 
out four specific activities with the group of young 
people from Fundación Pioneros with whom I work 
daily. It is a group of young people between 14 and 
24 years old, very diverse in terms of ages, cultural 
origins, and socioeconomic profiles. In my case we 
worked on the issue of interculturality through the 
activities:

 ¤ The Circle of Support

 ¤ Prejudices

 ¤ Codes of Communication and Culture

 ¤ The thermometer

In general, it was a few simple and fun exercises  
for the group, however we obtained some very  
rich reflections later. Specifically, in the activity, 
Prejudices, the young men and women commented 
that they had surprised themselves in terms of  
behaviors that they adopted, sometimes failing  
to recognize each other. It has served them to  
question established certainties in addition to  
experiencing in a practical way, different responses 
to everyday situations.

As for the material provided, I think it was  
adequate. The videos show in a clear and simple 
way the activity to be carried out and provide the 
necessary guidelines for its realization. I did not 
have to carry out any adaptation, but I followed the 
instructions as described, since the group I worked 
with did not show any difficulty in developing them.
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Julia Pérez Martínez 
Diagrama Foundation

The Circle of Support

Type of participants: 
The people who participated in the activity  
are minors between the ages of 14 and 18,  
all of them share that they are complying  
with judicial measures. 
They are minors who also share various risk  
factors such as toxic consumption, lack of impulse 
control and difficulty expressing and managing their 
emotions. In the same way, despite appearing to 
be strong minors when they are removed from their 
comfort zone, a great embarrasment appears.

Difficulties that arose and adaptation: 
It was the first activity that was carried out so the 
boys were overcome with embarrasment and they 
made verbalizations like "I don't know how to do 
that, what is it for, it seems silly to me ..."  
so I decided to be the one (the facilitator),  
with the help of a partner, to begin to carry out  
the activity, inviting the least embarrassed to do  
it at first and then the rest, thus managing to  
eliminate embarrassment and fear and continue  
the rest of the activities. 
 
 
 

In the same way, in the second part of the activity,  
I had to stay on the sidelines, since being a contact 
activity, I had to have supervision of the group.

The thermometer

Type of participants: 
The people who participated in the activity  
are minors between the ages of 14 and 18,  
all of them share that they are complying with  
judicial measures. They are minors who also  
share various risk factors such as toxic consumption, 
lack of impulse control and difficulty expressing and 
managing their emotions. In the same way,  
despite appearing to be strong minors when  
they are removed from their comfort zone,  
a great self-consciousness appears.

Difficulties that arose and adaptation: 
I perceived that the minors tended to tell stories 
that had happened to them directly and that could 
complicate the activity, for that reason I made 
different stories for them to choose and represent 
the one they liked the most. In this way, we could 
avoid conflict and sometimes negative leadership 
exercised by one of my minors. 
 
Similarly, in the final debate and reflection,  
I had to be very active to focus on the debate  
in order for it to be constructive
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Be placed in the position of people  
in an irregular situation.

Experience the security and freedom provided by soci-
eties that protect the rights of citizens.

20 minutes 

Between 5 and 8 participants per circle.  
A maximum of 15 participants in total.  

Preparation

We are often not aware of the importance of the rights  
we enjoy. In the same territory, citizens are legally and  
socially protected, alongside those who do not have the 
same rights. There are thousands of undocumented  
immigrants who do not enjoy basic rights:  
have access to education or health, justice.

The Rights Network allows us to experience social trust,  
going through moments when we wobble and when  
we are afraid that the system will not protect us.

Through this activity we will experience the sense of  
security that you have when you recognize yourself as  
someone with rights of a society.

Description

Everybody stands up. A person is placed in the middle  
of a circle of people with their eyes closed. The group will 
gently push the person in the center so that he/she swings 
nicely from side to side but without falling it. The operation 
will be repeated with several participants.

Imagine that the people placed in a circle are  
the whole Society; Your mission is to protect  
the person who stands in the middle.

Evaluation

 ¤ How have we felt? 

 ¤ How do immigrants feel when they go to institutions? 

 ¤ How do they feel while waiting for their rights  
 to be recognized? 

 ¤ What would you feel if one morning you got up  
 and discovered that you have no right to associate,  
 to go to the University, to denounce an  
 unfair entrepreneur?

Summary

1. A person is placed in the middle of a circle of  
 people with their eyes closed. 

2. The group will gently push the person in the center  
 so that she/he swings nicely from side to side  
 but without falling.

3. The operation will be repeated  
 with several participants.

1. Circle of Support

SCIELO – Dietz, Gunther. - Perfiles educativos – Vol.39  
– Nº 156 – México abr/jun 2017. 
'Interculturalidad: una aproximación antropológica'.  
Recuperado el 05-03-20202 de 
http://www.scielo.org.mx/scie-
lo.php?script=sci_arttext&amp;pid
=S0185-26982017000200192
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60 minutes

Between 5 and 15 participants

More self-assessment items of nonverbal  
communication codes can be added  
to the questionnaire.

 ¤ Questionnaires

 ¤ Paper and pen

 ¤ Blackboard

 ¤ Whiteboard marker.

 
This activity is a great way to promote interculturality  
as it gives the participants the space to reflect on  
their own habits and how to adapt themselves.

Preparation

Have a questionnaire printed for each participant. 
The handout of the Questionaire can be found at  
the end of this Activity.

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Description

The facilitator distributes the questionnaire to each  
participant. They must complete it and respond  
in 5 minutes. 

Once the questionnaire is completed, the facilitator  
explains that one side of the room is for those who feel, 
that they will answer YES to a question and the other side  
is for those who will answer NO.

For example: "Do you usually speak softly?"

Then the facilitator asks for a volunteer from each side  
of the room to occupy the center and poses a situation  
of daily life, for example: "You are a doctor and a patient"  
the facilitator invites you to improvise by exaggerating  
that communication characteristic that they have  
highlighted in themselves, in this example:  
"One speaks in a low voice and the other in a loud voice."

Situations of everyday life:

 ¤ Two mothers watching their children play in the park.

 ¤ Two young people at the bar to order.

 ¤ A teacher and a student.

 ¤ Two young people playing tennis.

 ¤ Two young people at the disco.

 ¤ Two coworkers in front of the photocopier.

 ¤ Boss and employee in job interview.

 ¤ Passengers on a bus.

 ¤ In the doctor's waiting room.

The facilitator will use every improvisation to identify what 
happens when people whose communication models are 
different meet. How can you unlock this situation?

Wer use a flipchart/board to write up solutions.

2. Communicative Codes and Culture 
within the same culture. Analyze elements of  
nonverbal communication from different cultures  
and their consequence in communication.

Become aware of each person's own  
communication codes. To share their own  
communicative codes and see the diversity  
 



Evaluation

 ¤ What consequences does it have on social relations  
 to have one or the other characteristic?

 ¤ How do we feel when we fail to make  
 ourselves understood?

 

Summary

1. Particpants fill out the survey individually.

2. Room is labelled two sides: YES or NO

3. Facilitator reads out statements.

4. Participants position themselves.

5. One participant from each side comes to the middle.

6. Facilitator suggests impro situation.

7. They improvise it.

8. Repeat with each statements.

9.  Reflect.
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Communicative Codes and Culture 

Gobierno de Navarra - Departamento de Educación.  
Recuperado el 04-03-2020 de  
https://www.educacion.navarra.es/web/dpto/at-
encion-a-la-diversidad/multiculturalidad/recursos/
reflexiones-interculturalidad

https://www.educacion.navarra.es/web/dpto/atencion-a-la-diversidad/multiculturalidad/recursos/reflex
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https://www.educacion.navarra.es/web/dpto/atencion-a-la-diversidad/multiculturalidad/recursos/reflex


Drama for Youth Work – Interculturality – Communicative Codes and Culture  3  / 3 – Booklet Page 33

'Drama for Youth Work' is a project funded by Erasmus+ with On&Off Theatre from Spain, Crooked House Theatre from Ireland and BiondekBühne from Austria.

Handout – Communicative Codes and Culture 

STATEMENT YES NO

I like to actively participate in groups. 

I don't like to stay still for a long time. 

I like speaking loudly. 

I like to speak in a low tone. 

I get quite close to my listener. 

I like to use diminutives.

I smile naturally when someone speaks to me. 

My face normally reflects anger

I am very expressive with my hands and body. 

I like to establish physical contact like:

 ¤ Shaking hands

 ¤ Giving kisses 

 ¤ Touch the person with whom I am speaking.

I don't like looking in the eyes of my speaking partner. 

I often use formal language to show my respect.

I don't like to talk about money, what I earn or spend. 

I like to give compliments. 

I like to celebrate achievements and successes. 

I like to spit in front of others.

I like to burp in front of others. 

I like picking my nose in front of others. 

 

Statements
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Understand how others' perceptions,  
particularly first impressions,  
influence the relationships.

Demonstrate the importance of correctly  
interpreting the signals of our listener. 

60 minutes 

Between 5 and 15 participants.

If the number of participants is odd,  
one of them will function as an observer. 

 ¤ White Stickers

 ¤ markers

Preparation

Write an adjective on each sticker: 

 ¤ Lying

 ¤ Shy

 ¤ Whining

 ¤ Dirty

 ¤ Silent

 ¤ Daring

 ¤ Friendly

 ¤ Restless

 ¤ Moderate

 ¤ Collaborating

 ¤ Unemployed 

 ¤ Naughty

Description

The facilitator places a label with an adjective on the 
forehead of each participant. It is very important that each 
person does not read, or know what word is written on the 
sticker until the game starts.

Once the stickers are placed, the facilitator explains that 
the picture that others have of us influences our perception 
of who we are and what we can be. In the case of racism, 
stereotypes determine not only intercultural coexistence 
but also the identity of the immigrant. For example,  
in education, the attitudes of teachers and the expectations 
of school success they have of students of foreign origin  
will be decisive for their academic career. The attitudes we 
have with people we consider different may be very subtle 
and we may not be aware that we act with prejudices.  
However, if this exists, it clearly influences interpersonal 
relationships, sometimes being a factor of exclusion.

To begin, the facilitator informs them that they will have to 
undertake a very long trip and that they should look for a 
person to accompany them. S/he invites them to disperse 
around the room and explains that while the tambourine 
(or other music or sound) sounds they must walk through 
space, approach to read the stickers of the participants, 
express sympathy or dislike according to what they read on 
the sticker of others and receive impressions from others.

They have 10 seconds to choose  
their ideal travel partner. 
The facilitator will stop the music and couples must link 
arms. We discuss what we see – perhaps 4 people wanted 
the same person; or that there are people that nobody 
wants, that form trios. Negotiation strategies are  
developed, ways are established for everyone  
to end up in pairs.

After 10 minutes everyone must be paired. 
Improvisations can now be developed. Ask couples to 
improvise packing for the trip, or planning what they will do 
and see there, etc. Their characters in the improvisation are 
based on the adjective on the sticker. 

3. Prejudices

 ¤ Speaking 

 ¤ Unpunctual

 ¤ Noisy 

 ¤ Misbehaving 

 ¤ Punctual

 ¤ Calm

 ¤ Awesome 

 ¤ Vicious

 ¤ Slow

 ¤ Exaggerating

 ¤ Affectionate

 ¤ Fast
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Prejudices 

For example:

 ¤ In a couple, one of them bears the 'sympathetic'  
 sticker and the other 'dirty'. Each actor in the  
 improviation tries to hint to the other actor what  
 the adjective or characteristic is.

Concerns and desires are communicated; requests are 
made. At the end of the improvisation, each one says  
loudly what word they think they have written on their  
forehead. And another couple takes over, and so on  
until all  the couples who want to play have had a go.

Evaluation

After the improvisations in groups of 6 people  
(3 couples) talk about these questions:

 ¤ What person have you chosen?

 ¤ Did you know her before the game?  
 Was she a friend of yours?

 ¤ Did the label on your forehead influence your choice?

 ¤ Have you rejected a partner because of the label?

 ¤ On the contrary, have you deliberately chosen  
 someone who had a negative characteristic? Why?

 ¤ How do you feel to know that there were perceptions  
 about you before people got to know you?

 
General Evaluation at the end of the activity:

 ¤ Why do we usually attribute certain  
 characteristics to groups?

 ¤ How does a foreign person, woman or disabled  
 person feel when they have to prove that they  
 are not responding to the prejudices that  
 weigh on them?

 ¤ When you feel discriminated against,  
 who can you ask for help?

 ¤ What simple action, in your day to day life,  
 will you take to avoid behaving prejudicedly?

Summary

1. The facilitator puts a sticker on  
 all the particpant's foreheads.

2. The facilitator tells the particpants to imagine  
 that they are going to go on a long trip and they  
 must choose someone to go with them.

3. In their pairs they create a short scene preparing  
 for their trip while reacting to the adjective  
 on their partner's forhead. 
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personal relationships. Learn to have a critical attitude 
towards customs and habits that interfere with living 
together.Distinguish between cultural elements that 
have value for living together and those that do not.

Be aware that the appreciations we make of  
individuals or groups are based on preconceived  
images that have little to do with reality. 
Analyze the consequences of prejudices in  

60 minutes

Between 5 and 15 participants.

 ¤ cards with prejudices

 ¤ Whiteboard

 ¤ Marker

 
This section will include the theoretical context necessary 
for the educator to explain topics, include content,  
develop definitions, etc. Neccesary information to  
prepare the necessary context for teamwork.

Preparation

Prepare some cards in which some of these prejudices  
must be written. We will later assign the prejudices to  
social groups. More cards can be made with prejudices 
provided by the participants:

 ¤ They are very worried about money, they are stingy.

 ¤ They are an invasion.

 ¤ They lower the reputation of the school.

 ¤ They do not want to live in flats.

 ¤ They are dirty.

 ¤ They are meticulous.

 ¤ They are lazy and not hardworking.

 ¤ They receive more help from the State  
 than what they contribute.

 ¤ They are noisy and loud.

 ¤ They are responsible for waiting lists in  
 medical consultations.

 ¤ Families prefer to live together in the same house,  
 even if they find it uncomfortable.

 ¤ They are respectful to the elderly.

 ¤ They are a community that believes that all life 
 must be respected (flowers, plants, trees, animals),  
 and that all are part of a whole.

 ¤ When a person asks for help,  
 they are compelled to offer it.

 ¤ They donate money because it is the law of God.

 ¤ They live for partying and do not work.

 ¤ They are used to suffering – life is cheap to them.

 ¤ They are boring and conservative.

 ¤ They are cold in their way of creating relationships.

 ¤ They are sexist.

 ¤ They are racist.

4. The Thermometer



Drama for Youth Work – Interculturality – The Thermometer 2 / 2 – Booklet Page 37

'Drama for Youth Work' is a project funded by Erasmus+ with On&Off Theatre from Spain, Crooked House Theatre from Ireland and BiondekBühne from Austria.

The Thermometer

Description

The facilitator will read what PREJUICE means: 
Prejudice is a hostile attitude towards a person who  
belongs to a certain group. We generally have a negative 
attitude towards the group that we then transfer to the 
person. The attitudes are based on stereotypes and usually 
arise for reasons as diverse as the fear of the unknown,  
the need to establish categories of reality that simplify and 
economize our vision, or in power relations of some groups 
over others. Stereotyped statements and prejudices are 
not based on objective data: we discard or rationalize the 
contradictoryinformation that may cause our patterns to 
alter our behavior.

The facilitator also shares this information:  
"From the point-of-view of interculturality, not everything 
that comes from the tradition and customs of a person is 
valid. This critical view extends to all cultures, including our 
own ". For example, slavery was once accepted as normal 
but is generally condemned now. Traditions can change.

The facilitator separates the large group  
into small groups of 3 or 4 people.

The cards are laid out with the prejudices face down. 
Each small group will take a card with a prejudice. 
Now in the small group they will mount a brief sketch that 
portrays prejudice. They will decide to which social group 
they attribute the prejudice. For example, if the prejudice is 
'they live partying and they don't work,' they can choose to 
represent a group of Spaniards partying day and night.

5  – 7 minutes of preparation.  
Once the sketches are assembled, the small groups will 
show them to the rest of the participants.

When each group finishes their presentation, they will stick 
the prejudice with tape on the board and will write a card 
with the social group to which they attribute the prejudice.  
We will leave a period of time for the rest of the  
participants to write more cards with social groups to  
which the same prejudice is attributed.

Evaluation

 ¤ What cultural elements facilitate coexistence and 
 which do not?

 ¤ Do our prejudices influence dealing with  
 other people?

 ¤ How do we feel when we are judged as part of  
 a group and not as ourselves?

 ¤ Are we aware that we are also victims of  
 these prejudices?

 ¤ What concrete actions can we take to prevent  
 prejudices from governing us?

Summary

1. The facilitator separates the large group into  
 small groups of 3 or 4 people.

2. Each group portrays a prejudice.

3. Reflect.
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Fight polarization and stereotypes to improve  
understanding and cooperation between people  
of different cultures.

Build a community of individuals committed to  
supporting diversity through true and  
everyday gestures.

60 minutes

Between 5 and 15 participants.

 ¤ Sheets of paper with the topics  
 below presented on each.

 ¤ The questions for the analysis.

Preparation

A sheet of paper for each small group formed by 3 or 4 
people with the presentation of the topic on which they  
will reflect on one of the sides of the paper.

Topics:

 ¤ Conception and organization of space: 
  Think and share with the group how your houses  
 are distributed; the function of each room,  
 for example in some cultures the main room is 
 where the family prays, in other cultures the houses 
 have rooms for men separated from women.

 ¤ Time perception (chronological and symbolic): 
 Think and share with the group what kind of cities  
 they come from. For example in large cities,  
 many people would pay to have more time and  
 in other environments the concept of time is lived  
 slowly because it does not belong to man or woman  
 but is governed only by a cosmic or religious order.  
 The important thing is the objective to be carried out  
 and not the time it takes.

 ¤ In relation to the body, ways of dressing,  
 of showing oneself to others: 
 Think and share with the group what kind of  
 relationship they have with their own body,  
 ways of dressing, of showing themselves to others.  
 For example, in some cultures, thinness is highly  
 valued, in others, hair removal, in others, taking care  
 not to show too much of your body.

 ¤ Family #1: 
 Think and share with the group what kind of  
 relationship they have in their families regarding:

 ¤ Authority of the father / mother.

 ¤ Education of sons and daughters.

 For example, in some cultures it is common to  
 use punishment to educate; to exercise a style of  
 authority more or less respectful of the rights of  
 the child; to educate the man differently from  
 the woman.

 ¤ Family #2: 
 Think and share with the group what kind of  
 relationship they have in their families regarding:

 ¤ Older people, the role they play in  
 family decisions.

 ¤ Role of women (wife / mother / daughters)  
 in the family.

 For example, in some cultures older adults are wise,  
 in others they are a hindrance. And regarding women, 
 what freedoms do they have.

 ¤ Coexistence codes: 
 Think and share with the group what kind of  
 relationship they have in their families regarding:

 ¤ Courtesy, the value of social relationships.

 ¤ Nonverbal communication

 For example, in some cultures belching is  
 good manners. In others people greet each other  
 with 3 kisses. 

5. Intercultural Shocks
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Intercultural Shocks

And on the other side of the page,  
these are some questions to help reflect:

 ¤ The actors and their relations

 ¤ Who are the people present in this situation,  
 their identities (ages, gender, profession, etc.)?

 ¤ What kind of relationships exist between them?

 ¤ Who is in a position of power and who is not?

 ¤ The shock situation

 ¤ What feelings appear and what behaviors  
 have caused the shock?

 ¤ The reference scheme

 ¤ What does the situation revolve around,  
 key elements, different conceptions of the  
 role of parents, their obligations,  
 the relationship between men and women, etc.?

 ¤ Representations, values, norms, conceptions,  
 prejudices, frames of reference of  
 the person who has experienced the 'shock'.

Description

The facilitator will separate the large group into small 
groups of 3 or 4 people.

Each group will have to analyze elements of the  
organization of the family to which they belong to or  
families they know, looking for some elements,  
which can cause surprise among the participants.  
What seems surprising or curious about the way of being 
of others, can lead to rejection. When a feeling of rejection 
appears, the 'shock' may appear, I immediately judge that 
the model they follow is not good and I reject it. I comment 
on my surprise, the 'shock' that I have experienced and 
generate a rumor and make it easy to exclude this person 
from a social group.

They will identify the 'shocks' and represent scenes of 
'shocks' that they have experienced, or can imagine,  
related to the given theme. 

A cultural shock or friction arises from the encounter  
between two different cultures. When working with people 
of other cultures within our country, we face frictions that 
are unexpected or that we could hardly have imagined. 
These kinds of differences can lead to confusion, outrage, 
anxiety, and other more serious problems.

Once the scenes are assembled, they will be shown to the 
large group.Before each scene we will look for the 'cultural 
shock' and analyze by answering the sheets's questions.

All reflection should be aimed at obtaining tools to deal 
with 'cultural clashes' with respect.

Evaluation

 ¤ After the experience of a clash,  
 how will the relations between the protagonists  
 of the clash be? 

 ¤ Can anything be done to avoid 'clashes'? 

 ¤ Can we establish an action protocol after  
 experiencing a shock so that it does not  
 condition my way of relating to that person?

Summary

1. Make groups of 3 or 4.

2. Give each group their discussion topic.

3. Each group chooses three suprising experiences  
 related to the topic.

4. Devise and show the scenes.

5. Refection with whole group.

Gobierno de Navarra - Departamento de Educación.  
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Social Exclusion
The coining of the concept of social exclusion is attributed  
to the Frenchman René Lenoir in his work 'Les Exclus:  
un Français sur dix' (1975), where he estimated that one in ten 
Frenchmen could be considered excluded. However, it will not 
 be until 1991 when the term social exclusion is set in the  
'Program of the European Community for the economic  
and social integration of the least favored groups'

We understand the meaning of social exclusion as a  
'social process of separation of an individual or group  
with respect to the labor, economic, political and cultural  
possibilities to which others do have access and enjoy'.  
It is important to point out that people who experience social 
exclusion processes do not only suffer from economic needs, 
but that using the most current typologies of consideration  
of social needs, it is understood that the impossibility of  
satisfying various deficiencies autonomously, deprives them  
of integrating into the dominant community.

We must define social exclusion as a process. It is never  
a specific situation that appears suddenly and disappears in 
the same way. It is part of the binomial: social integration / 
postponement. Furthermore, social exclusion operates  
differently in each case: it does not follow a pattern. 

It is the result of social dynamics that cause many people  
to be excluded. The dissatisfaction of different groups,  
due to the breadth of this process, is not always  
evident: people who seem to live integrated into their  
environment may suffer from it. It will be the task of different 
professionals, especially from the socio-educational world,  
to know how to prevent them and identify them.

One of the fundamental objectives to reverse the processes  
of exclusion is to end paternalism, and dependency.

To meet this objective of equity or social equality,  
public policies have been structured to combat social  
inequality: policies that guarantee security, equal standards 
and guarantees, along with the right to personal liberty  
and difference. 

It seems important to us to contribute this illuminating  
comparative table made by Tezanos (1999) in which the  
differences between 'Poverty versus social exclusion'  
can be appreciated.

DIFFERENTIATING TRAIT POVERTY SOCIAL EXCLUSION

SITUATION State it's a process

BASIC CHARACTER Personal Structural

AFFECTED SUBJECTS Individuals Social groups

DIMENSIONS Basically unidimentional (economic)
Multidimentional  

(working economic social  
and cultural aspects)

HISTORICAL SCOPE Industrial societies
Post-industrial societies  
technological advances 

APPLICABLE ANALYTICAL APPROACH Sociology of deviation Sociology of conflict

FUNDAMENTAL VARIABLES Cultures and economies Workers

ASSOCIATED SOCIAL TENDENDCIES Pauperization Social dualisation

ADDED RISKS Social Marginization Crisis of social nexes

PERSONAL DIMENSIONS Failure, passivity Dissaffiliation, resentment

EVOLUTION Residual. Static Dynamic

SOCIAL DISTANCES Up-Down Inside- Outside

IDEOLOGICAL AND  
POLICTICAL VARIABLES Liberalism Neoliberalism de-regulator
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In the last decades the concept of social exclusion has  
replaced that of poverty, since it explains more clearly the  
new vulnerable social groups, as well as the different vital 
areas in which they are affected (income, health, work,  
education, social relations, housing and participation). 
 
The studies mention up to 39 types of excluded, of which 
we quote the following: elderly, women, youth, childhood, 
families, ethnic minorities (Roma population), immigrants, 
homeless people, prisoners, people with disabilities, long-
term unemployed adults, sexually diverse people.

Factors such as low educational levels, illiteracy,  
non-command of foreign languages, lack of knowledge of 
the language, prolonged absenteeism, abandonment of the 
educational system without obtaining a basic degree, school 
failure rates, among others, can be considered as risk factors 
that increase vulnerability processes in the school, social and 
work environment.

The situation of youth and their future is one of the most 
worrying issues in European societies of the new millennium; 
especially regarding the most vulnerable youth, who find 
greater difficulties in their social inclusion.

Five key social dimensions can be identified with  
social exclusion (Jurado, Olmo and Pérez, 2015):

 ¤ a labour and / or economic dimension 
  (associated with difficulties in accessing a job, obtaining  
 precarious employment, situations of unemployment,  
 low employability etc.)

 ¤ a family dimension (associated with the lack of strong  
 family ties, overdependence, weakening of parental ties,  
 isolation, unstructured homes etc.)

 ¤ an educational dimension (associated with a low  
 academic level, a low qualification, lack of studies etc.)

 ¤ an organizational and / or institutional dimension  
 (associated with the lack of knowledge and the dis- 
 association of support activities from public institutions)

 ¤ and a dimension of health (associated with addiction  
 problems, disability or dependency condition,  
 health problems or low self-esteem).

The situation of young people presents a difficult reality.  
The youth group suffers unemployment, atypical forms of 
employment and informal work to a greater extent than other 
population sectors, especially in the case of young women.



In recent years, multidimensional interventions have  
been advocated by various international institutions and  
organizations to overcome obstacles and inequalities that 
prevent young people's access to the labour market.  
However, these policies and guidelines lack, the participation  
of young people themselves in their design, implementation 
and evaluation. This lack of participation suggests a  
distancingand disconnection of the younger generations 
from democratic institutions.

One of the actions taken to face this problem has been  
the implementation of concrete practices to facilitate  
youth empowerment.

Empowerment is a process by which individuals gain  
control of their decisions and actions; they express their 
needs and mobilize for greater political, social and cultural 
action to respond to their needs, while also engaging in 
decision-making.

The word empowerment seems to imply that those who  
have power give it to those who do not. This is a mistake;  
power cannot be given. What can be given is decision- 
making ability through laws, a useful education, fair working 
conditions, timely information and spaces of influence and 
incidence in public life. It is about ensuring that those who 
lack power have the basic conditions to be able to begin to 
become empowered and to ensure the existence of spaces 
of empowerment.

Theatre as a pedagogical tool to address this issue allows 
different roles to be brought into play: it can identify  
paternalistic situations in which the young person can be 
included, training them in the management of new reactions, 
identifying emotions and adopting adaptive responses to 
assume more power over themselves. 

We suggest that the activities  
are carried out in this order:

1. Come or Go

2. Sell Me

3. Welcome or Adapt

4. Job Interview

5. Peers

 
In order to carry out the activities, the facilitator needs to  
create an uninhibited and safe atmosphere where young 
people feel that they can express themselves, experiment 
and make mistakes freely.

It is necessary to fight against the culture of exclusion,  
repression and submission, creating the conditions so  
that individuals themselves can aspire to develop their  
possibilities. A change is necessary and urgent in the ways 
that adults often exclude yoiung people. Understanding 
young people as colleagues and as companions with  
authority for their own lives, is the current challenge.

— On&Off, 2020
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Improve reaction time. Coordinate precise  
movements. Disinhibit the group and release laughter.
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20 minutes

Between 9 and 16 participants.

Description

The facilitator will separate the big group into groups  
of 4 people and one of the people from the large group  
will stay standing as the rest of the participants sit on  
the floor in Indian file, with each group creating a blade  
of the windmill. Like this example down below.

The one standing up will run outside the blades,  
drawing a circle (as in the figure). They will touch one of the 
members of one of the blades, saying "come" or "go". 
In the case of saying "come", all the participants of that line 
must run in the same direction as the person touching them 
until they occupy their sitting position again. 
In the case of 'go' they should run in the opposite  
direction to the one that is leading. 
The last one to arrive will be in charge of running  
outside the blades in the next round.  
That person is the new 'miller'.

 
 

Variation

It can be done with 5, 4 or with 3 groups of people.

Evaluation

 ¤ What limitations and skills do you discover  
 for this game?

Summary

1. The facilitator will separate the large group  
 into groups of 4 people.

2. One person will stay standing, outside the groups.

3. The participants will sit down on the floor in Indian file,  
 each group creating one of the blades of the windmill.

4. The person standing up will run around the  
 'blades of the windmill', drawing a circle.  
 They will then touch one of the members of  
 one of the blades and say either "come" or "go." 

5. They play.

6. Reflect.

1. Come or Go 

INJUVE. Melendro Estefanía, M y Rodríguez Bravo, A.E.  
- Universidad Nacional de Educación a Distancia.  
Documento 11. 'Los estudios sobre el tránsito a la vida 
adulta de jóvenes vulnerables y estrategias para su  
inclusión social'. Recuperado el 18-09-2019 de  
http://www.injuve.es/sites/default/files/2017/46/publi-
caciones/revista110_11-estudios-transito-vida-adulta-jo-
venes-vulnerables.pdf

http://www.injuve.es/sites/default/files/2017/46/publicaciones/revista110_11-estudios-transito-vida-
http://www.injuve.es/sites/default/files/2017/46/publicaciones/revista110_11-estudios-transito-vida-
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Accompany another in the process of identifying  
virtues. Display and shape their own virtues.
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Empathize with young people who  
have less confidence in themselves.  
Identify own virtues.

30 minutes

Between 6 and 9 participants.

Preparation

The facilitator will share the concept of youth  
empowerment as a process through which young people 
gain control of their decisions and actions; it means that 
young peopple express their needs and mobilize to obtain 
greater political, social and cultural action that respond to 
their needs, while being involved in decision making.

Empowerment refers to the process of self-determination 
by which people or communities gain control over their 
own way of life. It's about a process:

 ¤ awareness (become aware of all the factors  
 that influence people's lives)

 ¤ liberation (gain decision-making ability  
 over their own destiny)

It is about ensuring that those who lack power have  
the basic conditions to begin to empower themselves  
and ensure the existence of empowerment spaces.  
It is necessary to fight against the culture of exclusion,  
repression and submission, creating the conditions  
for individuals to aspire to develop their possibilities.

Description 

The facilitator will seperate the group into pairs. 
They will discuss for 6 minutes in their pairs,  
so that each of the pair identifies 3 strong points,  
abilities or skills that they possess.  
Then they will have 10 minutes to design 2 advertisements 
in which they will sell their partner. The participants should 
praise the best things about the other and 'sell' their part-
ner, highlighting (without lying, without exagerating) these 
qualities, abilities or strong points.

The pairs will then perform their advertisements  
for the rest of the group.

Evaluation

 ¤ Do you understand that there are young people  
 who have a hard time identifying their own virtues?

 ¤ What do you feel when you praise your  
 virtues before others?

 ¤ Do you think the virtues reflected in your  
 ad communicate your essence?

 ¤ What does the group think about your virtues?

 ¤ Do the virtues you have used to sell yourself  
 really represent you?

Summary

 ¤ The facilitator seperates the group into pairs.

 ¤ The pairs identify 3 strong points, abilities or  
 skills that they each possess.

 ¤ They design an advert in order to  
 'sell' their partner.

 ¤ They perform their adverts.

 ¤ Reflect.

2. Sell me 

INJUVE. Melendro Estefanía, M y Rodríguez Bravo, A.E.  
- Universidad Nacional de Educación a Distancia.  
Documento 11. 'Los estudios sobre el tránsito a la vida 
adulta de jóvenes vulnerables y estrategias para su  
inclusión social'. Recuperado el 18-09-2019 de  
http://www.injuve.es/sites/default/files/2017/46/ 
publicaciones/revista110_11-estudios-transito-vida- 
adulta-jovenes-vulnerables.pdf

http://www.injuve.es/sites/default/files/2017/46/publicaciones/revista110_11-estudios-transito-vida-
http://www.injuve.es/sites/default/files/2017/46/publicaciones/revista110_11-estudios-transito-vida-
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60 minutes

Between 6 and 15 participants.

Guidelines for the facilitator

 ¤ Whiteboard or flipchart

 ¤ Whiteboard markers

 
In this activity, the participants should be able to recognize 
how their actions can result in others feeling welcome  
or well received.

Preparation

One of the youth groups at greater risk of social exclusion  
is that belonging to rural areas, in danger of depopulation.
In Spain, there is a significant number of young people 
belonging to immigrant families, who live in rural areas. 
We discovered that inclusive living in rural areas is  
essential for the happiness of native and immigrant youth. 
We focus on two necessary actions in any inclusion process: 
WELCOME and ADAPT.

We use these verbs to mean any activity, gesture, words or 
sign that one can use to 'welcome' someone, or to make 
them feel welcomed; and any action one's own language/
behaviour to encourage the newcomer to feel included.

We will look for active verbs, simple actions that lead us  
to WELCOME and ADAPT. On the board we will make two 
columns, there we record the active verbs that we find.  
This way:

WELCOME ADAPT

Description

This activity has two parts.

Part 1:

The facilitator will separate the large group into two groups 
that will be placed at two ends of the classroom,  
facing each other. A participant from each group will come 
out to meet in the middle of the classroom and represent 
'ENCOUNTERS', meetings between strangers who want to 
get to know each other.  
While two participants meet, the rest of the group that 
observes will identify which concrete actions (active verbs) 
respond to the great actions of WELCOME AND ADAPT. 
At the end of each 'Encounter' these concrete actions will 
be verbalized and written on the board.

Some examples of concrete actions:

 ¤ Converse

 ¤ Listen

 ¤ Hug

 ¤ Accompany

 ¤ Shake hands

 ¤ Offer what you eat

 ¤ Give your phone

Part 2:

When all participants have performed their 'Encounter',  
the facilitator will separate the large group into small 
groups of 3 people. 
The facilitator will then suggest to each small group some 
of these situations that they must represent looking for 
concrete actions of WELCOME and ADAPT.

Some examples:

1. Carla is a young Romanian dancer who goes to  
 a village to give a dance workshop. 
 

Find concrete actions related to Adapt and Welcome.  
Reflect on practical and simple ways that facilitate  
the inclusion of young people at risk of exclusion.

To be placed in the position of the young people  
who arrive in a new environment and  the young  
people who receive them.  
 

3. Welcome and Adapt 
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Welcome and Adapt

2. Peter is a Turkish volunteer who arrives to his  
 new apartment where he will live with  
 two other young Spaniards.

3. Paco is the son of Gypsies who have come to live  
 in a town. Paco enters the bar for the first time in   
 which other young people are playing pool.

4. Ruth is the daughter of Moroccan immigrants, lives in  
 a small town, and she usually has trouble with finding  
 free time to spend with other girls because she must  
 take care of her 3 little siblings. Today girls go to look  
 for her at her home to invite her to go sunbathing.

5. Alberto is the son of South American immigrants,  
 lives in a town and is interested in music, reading and  
 painting. In the town nobody shares their interests.

The specific actions of WELCOME and ADAPT  
that we identify will be recorded on the board.

Variation

A variation is also to identify the specific actions that do 
NOT facilitate welcoming and adaptation, such as:

 ¤ Whisper to exclude someone.

 ¤ Look with contempt.

 ¤ Look very seriously.

 ¤ Laugh without explaining why.

 ¤ Speak quickly. 

Evaluation

 ¤ What concrete actions can you take to facilitate  
 the welcoming of people to a new environment?

 ¤ What behaviours, beliefs or customs do you need  
 to adapt to make them feel welcome? 

Summary

Part 1:

1. The facilitator will seperate the big group into  
 two groups which will then locate themselves  
 on either side of the room, facing the other group.

2. One participant, from each side, will come out  
 of their group and make their way to the middle  
 of the room in order to represent strangers  
 meeting each other for the first time.

3. Those who are observing will identify concrete  
 actions (active verbs) responding to the actions  
 of WELCOME and ADAPT.

4. They will be registered on the board.

 
Part 2:

5. The facilitator will separate the large group  
 into small groups of 3 people and  
 propose a situation.

6. They will show the improvisations.

7. Reflection and registration on the board.

http://www.codajic.org/sites/www.codajic.org/files/
Empoderamiento%20y%20participaci%C3%B3n%20
juvenil.%20Borile,%20M%C3%B3nica%20Elba.pdf

http://www.codajic.org/sites/www.codajic.org/files/Empoderamiento%20y%20participaci%C3%B3n%20juvenil
http://www.codajic.org/sites/www.codajic.org/files/Empoderamiento%20y%20participaci%C3%B3n%20juvenil
http://www.codajic.org/sites/www.codajic.org/files/Empoderamiento%20y%20participaci%C3%B3n%20juvenil
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feel less confident than you in themselves. Put into 
play our skills. Experience working in inclusive teams.

Experience the frustration you feel when your own 
limitations do not allow you to move forward as  
you would like. Empathize with young people who  

90 minutes

Between 4 and 16 participants

If time is available, it would be ideal is to change roles  
within couples, so that everyone can experience both roles

 ¤ A table and two chairs, to represent  
 an office space for the interview.

 ¤ Template with steps to follow in an interview,  
 one per participant.

 ¤ 'Typical questions of an interview' sheet for  
 the interviewer, one per participant.

Preparation

1. We can now understand the meaning of social  
 exclusion as a 'social process of separation of  
 an individual or group with respect to the labour,  
 economic, political and cultural possibilities to which 
 others do have access and enjoy.' It is important  
 to point out that people who live processes of social  
 exclusion do not suffer only economic needs,  
 but using the most current types of consideration of 
 social needs, it is understood that the impossibility of  
 autonomously satisfying various deficiencies prevents  
 them from integrating into their surroundings.

The process of social exclusion causes many people to be 
separated from the dynamics of social participation that  
our societies, in theory, guarantee to all citizens.

The origin of the exclusion process can be found in  
two fundamental axes of society: the axis of labour and 
economic integration and the social, family, relational axis.

This preparatory activity to hold conversations between 
young people and adults simulating the job interview is  
a useful tool to teach. Interviews can be formidable,  
generating an exiety and insecurity in young people,  
so it is useful to practice them.

2. Prepare the space with the table and chairs,  
 simulating an office.

3. Submit this template to follow the  
 necessary steps in a job interview. 
 (see 'steps in a Job Interview' below)

4. Provide the content sheet to the interviewer.  
 (see 'Content Sheet' below)

 

4. Simulating a Job Interview



Drama for Youth Work – Social Exclusion – Simulating a Job Interview 2 / 5 – Booklet Page 49

'Drama for Youth Work' is a project funded by Erasmus+ with On&Off Theatre from Spain, Crooked House Theatre from Ireland and BiondekBühne from Austria.

Simulate a Job Interview

Description

All participants will be arranged in a large circle.  
The facilitator will explain that one of the fundamental  
elements in a job interview is the 'Greeting'. Therefore  
he/she will dedicate some time to demonstrate and prac-
tice the greeting by shaking the hand of each participant. 
Explain and guide them to practice these aspects:

1. I shake my hand firmly, but without squeezing  
 excessively, without sagging.

2. I don't shake my arm too aggressively.

3. I look into the eyes of the person  
 with whom I am shaking hands.

Next, the facilitator will separate the large group into pairs 
and distribute to each participant a role:

The interviewer: Is the person looking for an employee. 
This person will adopt a neutral role, without stridency.  
It is not about overwhelming the interviewee, but it is not  
a meeting of friends.

The interviewee: She/he is the person who is looking for  
a job. We will advise you to 'be yourself' and act naturally, 
avoiding overacting.

The observers: They are the rest of the group,  
we will ask them to analyze what they see and  
hear about the interview, looking at two aspects:

 ¤ What should be improved (weak points)?

 ¤ What has been very good (strengths)?

The facilitator awards 5 minutes to the couples to agree on 
the position offered, the salary and the basic characteristics, 
according to what the candidate is looking for.

The facilitator will give the couples the two sheets with 
information:

 ¤ Template with steps to follow in an interview,  
 one per participant.

 ¤ 'The typical questions of an interview' sheet  
 for the interviewer, one per participant.

And he/she will give them 10 minutes to rehearse  
the interview.

Then the couples will go on to show their interviews,  
they should not last more than 10 minutes each.  
Immediately afterwards, she/he will make a 5-minute  
round of the observations collected.

The facilitator will remember that the observations are to 
raise awareness of strengths and areas for improvement.
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Variation

Variant 1:

Personality characteristics can be given to interviewers 
to visualize, imagine and be able to anticipate unfriendly, 
aggressive, adultist interviewers, etc.

For example:

You are an interviewer who:

 ¤ Doesn't look at the interviewee.

 ¤ Hurries.

 ¤ Interrupts the interviewee and doesn't let him finish.

 ¤ Is funny, little buddy.

 ¤ Responds rudely.

 ¤ Underestimates the training of the interviewee.

Variant 2:

You can give the interviewees personality characteristics 
related to their experiences of social exclusion:

For example:

 ¤ You are a young gypsy.

 ¤ You are a young Spanish born in a Moroccan family.

 ¤ You're homosexual.

 ¤ You find it difficult to make eye contact.

 ¤ You have difficulty expressing yourself orally.

 ¤ Your gestural language is somewhat aggressive.

Evaluation

 ¤ What do you think worries a young man who  
 has suffered social exclusion before a job interview?

 ¤ What strengths can you identify?

 ¤ What areas of improvement?

 Summary 

1. Rehearsal of 'the handshake',  
 learn how to properly shake someones hand. 

2. In pairs they are distribuited different roles:  
 interviewer and interviewee.

3. In pairs, it is agreed which position is offered,  
 the salary and the basic characteristics.

4. The facilitator gives the couples the two sheets  
 of information.

5. Rehearsal in pairs of the interview.

6. Presentation of improvisations.

7. Conversation of observations.

Simulate a Job Interview

INJUVE. Melendro Estefanía, M y Rodríguez Bravo, A.E. - 
Universidad Nacional de Educación a Distancia.  
Documento 11. 'Los estudios sobre el tránsito a la vida 
adulta de jóvenes vulnerables y estrategias para su  
inclusión social'. Recuperado el 18-09-2019 de  
http://www.injuve.es/sites/default/files/2017/46/ 
publicaciones/revista110_11-estudios-transito-vida- 
adulta-jovenes-vulnerables.pdf

http://www.injuve.es/sites/default/files/2017/46/publicaciones/revista110_11-estudios-transito-vida-
http://www.injuve.es/sites/default/files/2017/46/publicaciones/revista110_11-estudios-transito-vida-
http://www.injuve.es/sites/default/files/2017/46/publicaciones/revista110_11-estudios-transito-vida-
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Greeting: 

Making a positive impression is essential.

Interviewee: Introduce yourself naturally and be calm. A 
good handshake reveals the security you have in yourself.

Interviewer must be neutral.

Introductory Comment

The interviewer tries to break the ice and reduce  
the tension a bit. It is she/he who must take the initiative.

Developing

Remember that you come to display your qualities  
as the interviewer has no mental powers to know how  
you are, so you must show yourself, sell yourself.  
Try to answer 'The typical questions of an interview.'

The interviewer will develop the questions  
he/she deems pertinent.

 
 
 
 
 
 
 

Offer and Negotiation

The interviewer explains to the interviewee the  
position offered and invites questions.

The interviewee can ask about the position,  
company or work conditions, but let the interviewer  
address the issue of salary.

Farewell

The objective of the interviewee is to know  
how the selection process will follow.  
Try to make the farewell cordial.

After the interview

Try to make the experiences help you learn.  
Draw conclusions with the group about what you  
thought was interesting,  and identify which things  
can be improved and which ones to  
remember as positive.

 

Handout – Simulate a Job Interview

Steps in a Job Interview
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About personality

 ¤ Tell me an anecdote about a time in your life  
 when you successfully solved a problem.

 ¤ Why should we hire you? 
 What can you bring to this job? 
 How are you different to other candidates?

 ¤ Do you like working with people or  
 do you prefer to work alone?

 ¤ Do you consider yourself a leader or a follower?  
 Why?

 ¤ Define yourself with five adjectives.  
 Explain each.

 ¤ What have you learned from your mistakes?

 ¤ Do you finish what you start?

 ¤ If all jobs had the same pay and social conditions,  
 what would you really like to do?

 ¤ What impression do you think I got  
 from you after this interview?

About the training

 ¤ Why did you study economics, nursing, _______?

 ¤ How did you decide to study ________  
 What other subjects appealed to you?

 ¤ Who influenced you the most  
 when choosing your career / studies?

 ¤ Which subjects did you like more / less  
 and in which ones did you get better / worse grades?

 ¤ Do you plan to continue or  
 expand your studies in any way?

 ¤ Did you have a representative position  
 during your student time?

About previous experiences or previous work

 ¤ Tell me about your activities outside of your studies.

 ¤ Did you do any 'student' work (classes, summer  
 jobs, internships etc.) or volunteering?

 ¤ What did you learn during your previous work?  
 What duties did you have?  
 How much did you get paid?

 ¤ Could you supervise someone's work?

 ¤ Which of your previous jobs did you like  
 more / less? Why?

 ¤ How did you get along with your classmates,  
 with your bosses, with your subordinates?

About the job requested

 ¤ What do you know about our company?

 ¤ What attracts you to it?

 ¤ What work environment do you prefer?

 ¤ Do you prefer a predictable job or a changing job?

 ¤ What relationships do you think there should be  
 between a boss and his/her employee?

 ¤ What are your strengths and weaknesses  
 for this position?

 ¤ What do you see yourself doing in five, ten years?

 ¤ Would you be willing to take a training course  
 paid for the company, before being hired?

 ¤ How much do you want to earn now  
 (and within five years)?

 ¤ When could you start the job?

 ¤ What people from the companies where you  
 have worked before can give us references  
 for you?

 ¤ Have you applied for other jobs?

Handout – Simulate a Job Interview

Content Sheet



when interacting with adults. Identify those styles  
in everyday life situations. Identify reaction modes to 
promote equality.

Raise awareness about the different styles  
of relating, adults have towards young people.  
Empathize with the difficulties that a young person  
who has experienced exclusion might live through 

5. Peers

60 minutes 

Between 4 and 16 participants.

If young people don't come up with situations to represent, 
here are some ideas:

 ¤ Your parents plan a vacation.

 ¤ Your uncles think of a birthday present for you.

 ¤ Your teacher reacts when you arrive to class:

 ¤ With a change in your aesthetic

 ¤ Late

 ¤ Accompanied by someone who does not  
 belong to your usual friends environment.

 ¤ Sneezing or with a cold.

 
This activity promotes social inclusion by allowing  
the participants to recognize and relate their  
life experiences and situations to those around them,  
thus creating solidarity and unity. 

Preparation

The facilitator will introduce the topic by saying:

There are 3 different types of attitudes that adults have  
towards young people and those attitudes determine  
to what degree adults are willing to involve young people 
in social settings (associations, jobs, development and 
implementation of projects).

The three attitudes towards young people:

1. As objects

2. As receivers

3. As colleagues. 

1. Young people as objects:  
 Adults who take this attitude identify with the myth  
 of adult wisdom. They think they know what is best  
 for young people. They try to control the situations  
 in which young people find themselves. They believe  
 that young people have little to contribute.  
 They feel the need, according to their own past  
 experiences, to protect young people from making  
 mistakes and suffering as a result. They allow only  
 a symbolic participation of young people and have  
 no intention of truly involving young people.

2. Young people as receivers:  
 Adults who take this attitude believe that  
 adults should help young people to adapt to  
 an adult society. They allow young people to take  
 part in decision-making because they believe  
 the experience will help them and they assume that  
 young people are not yet 'real people' and need  
 help to 'think like adults.' These adults usually  
 delegate trivial responsibilities or tasks which they  
 themselves do not want to carry out. Adults who see  
 young people as recipients generally determine the  
 ways in which young people will participate and  
 expect them to conform to their terms. 
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3. Young people as colleagues:  
 Adults who take this attitude sincerely respect  
 young people and believe that they have much  
 to offer now. These adults encourage young people  
 to participate and believe that the involvement  
 of young people is a critical element for the success  
 of the programmes. These adults agree that young 
 people have a voice like them in decision-making. 
 They recognize that both adults and young people  
 have skills, strengths and experiences to contribute.  
 Adults who take this attitude will be as comfortable  
 working with young people as with adults and enjoy  
 an environment with both. These adults believe that  
 genuine participation of young people enriches adults  
 in the same way that adult participation enriches  
 young people, and that a mutual relationship of  
 respect recognizes the strengths each can offer.

Description

The facilitator will present to the large group the 3 different 
types of attitudes that adults have towards young people.

The facilitator will separate the group into pairs and ask 
them to look for 3 situations they have faced in their lives 
that reflect these 3 attitudes. In each couple one will be  
the adult and the other the young person. 
Each couple will show their 3 impros to the large group and 
the observer group must identify the attitudinal styles.

After all couples have shown their impros, the facilitator  
will put together groups of 4 participants to reflect,  
identify and name what a young person can do to lead 
adult relationships towards the attitude of 'Colleagues.'

Evaluation

 ¤ What feelings awakens in you in relation  
 to each attitude style?

 ¤ What do you think a young person who has  
 experienced social exclusion can feel towards adults?

 ¤ What concrete actions could you implement,  
 in your day-to-day, so that the attitude is that  
 of 'Colleagues'?

Summary

1. The facilitator will present to the large group  
 the 3 different ways in which adults relate  
 to young people.

2. The facilitator will separate the group into pairs.

3. The facilitator will ask you to look for 3 situations  
 that you have faced in your life that reflect these  
 3 relating styles.

4. The couples share the roles: one will be the adult  
 and the other will be a young person.

5. Each couple will show their 3 impros  
 to the large group.

6. Reflection in groups of 4 participants.

http://www.pastoraljuvenil.es/
factores-de-exclusion-social-en-los-jovenes/

Peers

http://www.pastoraljuvenil.es/factores-de-exclusion-social-en-los-jovenes/
http://www.pastoraljuvenil.es/factores-de-exclusion-social-en-los-jovenes/
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Human Rights
When it comes to knowing what is allowed and what is not 
there is a multitude of different judicial systems around the 
globe. However, underlying these structures there is a much 
deeper reaching ethical consensus on which unalterable  
rights every individual should have at all times.  
The Universal Declaration of Human Rights is an effort to 
verbalize this consensus. Even though it is not legally binding, 
the declaration has been adopted in or has influenced most 
national constitutions ever since its adoption by  
the United Nations in 1948.

This workshop centered around the Universal Declaration of 
Human Rights aims to get to know them in the first place, 
understanding the importance of them for our society and  
for the participants' personal life, realizing how they function  
as an inner compass, and understanding that compass.

As mentioned in the description of activity 2 – Meaningful 
Statues – the facilitator should be informed to a certain  
degree about which human rights there are,  
the significance of them and a bit about the history.  
The following links provide all necessary information.

 ¤ For the entirety of the Universal Declaration of  
 Human Rights and the most important facts  
 about them see here:  
 https://www.un.org/en/universal-declaration-human- 
 rights/index.html 

 ¤ For a simplified version specifically designed for  
 young people follow this link:  
 https://www.youthforhumanrights.org/what-are- 
 human-rights/universal-declaration-of-human-rights/

 

Human Rights and the Concept of Congruence

In 1959 the American psychologist Carl Rogers  
proposed that in order to acquire real happiness in life,  
self actualization has to take place. While the personal  
environment has a huge impact on self actualization, i.e.,  
to fulfill one's potential and achieve the highest level of  
'human-beingness' we can, Rogers also pointed out the 
possibilities of each human individual. According to Rogers, 
in order for self actualization to take place, one needs to be  
in a state of congruence.

To understand congruence we first have to take a look at  
two other terms: the self-image and the ideal-self.

 ¤ The self-image describes how we see ourselves.  
 At a simple level one could see oneself  
 as 'good' or 'bad'.

 ¤ The ideal-self depicts the person one would like to be.  
 This is not a fixed image, but is dynamic over the  
 course of one's entire life.
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According to Rogers (1959), we want to feel, experience and 
behave in ways which are consistent with our self-image and 
which reflect what we would like to be like, our ideal-self.  
The closer our self-image and ideal-self are to each other,  
the more consistent or congruent we are and the higher  
our sense of self-esteem. 

Human rights depict fundamental beliefs and living  
according to them is part of the ideal-self of most persons. 
Therefore, they can serve as a means to visualize the concept 
of congruence, especially when mediated through  
the personal and emotional nature of the drama methods 
provided in this workshop.

Getting a feeling for these psychological mechanisms  
will result in more reflective thinking and generally knowing 
oneself a little more, which will in turn make it easier to  
maintain a state of congruence and heighten the self-esteem 
of the participant.

 

When Human Rights are in Danger

The aforementioned benefits for each individual participant  
of this workshop certainly are a major contribution of the  
activities presented here. However, while human rights are 
very widely spread and most judicial systems do integrate 
them in their constitutions, this is not the case with all systems, 
and what is 'normal' for one person might be perceived as 
'privileged' by another.

Therefore, this workshop also aims at raising awareness.  
Not everyone is lucky enough to live in a legal environment 
that allows for everything that human rights propose.  
Imagining a life without them can be hard, but is bitter  
reality to some. Participants should be encouraged to walk 
their daily lives with open eyes, and – if possible – to take 
action when Human Rights are in danger. 

 
Standing up for Human Rights

The activities in this workshop should encourage the  
participants to actively pursue living by human rights  
standards and standing up if they witness violations of them. 
Furthermore, the workshop provides a basis for a better 
understanding of oneself. Implementing the insights about 
human rights as an inner compass and congruence in daily life 
is highly recommended. Doing so and staying reflective will 
increase self-esteem and happiness in life.

— BiondekBühne, 2020



Warming up the participants, making their minds  
and bodies ready for the following activities.  
Ice breaker.

20 minutes

Between 6 and 20 people

Encourage the participants to be fast and swap often.  
This game lives from being lively, almost hecticly.

While this warm up activity has a rather loose link  
to the topic, it does emphasize the freedom of each  
individual to make their own decision, most notably  
the freedom to say "No".

Description

Have the participants stand in circle.  
The participants should have their feet roughly at  
hip width, so to be ready to turn fast in either direction. 
Now the facilitator sends an impulse to one of his/her  
neighbours. This impulse is a simple clap which is now  
further produced in the direction the facilitator has given. 
The aim here is to be fast and precise.

After a few rounds, the facilitator introduces a new rule.  
A participant can now shout "No!" instead of forwarding 
the impulse. If one does so, the impulse immediately  
changes direction. Stay focused!

When the participants are getting used to this,  
the facilitator introduces a third rule. The participants are 
now allowed to swap places in the circle. To do this, both 
persons need to make eye contact with each other and 
non-verbally agree on switching places. The facilitator 
should encourage the group to swap often. However,  
don't let the clapping subside!

Variation

There's plenty of variations here, introducing new,  
additional impulses (e.g. a stamp)  
being the most common one.

Evaluation

 ¤ How did you feel when one of your neighbours  
 said "No!" to you?

 ¤ How did saying "No!" made you feel?

 ¤ Why did or didn't you use the possibility  
 to swap places?

Summary

1. The facilitator and the participants stand in a circle.

2. The facilitator sends an impulse to one  
 of his neighbours.

3. The possibility to say "No!" is introduced.

4. The possibility to swap places is introduced.

5. Reflect.
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1. Clapping Circle

Unknown



From the Field

Wendy Kok

I had the honour to be one of the few  
Try-Out-Youth–Workers in this project.  
I am a music theatre artist and I work with  
the age group of 13-16 year olds with the  
scouting organisation in Austria.  
 
My experience with this tool kit is a mixture of ups 
and downs. One thing I can tell you is that you 
need to choose a topic that attracts your group 
and you need to make adjustments. There is little 
possibility to take the exercises and apply them 
directly as they are written. You often need to 
adapt them to your group. As in every youth work 
situation you need to be flexible and react.  

In order to do that the following three steps  
helped me to make this tool kit as big as  
a success as possible. 

1. Read the instructions and write down notes,  
 highlight your aims. 

2. Watch the provided videos, and write your  
 own summary of it. 

3. Think about what is possible in your group, 
 where do you need to adapt. 

One of the biggest challenges may be to even  
get them into acting out scenes, in which case 
some of the given tools will not work as well as in 
experienced acting groups. The same counts for 
the reflection rounds. In groups that have experi-
ences in group-conversations discussion methods 
work really well, in others you might have to think 
of another way. 

All in all I can advertise this tool kit and hope that it 
will give other youth-workers new tools and ideas 
on how to address certain topics.
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Diving into the topic of human rights.  
Defining which importance and meaning  
human rights have for the participants.

2. Meaningful Statues

30 minutes

Between 6 and 16 people.

The facilitator has to be aware of the high personal  
impact various human rights discussions.those sentences 
can possibly have. If at any point a participant feels  
uncomfortable creating or being part of a statue, he or she 
can act as a helping hand for the rest of the small group.

 ¤ Print out some human rights.  
 The ones given here are just examples  
 and can be replaced by any other one.

 ¤ All human beings are born free and equal  
 in dignity and rights.

 ¤ Everyone has the right to live, liberty  
 and the security of person. 

 ¤ No one shall be subjected to torture or  
 to cruel, inhuman or degrading treatment  
 or punishment.

 ¤ No one shall be held in slavery or servitude.

A simplified version of the United Nations Universal  
Declaration of Human Rights can be found online  
following the link below.

This activity serves as a starting point to discuss human 
rights. After thinking about the personal meaning of  
human rights to the participants, they can experience  
what others feel about them, and why they are important.

Preparation

The facilitator will start the activity with a discussion  
about human rights. Good points to discuss are:

 ¤ Which human rights do the participants know,  
 which don't? 

 ¤ What is the historical background to them? 

 ¤ Why are human rights important?

The facilitator therefore should have some knowledge  
about human rights, which might need preparation.

Description

This activity will be divided into 3 parts:

1st part: Discussion 10 minutes

The facilitator will talk to the participants about human 
rights. The aim here should be that every participant  
has basic knowledge about the concept of human rights.

2nd part: Creating a statue 10 minutes 

Each participant draws a piece of paper with a human  
right excerpt written on it and reads it to themselves  
silently. They take a moment to think about what the  
sentence means to them.

Now the participants move freely through the space.  
Have them find the other participants with the same  
excerpt. Groups are formed as everyone with the same 
human right gets together.

Each group has 2 minutes to create a statue according  
to the human right. The statue may include sound or little 
movement. The statues are then presented to the other 
participants. Take some time to discuss every statue –  
what can the participants see, what is the meaning of  
the statue? It is important that each participant  
remembers their pose for the next step.

https://www.youthforhumanrights.org/what-are-human-rights/universal-declaration-of-human-rights/


https://www.youthforhuman-
rights.org/what-are-human-rights/
universal-declaration-of-human-rights/
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Meaningful Statues

3rd part: Statues in relations 10 minutes

In the following step the statues are put in relation to each 
other. One participant enters the space and chooses a spot 
to build their statue. One after another the participants 
position themselves according to what they already see  
and create relations, according to space, distance,  
expression etc. Each participant uses the statute they have 
showed before but separated from the rest of their group.

When all participants have positioned themselves,  
the facilitator asks them how they feel internally  
but also in relation to the others.  
This is done by thought tapping different participants.

The participants may change their positions  
up to three times to find their final position.  
They are aware of the needs and states their  
statues are in. The facilitator walks throughout  
the space and asks participants what they  
experience/feel by tipping on their shoulders.

Evaluation

 ¤ What personal meaning did your excerpt  
 have for you?

 ¤ Did you encounter dissensions  
 while forming your statue?

 ¤ How did you feel about combining  
 all the statues into one? 

 ¤ How did you feel when you settled  
 for a final position?

Summary 

1. The facilitator and the participants talk about  
 the concept of human rights.

2. Participants draw exerpts and form small groups.

3. The small groups create statues.

4. Statues are combined.

5. Reflect.

https://www.youthforhumanrights.org/what-are-human-rights/universal-declaration-of-human-rights/
https://www.youthforhumanrights.org/what-are-human-rights/universal-declaration-of-human-rights/
https://www.youthforhumanrights.org/what-are-human-rights/universal-declaration-of-human-rights/
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Raise awareness for factors  
that modify an individuals point of view.

Illustrate the complexity of decisions.  
Raise awareness for factors  
that can modify an individuals decisions.

20 minutes

Between 9 and 20 people.

The facilitator has to be aware of the high personal impact 
this exercise can possibly have. If at any point  
a participant feels uncomfortable with creating or  
being part of a statue, he or she can act  
as a helping hand for the rest of the small group.

 ¤ Paper

 ¤ Pencils

 ¤ Write in large letters on a piece of paper:

 ¤ Logic

 ¤ Moral

 ¤ Fairness

 ¤ Selfishness

 
As the participants now have a basic understanding  
of human rights, this activity will illustrate  
the impact of them on decision making.

Preparation

The facilitator asks the participants to think about  
a well-known person that has a tough choice to make  
(e.g. famous drama character – what would be  
the best course of action for Romeo?).  
They then should write their person and the situation down. 
This step should take araound 5 minutes.

Description

When everyone has found something to write down,  
one volunteer is needed. The volunteer reads aloud  
what he or she has written down before.  
After this, the rest of the group is split up  
in different kinds of 'embodiments':

 ¤ Logic

 ¤ Moral

 ¤ Selfishness

 ¤ Fairness

Now every embodiment has 5 minutes to think about  
arguments that would move the volunteer to make  
a decision in favour of their group. While doing so,  
the embodiments might have and/or want to  
discuss their understanding of moral or fairness.

Those 4 groups are visually divided in the room.  
Each embodiment is further distinguishable  
by the signs the facilitator prepared beforehand.  
Now the volunteer stands in the middle and  
points the finger at one group. As long as the finger is 
pointed at the group, the group should tell the volunteer 
arguments to make a decision in favour of this group.

As soon as the volunteer lowers their arm,  
the group immediately fall silent (even in the  
middle of a sentence).

It is not necessary and may be impossible to find  
a solution to the problem. However, this is not  
the objective of the activity – illustrating decision-  
making and reflecting afterwards is. 

3. Voices in Your Head



Unknown

Voices in Your Head
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Variation

The participants may also make a problem up.

Evaluation

Question to volunteer: 

 ¤ How did hearing all those  
 different arguments make you feel?

 
Questions to the embodiments: 

 ¤ Was it difficult to think of arguments?

 ¤ How did you feel when telling your arguments  
 to the volunteering person?

 
Question to all participants;

 ¤ Did the knowledge about human rights influence  
 the decision-making progress?

 ¤ Did it influence your understanding of logic, moral, 
 selfishness or fairness? If so, how?

 

Summary

1. The participants write down a situation in which  
 a decision has to be made.

2. One participant's situation is chosen, the other  
 participants are split up in 4 embodiments.

3. The chosen participant listens to  
 the arguments of the embodiments.

4. Reflect.
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Developing a deeper understanding of human rights 
through analysing the details of the concept.

Further reflecting purpose and necessity of human 
rights. Personal involvement in human rights. 

30 minutes 

4 or more participants.

 ¤ Optional paper and colour pencils

 ¤ Musical instruments may be used

 
The 'issue' referred to in the title of this activity will be  
a human right. Participants will think about many of  
the human rights again and may even create a new one.

Preparation

Prepare a possibility for the participants to look at  
the universal declaration of human rights, e.g. on a beamer, 
screen or printed out. You can find a simplified version of 
the universal declaration of human rights below.

Description

Participants make small groups of 3 – 6. Ask each group  
to produce a television advert for a chosen human right. 
They can also come up with a new thing that, in their  
opinion, should be a human right. 

The groups have 20 minutes to create a scene depicting 
an advertisement which will present some important points 
about the issue to the audience. Explain that the advert can 
use humour and can also include a jingle, music or slogan. 

Each group presents their advertisement.

Ask participants to list all the important points  
that are talked about in the adverts and to add  
any information, views or aspects of the issue  
that they feel have been left out.

Variation

After the scenes have been presented, the groups may  
also create a poster. This, too, should be designed in  
a style reminiscent of an advert. The posters represent  
a summary of the collective knowledge of the group  
about human rights. This can be used by the facilitator 
for future planning, as a reference for the group and as a 
springboard for discussion.

Evaluation

 ¤ Did this exercise reveal new insights of  
 whether there are any human rights missing or not?

 ¤ Do you have the feeling that there's a central point  
 or principle informing or underpinning human rights? 
 Can you express it?

 ¤ Why did or didn't you use the possibility to  
 swap places?

Summary

1. Participants form groups of 3 – 6.

2. Each group creates and rehearses a scene.

3. Scenes are presented.

4. Scenes are discussed.

5. Reflect.

4. Advertising an Issue

https://www.youthforhumanrights.org/what-are- 
human-rights/universal-declaration-of-human-rights/
articles-1-15.html

https://www.youthforhumanrights.org/what-are-human-rights/universal-declaration-of-human-rights/arti
https://www.youthforhumanrights.org/what-are-human-rights/universal-declaration-of-human-rights/arti
https://www.youthforhumanrights.org/what-are-human-rights/universal-declaration-of-human-rights/arti
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Julie McCarthy – Enacting participatory development: The-
atre-based techniques (2004)

15 minutes

6 or more participants.

 ¤ Long string, preferably woolen

 ¤ Scissors

 
While this reflection activity has a rather loose link  
to the topic, the string used in this activity can be seen  
as a metaphor for human rights, which connect us  
to a common sense of justice and fairness.

Description

The participants sit in a circle. Give the ball of string  
to someone in the circle. This person holds onto its end 
and throws the rest of it across the circle to another player. 
Together with the string a verbal message is sent  
to the person who catches the string. 
Depending on context, the message can be a comment 
about the workshop (something she has liked or disliked),  
a message for the person to take away from the group,  
a hope for the future, and more. The receiver then holds 
onto the string and throws the ball across the room to  
another player, again sending a verbal message with it.

The process continues until everyone is holding  
onto the string, which has made a spider's web pattern.  
The facilitator can point out that the participants are  
connected through the string, which stands as a metaphor 
for human rights.

At the end of the activity the facilitator may cut  
all the string connections between players.  
Everyone can keep their own piece of string  
to remind them of the message they received,  
and of the things they have learned.

Summary

1. Participants sit in a circle.

2. Participants throw a string,  
 sending a verbal message with it.

3. String pattern connects participants.

4. Every particpiant may take their end of the string  
 home with them as a personal memory.

5. The String
Closing the workshop. Evalutation.
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Migration and  
Refugees

Communication between humans is an astonishingly complex 
thing. Even if two individuals have known each other for a 
long time and developed a deep understanding for each  
other, misunderstandings will happen. In real life, however, 
only a fraction of the people we interact with will be  
confidants. In many cases we know not more than some  
bullet points about another person, e.g., 'Is a colleague',  
'Has two children' and 'Likes the same football team'.  
In other situations we do not know another person at all,  
e.g., a cashier. Nevertheless, in most cases we can still find  
a connection to them. This is largely due to having similar  
cultural identities, i.e. the feeling of belonging to a  
community. The cultural identity is shaped by a lot of  
rather specific things like generation, social class or locality.  
However, there are also more widespread factors for cultural 
identity, e.g., speaking the same language or having cultural 
codes in common. A famous example for such a cultural 
code is the bow that is conventional in many Asian countries 
for greeting someone, instead of a handshake. 

Communication between two strangers gets more difficult  
the further away their cultural identities are. Hence, times in 
which a large quantity of individuals migrate into a different 
cultural zone bear the potential for a lot of communication 
problems, and ultimately a split society. 

This workshop centered around Migration & Refugees aims at 
building up empathy for involved parties, raising awareness 
for the hardships refugees have to face, illustrating possibili-
ties to make contact even if the cultural codes are rather diver-
gent, and highlighting the similarities human beings share 
regardless of cultural identity.

Open minds

The drama methods presented in this workshop will not only 
enhance empathy towards refugees greatly, but also establish 
an open-minded way of thinking in the participants. 

This is achieved by depicting some of the challenges refugees 
have to face quite clearly. Activity 2 – Parting illustrates being 
under attack and getting separated from family members.  
Activity 3 – The Wall is an example of the difficulty of  
understanding other cultural codes, especially if language  
is not an option to just explain something. Additionally,  
it depicts a situation in which migrants, instead of getting 
help, are actively hindered to reach their goal by some sort 
of border. This illustrates quite clearly what can be expected 
when one is forced to leave their home. 

With activity 5 – 'We all…' this workshop will also point out 
that one can almost always find somesthing that one has in 
common with another person, and that this can be a good 
entry point for understanding and getting to know each other. 
This has an encouraging effect on the participants and will 
lead to approaching strangers proactively in an open-minded, 
sympathetic manner.
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The media

Activity 4 – News of the World specifically addresses the role 
of the media in how we perceive our world and the things  
going on in it. There are always different points of view on 
certain events. With this activity the participants should try out 
several perspectives, and get a feeling for different kinds of 
media — stagy and lurid, neutrally reporting, emotional, etc. 

The way in which media depicts our world shapes the way  
we think about it. Being able to analyze style and content of 
a report, and critical thinking are therefore keys for building 
one's own opinion.

 

Call to action

This workshop will have participants develop a deeper  
understanding for the hardships refugees have to face.  
Thus, it will lead to a proactive approach towards people that 
are currently forced to leave their home, and also people who 
have to overcome language barriers and cultural differences 
in their everyday lives.

This work can also be seen as a call to action. If one can  
understand the incredibly challenging daily life of migrants 
and refugees, it does seem natural to help those who are  
in need. The activities specified below will provide the  
participants with new insights about cultural identity and 
beliefs. They can be used as a cornerstone for further  
development of empathy and communication skills,  
especially in peregrine situations.

— BiondekBühne, 2020
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At the beginning of the workshop participants should 
get a feeling of the group, its members and the space.

10 minutes 

Does not matter. 

The facilitator needs to be very precise when presenting 
the commands, otherwise the group will get quite  
confused when the meanings get swapped.

 ¤ Large space without barriers.

 
While this warm up activity has a rather loose link  
to the topic, it does in a way include a language  
confusion as the meanings of words are interchanged. 

Description

The participants moves through the space and  
are encouraged to neither move in circles nor following 
other people. After roughly a minute the facilitator  
presents the following commands:  
When they say "stop" the whole group has to stop  
immediately and when they say "walk" they should  
start walking again. Every minute or so,  
two new commands are presented:  
E.g. 'jump' and 'kneel', 'raise arms' and 'turn around'. Later 
on, the facilitator tells the group that the commands from 
now on mean the opposite, for instance,  
when they say "walk" the group has to stop  
or when they say "kneel" the group has to jump.

Evaluation

 ¤ What did you recognize when walking through  
 the space seeing all the others passing by?

 ¤ How did you feel when words didn't mean  
 what you expected them to mean?

Summary

1. Participants walk through the space.

2. Facilitator gives commands.

3. The meaning of commands is swapped.

4. Participants have to cope with the new situation.

5. Reflect.

1. When I Say Walk, Walk!

Unknown



Gregor Ruttner
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10 minutes

Between 6 and 18 participants.

While the music is meant to be played loud,  
don't push it too much.

 ¤ Large space without barriers.

 ¤ A blindfold for every participant.

 
Attacks mostly are not announced beforehand,  
so when bombs are hitting your home you cannot  
be prepared. With this activity the participants should  
get an imagine of how it is to get separated from  
your family in without any warning.

Description

The participants get divided into groups of at least  
three members. They will each represent a family now.  
The facilitator then covers the eyes of the participants  
and guides each participant to a random place in the room, 
where they should now wait for the game to start.  
The participants will wait in complete silence for a loud  
and punchy music that the facilitator will turn on which is 
the sign for the participants to start walking around  
the space and finding their other 'family members'.  
Only when they are all together again,  
they are finally allowed to uncover their eyes.

Variation

When the facilitator is absolutely sure that the  
participants can cope with this harder variant,  
the sounding of bombs can be used as a  
starting sign and the music is played afterwards.

Evaluation

 ¤ What did you feel when suddenly the silence  
 was interrupted?

 ¤ What were your thoughts while looking for  
 the other people?

 ¤ How would a situation like this feel in real life?

Summary

1. Participants get divided into smaller groups.

2. Facilitator covers the eyes of the participants.

3. Facilitator guides the participants  
 to a starting place.

4. After a few moments of silence the music starts  
 and people have to find their group members.

5. Reflect.

2. Parting 
Building empathy for refugees  
who have been in grave situations.



Illustrating language barriers. 
Depicting a typical situation of everyday life  
challenges refugees have to face.

Approx. 3 minutes per participant.

Minimum of 6 participants. 

 ¤ A door that can be closed between  
 the workshop room and the hallway.

 
When trying to pass a border it can happen that  
none of the sides understand each other.  
This activity should show this situation by applying random 
conditions for the participants when trying to get through.

Description

One volunteering participant leaves the room.  
Then the others build a wall (standing in a line next to  
each other) and decide on a thing that the volunteer has  
to do in order to pass the wall. Additionally, they should 
also decide on one clue for the volunteer. The participant 
is then asked back in and has a 2 minutes to try to work 
out what to do to be able to pass by, e.g. ask very politely, 
kneel through a hole in the wall or talk in a foreign  
language. The game is then repeated with a new  
volunteer and so on.

Evaluation

Volunteer:

 ¤ What emotions did you experience whilst trying? 

 ¤ How did it feel when you managed to pass through? 

 
Wall Members:

 ¤ What were your thoughts  
 when you saw the volunteer failing?

 
Volunteer and Wall Members:

 ¤ Which similar kinds of situations did you  
 experience in your life so far?

 ¤ What feelings could you have if you had to  
 move to a country that you know nothing about  
 and don't speak its language?

Summary

1. One participant leaves the room,  
 the others are building a wall.

2. The wall decides on one thing that  
 allows the volunteer to pass trough.

3. The volunteer comes back in  
 and tries to figure out what to do.

4. Reflect.
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3. The Wall

Unknown



Drama for Youth Work – Migration and Refugees – News of The World 1 / 1 – Booklet Page 71

'Drama for Youth Work' is a project funded by Erasmus+ with On&Off Theatre from Spain, Crooked House Theatre from Ireland and BiondekBühne from Austria.

Andy Kampe and Jan Holroyd   
– Speaking, Listening and Drama  (2004)

40 to  45 minutes

Minimum of 6 participants. 

It is important that the group thinks about the causes  
of the war and its consequences beforehand to not  
create a superficial scene.

There are always different points of view on certain events. 
With this activity the participants should try out several 
perspectives, and get a feeling for different kinds of media 
– stagy and lurid, neutrally reporting, emotional, etc.

Description

The participants form small groups of 3 to 6 people. Each 
group is asked to create a TV news show that reports on a 
war situation in a fictional country. There are plenty different 
roles that participants can choose to play, e.g.:

 ¤ Host of the show

 ¤ Field reporter

 ¤ Witness being interviewed

 ¤ Expert on the topic in the studio

 ¤ Additional guests of the show,  
 like a politician or a police person  
 who make a statement.

The groups get thirty minutes of preparation to create  
these scenes. Afterwards the scenes are presented.

Variation

The facilitator can prepare reports or information  
of the situation in the fictional country. 

Evaluation

 ¤ What situations could you easily agree on  
 during preparation?

 ¤ Which role was hard to fulfill and why?

 ¤ Why did you choose this story line?

 ¤ What other points of view which weren't  
 part of the scenes can you think about?

 ¤ Which people are affected by war?

 ¤ What do you think or do  
 when you see war reports?

Summary

1. The participants form groups of 3 to 6.

2. The groups are asked to create a TV news show.

3. They decide on a topic and on the roles.

4. They prepare the scene and present it.

5. Reflect.

4. News of The World
Illustrating the importance of points of view. 
Training the ability to see different points of view.
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5  to 10 minutes

Maximum of 30 participants.

 ¤ Space that is large enough to provide  
 the room for a circle of all participants

 
Maybe at first sight it is hard to find things  
that all people in a group or in a society share,  
but if we think a bit deeper we always find things  
we all have in common.

Description

The participants stand in a circle.  
One after the other each participant takes one step  
forwards into the circle and says a thing that they assume 
fits for all group members, e.g. "We all like pizza".  
Every person who agrees with the statement then also 
steps one step forward into the circle. The participants 
acknowledge the answer. Every participant who took a step 
into the circle now returns to his or her previous position. 
Then the next person announces a thing and so on.  
The game can be played either until every participant  
stated one sentence or until the group found one thing  
that all participants have in common.

Variation

The game can also be played from a personal point of view. 
Then the statement has to start with an I, e.g. "I like pizza".

Evaluation

 ¤ What did you choose: A statement you thought 
 everybody would agree on or a statement you  
 would like everybody to agree on? Why?

 ¤ What are things that we all have in common?

 ¤ What are things that we all have in common,  
 even if we don't think about them instantly? 

Summary

1. The participants stand in a circle.

2. One after the other each participant states a sentence.

3. People who agree with the statement step forward.

Closing the workshop. Evalutation.

5. We all…

Unknown





O
n&

O
ff

, 2
02

0

Diversability
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Disability is a general term that encompasses deficiencies, 
activity limitations and participation restrictions.  
Deficiencies are problems that affect a body structure or  
function; Activity limitations are difficulties in executing 
actions or tasks, and participation restrictions are problems 
in participating in life situations. Consequently, disability is a 
complex phenomenon that reflects an interaction between 
the characteristics of the human organism and  
the characteristics of the society in which it lives.  
The unquestionable social fact is that we live in a society  
in which people with disabilities are disadvantaged:  
they are discriminated against and even despised.

General sensitivity to disability is far from inclusive.  
The collective representation of disability is not that of an 
integrated difference in a world characterized by diversity — 
diversity that is indeed a proper condition of our coexistence 
— but rather indicates, on the contrary, the existence of a 
deficiency that results in inferiority compared to a hypothetical 
standard of normality: disability is handicap.

Perhaps the political measure to promote the term  
'diversability' as an alternative to this obvious social  
cataloging of disability could be included, since what  
the disabled person actually lives is merely a different  
way of living in a diverse society.

'Diversabilty' forces us to leave the inherited learnt notion  
in which having a disability is something 'bad'.

Perhaps it is time to become 'diversability activists' and  
face the task of recreating the culture of difference,  
celebrating difference. Enhancing inclusion in standardized 
environments where they are not obliged to adapt to  
the environment, but, to the same extent, there is a need 
or obligation for reciprocal adaptation. Social measures of 
adaptation to disability never imply harm for people without 
disabilities, but quite the contrary.

Thus, it is urgent to strengthen the involvement of people  
with diversabilities in formal and non-formal education,  
in work and in social participation; with the thought that we 
learn by doing and we do by learning. 

 
 
 
 
 

When we recognize the marginal condition of people with 
diversabilities, the process of claiming rights to equal  
opportunities and the recognition of an independent life  
begins. Paul Hunt, arguably the most influential writer  
with diversability and activist to have enlightened Britain,  
accurately summarizes one of the main obstacles to the  
emancipation of diversable people: the stereotypical  
portrait of diversable people in popular culture.  
“The diversabilty have identified ten recurring and common 
stereotypes of diversable in the mass media. They include: the 
disabled person as pitiful and pathetic, as an object of  
curiosity or violence, as sinister or diabolical, as hyper- 
disabled, as ethereal, as ridiculous, as his own worst enemy,  
as a burden, as sexless and as unable to participate  
in daily life” (Barnes, 1991b: 45-46). In any case, it is society  
that defines that identity, which, culturally and symbolically  
(as well as in a practical way), 'disables' people with  
diversabilities: “We are simply people with different  
capacities and requirements, so we are disabled by a  
society that is ingrained by the needs of those who can walk, 
who have perfect vision and hearing, who can speak clearly 
and who are intellectually skilled. Disability rests on the  
construction of society, not on the physical conditions of  
the individual. However, this argument is usually rejected, 
precisely because accepting it implies recognizing to what 
extent we are not simply unfortunate, but are directly  
oppressed by a hostile social environment”  
(Brisenden, 1986: 177).

When it comes to social recognition, people with diversabili-
ties are ranked lower than people without diversabilities. From 
a liberal-meritocratic position, they are a group that ‘does 
not have any talent’. If we take into account the other two 
dimensions, (the economic and the political), a person with a 
diversabiity who belongs to a wealthier family will enjoy the 
benefits of that privileged group. However, they will just be 
passive recipients of such economic or political benefits and 
not active agents - sometimes even being excluded from their 
social group. 
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People with diversabilities are subject to assistance  
(public or voluntary) – they depend on subsidies and aid;  
and they are discriminated against in relation to work –  
when they can manage to get a job interview, they are  
not considered suitable for high-performing tasks.

Only from the experience of the individuals with diversabilities 
can we find the way to undertake concrete investigations that 
give voice to the protagonists. We aim to achieve a more  
adequate understanding of the phenomenon by virtue of 
which to be able to propose 'solutions' adjusted to the  
reality lived by the protagonists of the diversability.  
People with diversabilities have few opportunities  
to express their own experience within the general culture 
– or within radical political movements; their experiences  
are isolated, individualized.

Currently, the social perception of people with diversabilities 
is improving. Before, they were seen as sick people, who had 
to overcome deficiencies in order to adapt as well as possible 
to the existing society, for which they were offered adequate 
medical treatment, or where appropriate, economic or social 
benefits, which were understood almost as charities; now, the 
social perception of people with diversabilities allows us to 
understand them as a group of people who are in a special 
situation of social disadvantage because society has built an 
environment designed only for a certain standard of people, 
with certain characteristics. To solve this state of affairs, what 
must be recognized are the rights of equality and non- 
discrimination also of people with diversabilities;  
and consequently ensure that society adapts to  
provide spaces for all kinds of people.

We have proposed that the workshops corresponding to this 
topic should be carried out in this order:

1. Different colors

2. Newspaper race

3. Communication limits

4. Give and receive help

5. Paternalism.

 
 
 
 
 
 
 

Carrying out the activities proposed in this manual with  
young people and / or offering them the opportunity to work 
with people with diversabilities, facilitates an open mind;  
It promotes the necessary change to stop seeing them as 'less 
capable' people and to stop thinking that it is people with 
diversabilities who must strive to adapt. It also helps them 
review their condescending behaviours,  
closely related to paternalism.

It is curious that young people, victims of inherited  
paternalistic prejudices, reproduce this ancient relational  
model when they meet people with diversabilities. It is in 
training and reflection. That young people become aware  
of the paternalistic and discriminatory attitudes they  
unconsciously assume; As well as activities, they can  
experience the limits and difficulties that a person with  
a diversability faces in their daily life.

— On&Off, 2020 
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Raise awareness about differences. 
Develop empathy for people who are excluded  
because they are apparently different.
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20 minutes

Between 9 and 15 people

This activity is simple and short.  
Very inclusive as most people can take part in this game.

 ¤ Stickers of 4 different colors and shapes, for example:

 ¤ Yellow circles

 ¤ Blue triangles

 ¤ Green stars

 ¤ Red squares.

 ¤ And you will have a single sticker different  
 from the others, for example: Fuchsia heart

 
Make sure that the stickers are stuck on properly.

The idea of this activity being a starting point to discuss 
disabilities is that each person is given a sticker by chance. 
They don't choose their sticker; one sticker is not better 
than the other. They are all equal in price, from the same 
pack. However, more of one colour is used and instead of 
the unique colour being explored for being unique,  
it is left aside. How quickly the participants choose to flock 
to what's the same to them in physical appearance and 
don't even think about what else a person has to offer.  
The stickers, therefore, represent the metaphor of labelling 
someone and not looking further into it. When we see  
someone with Down Syndrome for example,  
we immediately think that they aren't capable of  
adult things, when in reality if we took a second to get  
to know them, we would realize that's not always the case.

Preparation

The facilitator will introduce the topic by saying:

We live in a world where each person is different from each 
other and many times we marginalize or despise those who 
have certain characteristics that the rest do not have.  
For example: some physical or mental disability;  
immigrants; those who don't get good grades; etc. 
To avoid this exclusion, we need to be aware that  
differences should not separate us. We will reflect  
on how we can eliminate the barriers that until now,  
we have unthinkingly constructed to exclude various  
people or groups.

Description 

This activity will be divided into 3 parts: 
1st part:  2 minutes

The facilitator will have stickers of 4 different colors  
and shapes, for example:

 ¤ Yellow circles

 ¤ Blue triangles

 ¤ Green stars

 ¤ Red squares.

 ¤ And you will have a single sticker different  
 from the others, for example: Fuchsia heart

The facilitator communicates that the participants are  
not allowed to speak and will place a sticker on each  
participant, without them seeing what sticker they have. 
At the end of the distribution of stickers, only one person  
is left with a sticker different from the others.

1. Different Colours
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1. Different Colours

2nd part:  5 minutes 

The facilitator will explain to the group that they must  
separate themselves into smaller groups.  
The participants do this.

3rd part:  13 minutes

The facilitator will give the participants permission  
to speak and ask the one who has been left out,  
what happened to them? How does it feel to be excluded? 
 
The facilitator will also ask the large group what has been 
the criteria for grouping? 
The facilitator will inform the group that at no time was it 
said that they had to make groups according to the sticker.

Variation

If playing this activity with blind people,  
instead of using coloured stickers,  
use different smelling perfumes or  
clothes with different types of textures.

Evaluation

In conclusion, we will analyze that people usually  
get together in groups according to the similarities  
and the different ones get left alone.

 ¤ When you feel excluded, who can you ask for help?

 ¤ What simple action, in your day to day,  
 are you going to take to avoid behaving exclusively?

Summary

1. The facilitator communicates that the participants  
 are not allowed to speak.

2. The facilitator places a coloured sticker on  
 each participant.

3. The facilitator will tell them that they should make  
 groups reminding them that they cannot speak,  
 just gesturing.

4. Reflect. 
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Use our skills in the exercise so that we can achieve 
our goal. Experience working in inclusive teams.

Experience the frustration you feel when  
your own limitations do not allow you to  
move forward as you would like.  
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30 minutes

Between 6 and 16 people

If the number of participants is odd, an observer position 
can be assigned. It is not important for the participants to 
already have a close relationship as this can work as a  
team-building or icebreaker activity.

 ¤ Newspaper sheets

 ¤ sticks (similar to broom sticks, but somewhat shorter)

 ¤ Bands to cover the eyes or blindfolds

 ¤ Earplugs

 ¤ Sticking plaster

 ¤ Cling film

 
Make sure to facilitate this activity in an open space as 
participants may fall over.

The idea of this activity is to show the participants how 
having diverse abilities can affect so many simple aspects of 
your life. It is frustrating to be in a competitive race and not 
have all of your normal abilities to help you.

Preparation 
 
The facilitator will separate the large group into 
small groups of 4 people. Within that small group, 
each participant will be assigned a role:

1. Physical handicap: a stick will be taped to each leg.

2. Visual handicap: their eyes are covered with a band.

3. Hearing impaired: earplugs will be placed in  
 their ears.

4. Intellectual disability: their mouth will be covered  
 with adhesive tape and they should communicate  
 with gestures or noises.

Description

 ¤ All groups are placed on one side of the classroom  
 in an Indian row, separating one participant from  
 another in the same group one meter apart. 

 ¤ The facilitator will hand a newspaper sheet to  
 each participant and invite them to stand on  
 the newspaper sheet.

 ¤ The facilitator will explain the objective of the game:  
 they must reach the opposite side of the classroom  
 as a team, participating equally.

 ¤ The last participant in each row will try to reach  
 the beginning by stepping on the newspaper sheets  
 of their classmates, while carrying theirs in their hands  
 to gradually move forward.

 ¤ The group that arrives first on the other side wins  
 by complying with the rules and having facilitated  
 everyone's participation equally. 

2. Newspaper Race
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2. Newspaper Race

Definición de Discapacidad publicado por la OMS  
https://www.who.int/topics/disabilities/es/

Variation

This activity can be changed depending on your group, for 
example, if you are working with a group of blind people, 
then it is not necessary to blindfold any participants, you 
can then change that aspect for a different limitation. 

Evaluation

 ¤ How have you felt about your limitations?

 ¤ What have you felt about the limitations of others?

Summary

1. The facilitator will separate the large group  
 into small groups of 4 people.

2. The facilitator will assign a role to each participant.

3. Each participant prepares their role.

4. All groups are placed on one side of the classroom  
 in an Indian row, standing on top of  
 the newspaper sheet.

5. The facilitator explains the objective of the game:  
 they must reach the opposite side of the classroom  
 as a team.

6. Compete

7. Reflect.

https://www.who.int/topics/disabilities/es/


Reflect on practical and simple ways that  
facilitate their inclusion.

Experience the communicative limitations of  
people with disabilities. Be placed in the position  
of people with different sensory abilities.  

40  minutes

Between 6 and 15 people

Make sure to define what type of similarities and  
differences you are looking for. For example, male or  
female is not a substancial similarity or difference.  
It is a superficial difference. 

 ¤ Bands to cover the eyes

 ¤ Earplugs

 ¤ Tape

 
Ensure that the participants feel comfortable wearing eye 
bands or tape.

This activity is a good way to show the participants that no 
matter who you are, where you come from or what limita-
tions you may have, we all have things that make us unique 
and we all have things that make us the same. This activity 
also shows participants that even if someone has commu-
nicative limitations, they can still communicate in other 
ways and create relations, aslong as both sides try enough.

Preparation

Prepare the materials and create an open work space.

Description

The facilitator will separate the large group into small 
groups of 3 people and ask them to start talking to try to 
find 3 similarities and 3 substantial differences in their lives.

After 2 minutes the facilitator will ask for silence and  
put a piece of tape on the mouth of one of the members  
of each trio and will ask them to continue with the task  
of finding 'similarities and differences'. 
Ask the trio to include that person.

After 2 minutes the facilitator will ask for silence and place 
a band over the eyes of another member. He or she will 
relaunch the activity of communicating including the two 
participants with their limitations.

After 2 minutes the facilitator will place earplugs in the  
participant's ears that until now had no limitations and  
asks them to find a way to communicate.

After 15 minutes from the start, the facilitator stops the 
activity. Asks that one of the trios stays in the  
performance space and the rest of the group sits to watch.

The facilitator asks the trio that is in the performance space 
to show the spectators what are the 'similarities' that they 
have found in their trio. A spokesperson from the observing 
group will say what they understood about each show and 
if the trio agrees with it, they will show the 'differences'.This 
way all the trios will go on to show  
'similarities' and 'differences'.
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3. Communicative Limits



Jorge A. Victoria Maldonado Revista de Derecho  
UNED, núm. 12, 2013. EL MODELO SOCIAL DE LA 
DISCAPACIDAD: UNA CUESTIÓN DE DERECHOS  
HUMANOS. Recuperado el 19-09-2019 de  
http://revistas.uned.es/index.php/RDUNED/article/
viewFile/11716/11163

Variations

You can have the groups only look for similarities,  
you can change what they need to discuss together etc.

Evaluation

 ¤ How did you feel when communication  
 was getting complicated?

 ¤ How will a person with disabilities feel  
 in communication?

 ¤ What small action, in your day to day, can you take  
 to facilitate communication and inclusion of people  
 with disabilities?

Summary

1. The facilitator will separate the large group into  
 small groups of 3 people.

2. The facilitator will ask that they speak to try to find  
 3 similarities and substantial differences in their lives.

3. The facilitator will place a plaster on the mouth of  
 one of the members of each trio.

4. The facilitator will ask that they continue looking for 
 'similarities and differences'.

5. The facilitator will place a band over the eyes of  
 another member.

6. The facilitator will request that they  
 continue communicating.

7. The facilitator will place earplugs in the ears of  
 the last participant of each trio.

8. Each trio shows what are the 'similarities' they  
 have found in their trio.

9. A spokesperson of the spectator group will say  
 what is understood of each performance.

10. Each trio shows the 'differences'.

11. Reflect.
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3. Communicative Limits
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Experience the situation of 'helping' and  
'being helped.' Learn to ask and offer help. Be placed 
in the position of people with different motor abilities.

4. Help and Get Help

Observatorio de la Juventud en Iberoamérica.  
'La participación como mecanismo de inclusión social de 
los jóvenes'. (23-07-2018). Recuperado el 18-09-2019 de 
https://www.observatoriodelajuventud.org/ 
la-participacion-como-mecanismo-de-inclusion-social- 
de-los-jovenes/

30 minutes

Between 4 and 16 people

If the number of participants is odd, the one who is the odd 
one out will be an observer.

 ¤ Open space. 

 ¤ Other materials such as hair brushes,  
 or make up are not necessary but can add  
 to the activity.            

 
Ensure that the participants are comfortable with  
being touched by their companions and that the  
'carers' complete their tasks without harming  
their partner in anyway. 

This activity is to show participants what it feels like to be 
someone with poor motor abilities who is unable to  
prepare themself for important events and that even  
when they may want privacy, that is not an option for them. 
It is interesting for the particpants to experience this so that 
when they are offering their help, they understand how  
the person that they are helping may feel. This is because, 
normally, when asked for help, people tend to treat the 
other person as a child or as weak, whereas people with 
different motor abilities just want to be treated as people 
who may need some extra help.

Description

The facilitator separates the group into pairs. 
Within each couple, two roles will be distributed:

 ¤ one will assume the role of 'caregiver'.  
 Perform attention and care tasks.  
  
 Must: dress, move, transport, put on make up,  
 comb the 'assisted' hair;  
 Fix them up for an important appointment.

 ¤ and the other will assume the role of 'assisted'.  
 They must not support the weight of their own body  
 and let themself be done up by the other person.  
 The 'assisted' should be communicating to the  
 other how she/he would like to look.

The exercise consists in surrendering to the experience of 
'caring and being cared for' 'providing and receiving help'. 
Half of the couples will sit and watch what the other half  
of couples do. If you have time, you can change roles  
within couples.

Variations

This activity can be adapted so that the assisted has motor 
skills but is blind.

Evaluation

 ¤ What is easier for you? Receive or give help?

 ¤ How can you provide help to someone without  
 offending, or belittling them?

Summary

1. The facilitator separates the group into pairs.

2. The facilitator distributes within each couple,  
 two roles:

 ¤ 'assistant'

 ¤ 'assisted'

3. Half of the couples observe what the other half  
 of couples do.

4. Take care and be taken care of.

5. Reflect.
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Karolina Jantzen

My name is Karolina Jantzen and I carried out  
two activities with a diverse group of people  
from  Asociación Juvenil Teatral ON&OFF  where 
I currently am a volunteer. The group consisted of 
young people aged 10 to 16 and adults who live 
with Down Syndrome. The participants had very 
different ages, backgrounds and abilities.  As part 
of a Convivencia/Workshop covering the topic of 
rumours I facilitated the following activities:

 ¤ Help and Get Help - Diversability

 ¤ Embrace and Adapt - Social Inclusion 

The activities were easily explainable and  
accessible for everyone. The instructing videos 
were quick to watch and summarized the activity 
so that it could be carried out immediately without 
further preparation. Personally I enjoyed 'Help and 
Get Help' the most. It really fit well with the group 
and it was nice to see the participants step into 
roles they don't play too often in their daily life. 
Especially the reflection part showed how different 
the participants perceived the action and it was 
interesting for everyone to experience more than 
one perspective. 
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From the Field



Identify patronizing, condescending behaviours. 
Learn to avoid paternalistic and condescending  
behaviours with people with disabilities

Analyze the concerns, doubts and potential achieve-
ments of sharing decisions and power between  
adults and people with intellectual disabilities.

60 minutes.

Between 9 and 16 people

The presentations should not last more  
than 2 minutes each. There should be an open discussion 
after each group performs.

 ¤ A sheet of paper for each group with the description  
 of the situation that they have to represent.

 
This activity really highlights the lack of rights that people 
with diversabilities have. It is an open discussion on the 
topic of people with intellectual diversabilities and how 
they have limited power over the decisions that they make 
in their lives down to how society sees and treats them.

Preparation

The facilitator shares with the participants  
some of the situations experienced by people  
with intellectual disabilities (and for this purpose  
you may introduces with this content.) 
 
People with intellectual disabilities constantly live a  
paternalistic and condescending treatment from adults  
who share life with them: parents, siblings (even younger 
than them), doctors, teachers, classmates, etc. 
 
One of the aspects they face is that, in general, they are 
not consulted in decision-making in situations that directly 
affect their lives, such as:

 ¤ Whether or not to go to the movies with people  
 their age without adult supervision.

 ¤ Spend the money they earn on things that they like.

 ¤ Maintain safe and healthy sex.

Sharing decision-making means sharing power and implies 
assuming that we all manage spaces of power, regardless of 
our appearance. 
 
We can understand power as a quality of the human being, 
an attribute of their social relations, which is based on the 
possession of certain resources that allow a subject or 
group to realize their interests. The exercise of power  
affects the subjects of the relationship, helping to build 
their position and identity.

Under this concept, adults and people with intellectual  
disabilities have power, but people with disabilities  
encounter many difficulties in exercising it in their  
daily relationships. 
 
So, if we want to be allies of people with intellectual  
disabilities, we must assume that we must share power 
in the decisions we usually make on their behalf. In this 
way, doubts and fears may arise about the process and its 
results. This feeling is normal since it is not usual for adults 
and people with intellectual disabilities to share decisions, 
it is a new field, but very necessary to advance in an  
empowerment of people with intellectual disabilities. 
 
The basis for sharing decisions - which are the spaces of 
power - is mutual trust between adults and people with 
intellectual disabilities, believing that it is possible to 
share diverse spaces and capacities to achieve common or 
complementary objectives. For this, it is essential to identify 
paternalistic behaviors, based on limiting beliefs about 
people with intellectual disabilities.

Description

The facilitator divides the large group into small groups  
of 3 or 4 participants.The facilitator gives each small group 
a common situation in the lives of people with intellectual 
disabilities.

Situations

1. Pedro is a 33-year-old boy with Down Syndrome who 
 travels by intercity bus every Thursday from his town  
 to the city to take dance lessons. 
 When Pedro goes to the city bus station,  
 he has encountered many people who have tried  
 to trick him into giving them the money that Pedro  
 takes to pay for the bus. His fearful parents want  
 to take him out of the dance classes.

2. Ruth is a 36 year old woman with Down Syndrome.  
 While on holiday in her town, she was walking with  
 her parents through a market. A lady from one of  
 the market stalls addressed her and wanted to give  
 her a SpongeBob plush toy. Ruth rejects the present  
 saying that she does not like SpongeBob and that  
 she is not a child. An awkward situation is generated 
 for everyone.

3. Montse is 32 years old and has Down Syndrome.  
 Herpes has come out in one of her buttocks.  
 She goes to the doctor's office with her mother. 
 Adults talk to each other about her, make decisions  
 and do not tell Montse what is happening.
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UNICEF  
http://unicef.cl/web/wp-content/uploads/ 
2014/12/Guia-de-Ejercicios-para-la-Participacion- 
Adolescente.pdf

Clara is 24 years old and has Down Syndrome.  
 On a summer camp with more people with  
 Down Syndrome, one of the monitors tells her to  
 put on sunscreen. Clara takes off her clothes in an  
 open space, outside the tent and begins to apply  
 the protective cream.  
 There is a great uproar among people who do not  
 belong to the group with Down Syndrome camping  
 in the same place.The monitors, they cover Clara's  
 body in a hurry, take her to another place and  
 explain that she should not get naked to put on  
 sunscreen in public.

4. A group of boys with Down Syndrome arrive at a bar  
 to watch a football game, Spain is playing. The bar  
 is packed with people and there is a queue at the  
 entrance door of people who want to enter. Most of  
 the group of boys with Down Syndrome are placed in  
 line to try to access the bar, but Berto and Felipe are  
 chatting animatedly and are placed right at the door  
 of the bar, skipping the queue to access. The monitor  
 that accompanies them approaches them to indicate  
 that they should wait in the line. The people in the line  
 tell the monitor that it is ok queue, that they can pass.

5. Francisco is 39 years old and has Down Syndrome, 
 works every morning in an adapted job workshop.  
 He is in love with Olga, wants to have her as his  
 girlfriend and wants to have sex. His parents  
 do not allow him.

Each small group will have 10 minutes to rehearse their 
situation in order to present it in 2 different ways:

 ¤ With adult paternalistic attitudes.

 ¤ With other more equal and fair attitudes  
 of relationship.

The rest of the participants will observe the improvisations.

Variations

This activity can be adapted in so many ways, simply by 
changing the situations to suit whatever topic you wish.

Evaluation

 ¤ What paternalistic behaviors do you identify  
 with people who have intellectual disabilities?

 ¤ What simple actions can you modify in yourself to 
 relate equally to people with intellectual disabilities?

Summary

1. The facilitator introduces the theme of paternalism  
 and people with intellectual disabilities.

2. The facilitator separates the large group into  
 small groups of 3 or 4 participants.

3. The facilitator gives them a sheet of paper with  
 a situation to improvise.

4. The participants improvise in 2 ways:

 ¤ New fair or equal relational modes.

 ¤ Paternalistic behaviors

5. Reflect.
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Freedom
The videos in the Freedom collection may not initially be  
obvious choices of activity when exploring the concepts  
associated with liberty. They are not meant to replace any  
activity the youth worker devises to discuss any of the  
complex and dynamic ideas in this area – such as freedom of 
speech, human rights, freedom and responsibility, respect, 
and so on. Many of those concepts can be explored more fully 
through the youth worker's methods and through discussion 
and teaching in the normal ways.

The videos are, instead, designed to spark initial thoughts 
about freedom. They can be used to introduce the concepts, 
and to gather feelings and ideas from participants about such 
issues as 'being controlled', 'stuck', 'acting out of conformity', 
and so on. 

When we explore freedom in our groups, we first explore  
the idea of barriers and inhibitors – things that prevent us 
from being as complete or full a person as possible.  
We tend to focus on the psychological aspects of inhibi-
tion first, and keep the exploration at a non-threatening, 
human-behaviour centred level. So, we look at the kinds of 
things  
that might prevent someone from standing up for someone 
who is being bullied; or what prevents us from appearing 
clever, or confident; or what discourages us from perforing, 
singing, showing our talents in public. With this in mind,  
we use these exercises to see what occurs to us when we 
don't let the 'voice in the head' stop us from doing simple  
activities in public. The exercises that we use to explore  
this are the 'Move Move' and 'Mind Wash' ones. In these it 
becomes clear that the participant must act very quickly and 
not think in order for the game to continue. In our discussion 
we explore why we get confused here, why we become  
frustrated, or flustered. Part of the discussion asks about  
the fear we have of behaving foolishly in front of the group,  
or the fear of failing to do the activity correctly. 

This all lays the groundwork from exploring freedom,  
or lack of it. Some of the videos explore confusion as a state  
in which our over-thinking logical brain is relaxed in favour of 
our instinct. In confused states we often don't get the chance 
to think ourselves out of doing something  
— we act impulsively. We want to explore what it  
is like when we have to act under pressure and not  
stop ourselves by taking time to think.

The videos work well in a sequence – perhaps used over a 
number of workshops and sessions. 'Move Move' is an ideal 
starter as it is a high energy, low focus game in which the  
spotlight lands only briefly on an individual before moving 
rapidly on to another. You need chairs and a large space  
for it, and watch out for over-eager participants crashing  
down into chairs with such force that they tumble backwards.

This video also introduces the idea of multiple ways of  
processing information and using many different learning 
methods to do so. The discussion afterwards can be about 
how much freedom we have to learn in ways that suit us.  
We can speak about having to conform to standardised  
ways of learning. It is also a game where we must act  
while under stress.

The second exercise, 'Risk Taking', is about being free  
enough to take a risk in a group. It explores the freedom to 
move beyond our comfort zones. If we all stay in our comfort 
zones we will not experience the unknown. So, this game 
looks at the role of risk taking in becoming free.  
This activity can follow immediately on from the first,  
or be used at a later stage.
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In 'Mind Wash' we play with removing the need for control. 
Groups have to juggle doing so many things in Mind Wash 
that they slowly begin to lose their self-consciousness and  
so become free in those moments. It is an exercise we  
often use for warm up and energising purposes,  
before going into an activity where the group  
must make or create something significant.

The next activity, and the most important activity in  
the Freedom collection, is called  'The Glass Cobra'.  
It is a great activity from August Boal who invented the  
theatre movement known as Theatre of the Oppressed.  
The elements in this game are very relevant to freedom:  
it explores how oppression works – how something like  
poverty can prevent an individual from functioning normally 
and 'belonging' to a group. This game can be played as the 
main activity in a workshop, having warmed up or introduced 
the concepts in the previous two exercises. It involves the  
participants forming a circle, with their hands on  
the shoulders of the person to their right, their eyes closed, 
and an agreement to perform the exercise in complete vocal 
silence. The facilitator guides the group through a series of 
actions – ranging from using your fingers to explore the  
shoulders of the person you are connected to,  
right through to letting go and walking around the room  
in random directions. With your eyes closed you must find  
the pair of shoulders you were initially connected to,  
and form the circle again, without speaking. 

It is a simple exercise. At the beginning the participants do 
not know what they will be asked to do. The facilitator of 
course will explain in general that there will be silent and blind 
movement around the room so that anyone who is fearful of 
this may step out and observe the exercise. Beyond this the 
group simply participates. 

However, at the end the facilitator spends a considerable 
length of time asking them how they felt at various stages of 
the exercise. At each point, s/he asks the group to consider 
if this feeling could be a smaller, more localised or personal 
version of the same feeling a displaced person has. She asks 
if the loss of place and attempt to regain security is similar 
to what families who lose everything go through. She asks if 
there are any other connections the group can make between 
what they felt and experienced and what they imagine entire 
communities might feel or experience in migratory situations. 

This discussion and reflection is the main point of the  
exercise. The group members are reviewing their experience 
(which lasted perhaps 4 minutes) through a new lens of social 
or political shading, which usually produces learning of a  
deep and lasting kind. It is deep and lasting because it is  
connected to an emotional and personal experience.

The activity in this collection called 'Fill The Space'  
is a movement activity in which we explore what it's like when 
we no longer have the pressure or obligation to comment on 
our interactions with others. We look at being totally free to 
respond to another person with movement only. Sometimes 
we get caught up in apologising for how we feel or for what 
we say or for what we do – in this game, the important thing 
is that participants get to have a 'physical' conversation that 
does not involve any vocal sounds (no nervous laughter,  
no apologetic joking, no commentary on what they are doing, 
etc) and soon the group begins to relax into the freedom 
offered by neutral, open communication where no discussion 
is expected. This exercise requires the group to have a high 
level of trust, and the ability to work well for up to 40 minutes 
with another partner.

All of the games explore aspects of the psychology of  
freedom. The youth worker can then apply the experiences  
to whatever themes around freedom they wish.

— Crooked House, 2020
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To give participants a chance to experience  
being the centre of attention.

To warm up physically and mentally. To demonstrate 
different types of leaning. To learn about losing  
control and committing to action. 

10 to 15 minutes.

At least 5.

This warm up activity is about the three stages of learning; 
receiving information, practising information and  
applying information.Confusion is inevitable  
but is encouraged.

 ¤ One chair per person.

 
Be mindful of people bumping into each other.

Preparation

Everyone takes a chair and sits in a circle. The following 
instructions are told to the group:

 ¤ Move  
 – means everyone must move one chair to the right.

 ¤ Move Move 
 – means everyone must move one chair to the left.

 ¤ Move Move Move 
 – everyone must move two chairs to the right. 

 ¤ Move Move Move Move 
 – everyone must move two chairs to the left. 

 ¤ Move Move Move Move Move  
 – everyone must find a random chair across  
    the space.

Description

The facilitator calls out one of the instructions.  
The participants respond as quickly as they can.  
This is done 2 or 3 more times. A short reflection follows. 
Afterwards, a chair is removed and the facilitator stands  
in the centre of the circle. The facilitator calls out an  
instruction and attempts to occupy a chair as everyone 
moves. If they are successful, whoever is without a chair 
must now stand in the centre and do the same. This is  
repeated until the facilitator and the group decides to 
move on to another activity.

Variations

A variation that can be incorporated into the activity  
is called 'The Sun Always Shines'. This is played with the 
same setup as 'Move Move'. The person in the centre must 
say the sentence 'The sun always shines on…' followed by 
a physical characteristic such as 'People with blue eyes' or 
'People with one sibling.' If the statement is correct for a 
person sitting in the circle, they must stand up and swap 
with another person who stands. Again, the person in the 
centre is attempting to occupy a chair on the outside of 
the circle. If the If the word 'Hurricane' is spoken, everyone 
must swap chairs.

1. Move Move



Commonly used drama game  
adapted by Peter Hussey.
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Move Move

Evaluation

After initially trying to respond to the instructions,  
the facilitator asks the group what method they used to 
complete the task and how they applied this method.  
Some may say that they followed the rest of the group.  
This is one type of learning. Some others may say that  
they used a system, like odd numbers to the right, even 
numbers to the left. This is another type of leaning. (The 
creation of patterns). Other ways of processing information 
and of learning icludes:

 ¤ Kinstetic: using sound, rhythm and movement  
 to work out something

 ¤ Trial and error: committing to an action and reflecting  
 about its usefulness as you do it (i.e. learning by  
 doing, not pre-planning)

 ¤ Remembering: trying to recall, visually,  
 where you were when you first heard the instructions,  
 and recall how you felt

 ¤ Verbalising: muttering, questioning,  
 talking to yourself and others (using sounds  
 and words to work out something)

The facilitator should ask how the participants  
felt being in the centre of the circle.

Summary

1. Everyone takes a chair and sits in a circle.

2. The instructions are read out.

3. The facilitator calls out an instruction and  
 the participants react.

4. A chair is removed and the facilitator stands  
 in the centre of the circle.

5. They call out an instruction and attempt  
 to occupy one of the chairs  
 as the participants move.

6. Whoever is without a chair stands in the centre  
 and repeats the action. 
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For participants to experience risk-taking;  
to move outside their comfort zones.  
To encourage participants to commit to actions.

10 to 15 minutes. 

At least 8.

Encourage the participants to take small risks at first if they 
are reluctant to move. Try to avoid having the same person 
end up in the middle as this can be hard on them. 
Occasionally call out an instruction like  
“Ok. Everybody is going to swap places — 
all together on the count of three! 1, 2, 3, Go!"

 ¤ One chair per person, with enough space  
 between the chairs that a person can stand there.

Preparation

Everybody takes a chair and forms a circle. Each person 
stands in the space between two chairs, so that every  
space has one person in it. No-one is sitting. There should 
only be one person per space. The facilitator moves  
around the large space in the centre of the circle.

Description

The facilitator introduces the game as being about  
moving out of your comfort zone. She/he explains that  
the space in which the participants are standing can be 
seen as comfort zones. Only one person is allowed be in 
any one comfort zone. He/she explains that the facilitator 
does not have a comfort zone, and must walk around the 
centre being watched by all. The only way he or she can  
get out of the centre is if someone gives up their comfort 
zone and takes the space in the centre. 

He/she explains that this is unlikely, so instead we will  
play a game. The participants are encouraged to make 
signals to each other behind the facilitator's back,  
inviting each other to swap places when the facilitator  
is not looking. They do this – taking risks to leave their  
comfort zones while it seems safe to do so. However, the 
facilitator will soon take one of the spaces that is suddenly 
vacated. In this way, someone else is left in the centre.  
That person must wait and watch the group taking risks 
before they can attempt to get a free space.

Play the game for a few rounds and then discuss it.

2. Comfort Zones



Unknown

Comfort Zones
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Variations

Play the game where there is little risk – where everyone  
is moving slowly and spending only a few moments in  
different comfort zones. Discuss the different energies  
between this and the earlier version.

Evaluation

Questions to consider during evaluation, or during the 
playing of the game.

 ¤ What's the difference between a comfort zone  
 and a safe zone?

 ¤ Describe all the characteristics that make up a  
 comfort zone (eg familiarity, ritual,  
 solitude, repetition, etc).

 ¤ The space in the centre represents the unknown. 
 What is sometimes fearful about being  
 in the unknown?

 ¤ Is it difficult to leave your comfort zone  
 when you don't know what is going to happen? 

 ¤ Can you relate any of the feelings about  
 comfort zone/unknown to the group activity, ' 
 the group itself, the programme you are working on,  
 your life in education, and so on?

 ¤ Does the group have to take a risk in order  
 to help someone in the middle get a space?

 ¤ Is risk important to learning?

 ¤ How do we learn to take risks  
 without damaging ourselves and others?

Summary

1. Place all the chairs in a circle with enough space  
 between them for one person to stand.

2. Participants stand, each one in a space  
 between the chairs.

3. The facilitator walks around the centre space,  
 observed by all.

4. Facilitator explains the concepts,  
 rules and purpose.

5. Behind the facilitator's back the participants  
 agree with each other to swap places.

6. They swap and the facilitator can take  
 a temporarily vacated space before  
 a participant gets there.

7. A participant is now left without a space,  
 and they must wait in the centre while the group  
 swaps places. As soon as they see an opening  
 they can try to 'occupy' it.
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For participants to understand and  
discuss oppression. For the participants  
to experience mild oppression firsthand.

20 minutes.

At least 4.

It is very important that the facilitator offers continuous  
suggestions throughout the activity. Soon after the 
participants drop their hands and begin to walk around  
the facilitator should make the suggestion that perhaps 
everyone else has been escorted away,  
leaving just a single blindfolded person on their own.  
Suggestions like these help the participants to further  
dissect the theme of oppression.

 ¤ One blindfold for each participant.

 
Obviously, blindfolding participants could potentially  
lead to injury. Be very careful and start slow in order  
to avoid this.

Preparation

Each participant places their blindfold over their eyes.  
The facilitator randomly creates a circle out of the  
participants so that each person has their hands  
on the shoulders of another in front. In this way they  
form a connected circle, like a snake (the 'cobra').

Description

The facilitator makes suggestions to the participants  
about the security the group feels as a whole. The facilitator 
instructs participants to gently feel the shoulders of the 
person in front with their fingertips. The objective of this is 
to imprint the shape, size and feel of the shoulders into  
the participants' mind. The facilitator then speaks about  
oppression, drawing from real-world examples.  
The participants drop their hands to their sides.  
The participants are asked to move around the room  
randomly. The facilitator continues to guide the thoughts 
of the participants. Once the group has been thoroughly 
mixed around, they are asked to form the original circle 
once more. They cannot speak and should rely solely on 
their sense of touch to find 'their' pair of shoulders.

Evaluation

Some groups may succeed in recreating the circle while 
other groups may not. Both outcomes offer a valuable 
source of discussion around the theme of oppression.  
The facilitator should talk through each stage with the 
group, asking them about how they felt at specific times. 
The facilitator asks the group to relate these times to  
experiences they have seen or been through themselves.
There is a key question that should be asked: 

 ¤ When the group was beginning to join back  
 together again and some people were still trying  
 to find their place, did anyone attempt to help those  
 who could not find 'their' pair of shoulders? 

This can be followed by a discussion about 'survival mode'.

Summary

1. Each participant is given a blindfold which they  
 put on.

2. The facilitator moves participants into a circle  
 linked by hands on shoulders.

3. The participants feel and attempt to memorize  
 the shoulders.

4. The participants walk around the room randomly.

5. They attempt to recreate the original circle  
 without speaking.

3. Augusto Boal's 'The Glass Cobra'

Augusto Boal



Commonly used movement exercise.
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60 minutes

There is no set limit to this activity as long as there  
is adequate  space in the room. Must be an even  
number of participants.

It will take time for the participants to get comfortable 
sharing the personal space of another, and there will most 
likely be laughing and apologising in the first few minutes. 
It is important for the facilitator to acknowledge this and 
reinforce to the group that justification for each action  
is not necessary. There are no wrong moves. The reason 
why we suggest allowing an hour for this workshop is  
because it will take 20 minutes for the participants  
to become comfortable and quiet in the space.

 ¤ Music is recommended.

 
Typical youth work safety guidelines.

Preparation

Group is split up into pairs. Each pair has  
one participant labelled A and another labelled B.

Description

A is asked to strike a pose in the room that fills up as much 
space as possible. A freezes in this pose while B proceeds 
to fill in the empty space around them. This may involve  
lying on the floor or posing in a way that is not normally 
seen. A now unfreezes from the original pose and steps 
back to study the pose of B. They then reinsert themselves 
around B once more, this time in a different pose. This  
sequence continues for some time until the facilitator is 
ready to move on to the second stage.  
The second stage is a development of the first, 
again pairs are trying to fill up the empty space. This time 
however the poses aren't random. When A strikes a pose, 
B must imagine a scene surrounding that pose and then 
insert themselves into the scene.  
In this way a silent story is built up.  
The third stage is when comedy and tragedy is introduced 
by the facilitator. Comedy often involves undermining the 
pose of another, while tragedy involves the extension and 
exaggeration of powerful poses. 

Finally, pairs are put together so that there are now four 
in a group. The activity continues as normal but each pair 
moves as a single unit. (One pair freezes while the second 
pair fills the space).

Variation

The joining of pairs to create larger groups can be  
continued until there are just two groups in the room.

Evaluation

The reflection for this activity can be short.  
Participants are asked how they felt and how difficult  
they found the 'no speaking' rule.

Summary

1. Group is split into pairs.

2. One person strikes a pose.

3. The other then fills in the space  
 surrounding their partner.

4. The participants now look for a scene in the pose  
 of their partner and insert themselves into it.

5. Comedy and tragedy are introduced.

6. Pairs are merged to create larger scenes.

4. Filling The Space
To allow participants to work comfortably  
with one another without speaking.



To warm up mentally through multitasking.

10 to 15 minutes.

Does not matter, more is better.

The additional sequences can be decided by the facilitator. 
Some examples are: to count down from one hundred,  
to pass an object around or to recite a monologue/poem.

Typical youth work safety guidelines.

Description

The group stands in a circle. They take turns to say  
their name starting with the facilitator and going clockwise. 
The participants should remember whose name was said 
before theirs. Now the participants walk, and the facilitator 
begins the sequence by calling their own name out.  
The rest of the group say their names in the sequence  
that they previously created.

The next phase involves the participants forming a  
new circle. Now they each pick a large gesture to perform. 
Again, they should pay attention to the person's gesture 
before them. Walking again, the sequence of gestures is 
started. Shortly after, the names are reintroduced.  
The participants are now multitasking. This continues to 
sequence number three. This is when the sense of touch 
is incorporated. Here, a new circle is formed. Participants 
ensure they are standing beside new people. They each 
choose a physical greeting to give to the person clockwise 
to them. This can be a high-five, fist bump or any other 
form of physical connection. The group walks and slowly 
and the facilitator reintroduces each sequence.

Variations

Additional sequences can be added until the group  
can no longer keep the consistency or when they start  
to forget previous sequences. Usually groups get to three 
or four sequences before losing consistency.

Evaluation

Ask about how people dealt with confusion, stress, and 
multi tasking. Did they forget to be self-conscious?

Summary

1. A circle is formed.

2. Sequence 1 is introduced: names.

3. Sequence 2 is introduced: gesture.

4. Sequence 3 is introduced: touch.

5. Additional sequences are added until  
 the group can no longer complete the task.
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5. Mind Wash

Peter Hussey
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Citizenship
In a world getting more and more enriched with new ways of 
communicating, remote business solutions and whole arrays 
of digital possibilities, everyday face to face contact now  
happens less often. On the one hand, humankind is currently 
in the process of adapting to these circumstances and the 
possibilities tied to them. On the other hand, getting into 
direct contact with other people especially during precarious 
social situations, which has never been an easy task to begin 
with, can now further be complicated due to our lack of  
familiarity with such situations – we encounter them less often.

Drama methods offer some profound ways of practicing any 
kind of social interaction including difficult ones, e.g. a person 
being bullied. Experiencing and practicing how to act and 
react in tense situations in a rehearsal room less effect in the 
real word. Thus, this workshop named Active citizenship offers 
exactly this kind of training.

 
What is an active citizen? 

In the context of this workshop we define an active citizen as 
a person that cares about their own community, is mindful 
about the things going on around her, and acts and reacts 
sympathetically and with discernment in challenging social 
interactions. 

 
Rehearsing as a means of practicing  
social interaction 

Two of the activities in this workshop include working  
on a theatrical scene. This facilitates social interaction  
on two layers. 

On the meta layer devising and rehearsing a theatrical scene 
like it is done in the activities 3 – Saviour and 4 – Critics of 
Media is in itself a social process and can lead to intriguing 
interactions between participants. While being playful at all 
times there will likely be moments where participants  
disagree with each other. However, since the scenes are a 
creation of, and freely shaped by the participants there will 
always be an easy way for them to include everyone in a way 
they feel comfortable with. Maybe a participant wants to play 
a bigger part. In this case the group can think of ways to  
make space for that without anybody else missing out on 
something. Maybe another participant is nervous about  
showing the scene to the other group(s) – he or she might  
act as a sort of director then. Not being forced into a certain 
role enables the participants to feel into themselves and  
shape their own role, and to communicate these feelings  
with others. Thus, it directly trains understanding of multiple 
point of views, communication of your own points of view,  
and problem solving as a community while offering a safe  
and playful environment at the same time. 

The actual topic and content of the devised scenes is the 
second layer. These include staged situations of precarious 
social situations and discussions about up to date societal  
and political issues. Working with scenes offers the possibil-
ity to try out such situations, get input on how other people 
would engage them and practice one's own reactions in  
peculiar social interactions.  

Additionally, a role can serve as a sort of mask.  
Working with these masks can be like a playground on which 
one may try out to fully act as a potentially completely differ-
ent person. This enhances self-confidence and empathy for 
other points of view. 
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Improvisation and confidence 

Most activities of this workshop include some degree  
of improvisation. For example, activity 1 – Save me,  
anyone! has the participants spontaneously act out everyday 
movements. In activity 5 – The Burning Issue participants will 
improvise a whole talk show based on stereotypical roles. 
Improvising has a profound effect on both self-confidence  
and confidence in others. 

When improvising, scenes may become slow and  
uninteresting if the participants take a lot of time to carefully 
think each possible action through. Instead they should always 
be encouraged to unhesitatingly add new inputs and ideas 
to a scene. On the one hand this will keep the improvisations 
alive, on the other hand it simply is a lot of fun.  
This creates an environment in which it is possible to go  
all in with an idea spontaneously. In fact, a new input will  
in most cases make the scene more interesting and funnier, 
also simplifying the parts of other participants by giving  
them something to act with. Just as in rehearsed scenes,  
roles can be used in improvisations too, further enabling  
participants to act freely by asking themselves "What  
would this (rather stereotypical) role do in this situation?" 
instead of "What would I do in this situation?", thus,  
making it possible to do something untypical or odd in  
a scene without any personal consequences.  

Though adding new input to the improvisation is a good  
thing and should be encouraged, no participant should be 
pushed or pressured to be responsible for the scene.  
An improvisation is always a team effort and every participant 
is equally responsible for keeping it alive. This can happen 
through adding new input as mentioned above, but also 
through staying in the background for a short period of time 
if there already are a lot of topics and/or actions going on in 
the scene. Getting a feeling for what each person can do to 
help the team can be directly transferred to team situations in 
everyday life. It also creates an intense feeling of community. 

Critical view on media

Specifically activity 4 – Critics of mMedia additionally facili-
tates critical analysis of media. The same incident can be de-
scribed in a lot of different ways. Reports can be objective and  
analytical, stagy and lurid, or anything in between.  
Social media again has its own way of spreading information. 
 The way in which information is depicted through social 
media channels and newspapers shapes the way we look at 
the world. This can even influence social conventions. Critical 
thinking on different styles of reports and the aims of different 
media therefore is key for identifying societal needs.

 
From the workshop location to the streets 

The topics addressed by this workshop carry a potential 
heaviness with them. Though humour and roles will lessen 
this heaviness, diving into these topics will result in valuable 
teachings for the participants on how to act and react  
sympathetically in social interactions. Giving them the  
possibility to act spontaneously in improvisations and telling 
their minds when devising and rehearsing a scene will also  
be beneficial for their self-confidence, making taking action  
in real life a bit easier. The participants should be encouraged 
to remember these feelings they had during the workshop 
and implement the insights they learned in their daily lives. 

— BiondekBühne, 2020
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Warming up. 
Training the awareness of others around you.

10 minutes

Between 6 and 16 participants

Make sure that the participants are focused and paying 
attention to the activity. Give the participants time  
to act out the story. Don't rush them through it.

Active citizenship is a lot about the awareness of others 
around you and about the willingness to help others in 
need. At the same time, experiencing getting help yourself 
when you need it feels embarrassing to some people, but 
can be tested here quite playfully.

Description

The participants are divided into 3 smaller groups, being 
named 1, 2 and 3. All groups are moving in the same space. 
The facilitator tells a story, e.g.:

"It is a warm and sunny day. You are moving in the park  
and enjoying the warmth of the air. The sun is shining 
on your face, birds are singing in the trees, and you can 
smell the sweetness of the flowers around you. You are on 
your way to meet up with good friends. Together you will 
make the most of the day! You didn't agree on what to do 
though. Dancing in the park? Go for a hike? Maybe watch a 
bit of your favourite TV show? Whatever it is going to be:  
This day is going to be awesome!".  

The participants should act out what the facilitator is talking 
about. Within telling the story, the facilitator calls out a 
group name. Those group members slowly start sinking to 
the floor. All the other participants have to react and catch 
the people falling before them reaching the floor. The story 
continues and the facilitator repeats calling out different 
group names.

Variations

Instead of telling a story, music can be played.

Evaluation

 ¤ How did it feel when you were falling and  
 someone/no one came to your aid?

 ¤ How did you manage to catch the others? 

Summary

1. The participants are divided in 3 groups.

2. The facilitator calls out a group name  
 whilst telling a story.

3. The participants belonging to that group  
 slowly sink to the ground 

4. Other participants catch them.

5. Facilitator continues telling the story and  
 repeats calling out group names.

6. Reflect.

1. Save Me, Anyone

Unknown



Unknown

Drama for Youth Work – Active Citizenship – Game of Compromise 1 / 1  – Booklet Page 99

'Drama for Youth Work' is a project funded by Erasmus+ with On&Off Theatre from Spain, Crooked House Theatre from Ireland and BiondekBühne from Austria.

2. Game of Compromise
Finding compromises in decision making within  
a community where different objectives occur.

20 minutes

Between 9 and 16 participants

If you don't have a window and a door on different sides 
of the room, find other objects e.g. a picture frame, a light 
switch, a table, ... Be precise and clear about which spots in 
the room you choose. In explaining the exercises don't use 
any directional terms because it might give the participants 
too many hints on how to solve the task. Don't let the  
participants act aggressively, but at the same time do give 
them a bit of freedom to act physically.

 ¤ 1 chair per participants + 5 additional chairs

 ¤ Stop watch

 
Compromises have a vital function in every community.
Respecting others' points of view and being able to find 
suitable solutions for all sides therefore are valuable skills.

Preparation

Choose 2 fixed objects in your room that are on opposite 
sides, e.g. the door and a window.  
Write the following sentences each on a piece of paper:

 ¤ Try to put all the chairs as close as possible 
 to the door.

 ¤ Try to put all the chairs as close as possible 
 to the window.

 ¤ Try to make a circle with all the chairs.

Description

The participants are divided into 3 smaller groups. 
The facilitator explains that this game is a nonverbal game, 
so no one is allowed to talk. The facilitator hands each 
group a different task, which they read secretly and then 
return the piece of paper to the facilitator. The participants 
have 10 minutes to fulfill the task nonverbally. Once the 
tasks are completed, the group gets together for reflection.

Evaluation

The process of the game

 ¤ How did you feel when you realized 
 the others are impeding your cause?

 ¤ At which point did you find out that you had to 
 cooperate and not to compete against each other?

 ¤ How did you find out?

 ¤ What did you do to convince the others 
 to cooperate?

Connection to active citizenship

 ¤ What does the game in terms of 
 active citizenship mean to you?

 ¤ Can you talk about a similar conflict you 
 experienced in real life? What possible actions 
 or solutions can be implemented?

Summary

1. Prepare chairs and tasks for the group.

2. The participants get in 3 groups.

3. Each group gets a task to fulfill 
 without talking to each other.

4. The participants have 10 minutes 
 to fulfill the task.

5. Reflect.
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Recognizing situations in which help is needed. 
Taking action and responsibility for others.

40 to 60 minutes

Between 6 and 12 participants

It is very important to be sensitive regarding the distinction 
between taking selfcare and becoming an active citizen.
Participants should be encouraged to find solutions  
themselves when they are victimized. Being an active  
citizen also means being aware if there's  someone in  
community being victimized and in the need of help. It is 
also important to be sensitive around the topic of violence 
as a solution to save the victim, as it rarely if ever works.

Knowing if help is needed and how to help in  
real life situations empowers the participants  
to take responsibility and act accordingly.

Description

The participants are moving in the space.  
One half of the group enacts bullies, the other victims.  
It is important that the 'bullies' are NOT acting torwards or 
with the 'bullied'. Each one builds his/her own individual 
world in a group. This is about the body language and 
feelings of the character. Whilst moving, the facilitator asks 
questions the participants answer for themselves silently:

 ¤ How do you move? 

 ¤ In which pace are you moving? 

 ¤ Where do you look? 

 ¤ What feelings or emotions can you experience?

 
Next, those who've just impersonated bullies turn into 
victims and vice versa. This first step should take no longer 
than 10 minutes at most. 
After that, make pairs. Each pair now devises two scenes 
where someone is being bullied. The end of the scene 
marks the peak of the conflict. It is shown as a still image. 
 
Note: In doing so, each partner once takes  
the role of a bully and once of a victim. 

Each pair shows one of their scenes. At the peak of the  
conflict (freeze) the rest of the group has the possibility  
to step in as a 'saviour' and either come to the aid of  
the victim by joining the scene or by giving suggestions 
how the victim could handle the situation by themselves.  
If necessary, the scenes can be repeated to open  
the possibility for different solutions/suggestions.

Evaluation

Naturally the evaluation and reflection  
will emerge when the scenes are presented.

 ¤ Do we need to step in and become a saviour?  
 Why? Why not?

 ¤ What can the victim do to help themselves  
 in this situation?

 ¤ What can the saviour do to intervene?

Summary

1. The participants step in the character of  
 a bully and a victim.

2. The participants make pairs.

3. The pairs devise two scenes of conflict.

4. Each pair shows one scene.

5. The whole group reflects on it and  
 tries out solutions for saving the victim.

3. Saviour

Unknown



Unknown
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30 minutes

Between 6 and 16 participants

 ¤ About 3 - 5 news reports from different newspapers  
 or social media channels describing the same incident  
 or news. If possible, choose a wide variety  
 from tabloid to serious media.

 
The way in which information is spread through  
social media channels and newspapers shapes  
the way we look at the world. This can even influence  
social conventions. Critical thinking therefore is key  
for identifying societal needs.

Preparation

Print out the news reports if you do not have  
a physical copy.

Description

Make at least 2 groups with about 2 - 4 participants each. 
Each group is handed one news report. According to the 
news report they have 20 minutes to devise a scene,  
showing what happened at the incident. 
The groups present the scenes. Then the whole group 
gets together to discuss similarities and differences of the 
scenes and what it means about the information citizens are 
given by the media.

Variation

Once every group has prepared the scenes, get togeth-
er in a circle. Before showing the scenes, the groups put 
the news reports into the middle of the circle. The whole 
group now discusses a ranking for the news reports by also 
choosing the category of the ranking. The facilitator merely 
observes. Once the group has finished, the facilitator joins 
the circle and a discussion might start at this point analyz-
ing the language used in the headlines.

Evaluation

 ¤ What are differences in the way  
 the headlines are worded?

 ¤ How do they make us feel?

 ¤ What is the purpose of media in a political sense?

 ¤ Where do you get information about  
 what is happening in your community  
 and country or the world?

 ¤ How do we figure out which information to trust?

Summary

1. The participants form groups of 2 to 4.

2. The facilitator hands a news report to each group.

3. Each group devises a scene according to  
 the headline given.

4. Present scenes.

5. Reflect.

4. Critics of Media
Information reading. Training critical thinking.



30 to 45 minutes

Between 5 and 12 participants

 ¤ Paper

 ¤ Pens

 
Polarizing topics can be especially sensitive  
in a community. Understanding and respecting  
the needs and opinions of others is supportive  
to living a pro active life.

Description

The participants get together in a circle and  
talk about pressing issues in their community,  
for example youth unemployment, poverty,  
social injustice, LGBTQ+ rights etc.  
Together they decide on one issue they would like  
to work with in this activity. This should take no longer  
than 5 minutes.

Next the participants write down different parties that are 
involved in this issue (politicians, citizens, teenagers, sen-
iors, business people, NGOs, NPOs, …).

The facilitator now explains that they are going to  
improvise a talk show called 'The Burning Issue',  
where all parties will be represented.

Make groups of 2 –3 participants.  
Each group is assigned one party. Remember to also pick 
one participant to play the talk show facilitator. The groups 
may prepare their arguments. Then the scene is improvised. 
 
Once the scene is finished the participants  
get together for reflection. 

Evaluation

 ¤ How did you feel representing your party?

 ¤ What can we take away from this activity for real life?

 ¤ Why did you choose this issue?

 ¤ What can you do to change it?

 ¤ Which ideas would you like to try?

Summary

1. The participants define a burning issue.

2. They collect parties involved in the issue.

3. Make groups of 2-3 participants for each party.

4. Each group prepares arguments.

5. Improvise the talk show.

6. Reflect. 

Taking different positions in a discussion on  
a civic topic. Learning the meaning and importance  
of being an active citizenship.
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5. The Burning Issue

Unknown
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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 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 blank slate — rather like a white page facing a  
writer — simultaneously attractive in that it offers endless  
possibilities for creation, and equally repulsive in that it  
challenges the group to begin with nothing but themselves. 

Devising is not the same as role-play. In role-play there are 
specific script outlines, and a strong sense of control over 
what is to be said. An example is a role play where a young 
person is interviewed for a job. Or one where a young person 
practices challenging a bully. Role plays are designed for  
training purposes, usually, or for behaviour modification.

Devising is more open, and explores the unexpected,  
the unknown, and the potentially surprising. It involves  
planned improvisation – that is, a group works out the  
outline of what they want to perform or achieve,  
they get a sense of the situation, and then they use  
improvisation to respond in the moment to what each  
other does and says. If they like what they do, and wish  
to keep it, they refine it and keep it in their presentation.  
Generally, they don't work out a script before they try it out  
as devising most often comes from improvised moments  
with your partner.

A performance in this case may simply be a sharing of  
work in front of the group. Or it may be a larger product  
for the public.

In most cases of devising the facilitator teaches structures,  
or gives a situation, and the group develops the theme or  
topic material. A structure is a set of conditions about the 
form of the piece (eg it must have 3 scenes; each scene 
should involve a character from the previous scene;  
it should end with a problem; etc).
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These activities are suggestions for structures that a facilitator 
can use to stimulate a group into creating material about any 
topic they wish. We have used this process to explore the 
world of the young people. It offers groups the chance to,  
as it were, fictionalise their own experience.  
The characters they create, the situations they invent, and the 
themes they explore, allow a group the opportunity to dissect 
and examine aspects of life that they are experiencing or that 
they are interested in. For example, the exercise based on 
gestures, called here Community Soap Opera,  
might become about life in a small town and to show this 
truthfully, the group will draw on their own experiences  
first hand. They should not try to imitate what they see in TV 
soap operas or in films, as this is a second-hand, mediated  
experience and may not resonate with all in the group.  
Neither should they probe too deeply into disturbing or  
problematic issues that are private or very personal for them 
– this is the realm of drama therapy. A good rule of thumb 
that we use is to say you can explore issues that you see in the 
immediate public world around you – in school, in the streets, 
in areas where you gather or where you know. Imagine that 
these are issues faced by people you know, and not  
necessarily by yourself. In this way, individuals can have  
anonymity and hold their own private lives apart from the 
material they show in the devising. However, they will draw  
on issues that all in the group know about, and thus,  
will be able to fictionalise them.

The facilitator may direct the general tone or type of theme  
to be explored if desired. He or she may suggest that the 
topic that the group explores should be comic – or light –  
or a reason for celebration. 

These activities are suitable for groups who have worked  
together for a long period, and who are comfortable with 
each other. 

There is no particular sequence for these activities as each 
one may last for a whole session if the group repeats it,  
deepening the content and adding more material as they  
do so. A good warm up activity is needed first so that the 
group is ready to create.

— Crooked House, 2020
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To create a short play similar in structure to  
La Ronde and many other well-known plays.

1. La Ronde

30 minutes

Number of participants does not matter as long as  
there are multiples of 3. (Can also be a group of 4)

The theme that the scenes are built around is entirely up to 
the facilitator or the groups themselves. The structure must 
be strongly adhered to. Ensure that each scene is no longer 
than two minutes. 

 ¤ Space

 ¤ Props can be used but not necessary.

 
Typical youth work safety guidelines.

Preparation

Groups of 3 are formed, with each group having a person 
labelled A, a person labelled B and a person labelled C. 

Description

Each group must make three scenes, the first scene  
involving A and B, the second scene involving B and C  
and the third scene involving C and A.  
Each scene should last for no more than two minutes.

Variation

A fourth scene can be included that involves all  
3 people. This scene can be the opening or  
closing scene of the performance.

Evaluation

Only a short reflection is needed for this activity.  
Questions regarding how the performers felt about this 
format of theatre making can be asked by the facilitator.

Summary

1. Groups of 3 are formed. 

2. Person A, B and C are labelled in each group. 

3. Groups are given 12 minutes to come up  
 with 3 scenes following the structure A & B,  
 B & C and C & A. 

4. The scenes are performed in front of the  
 other groups. 

Peter Hussey
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60 minutes

Amount of participants doesn't matter,  
however it must be even. 

The reflections after these activities offer  
the facilitator a chance to discuss the ethical issues  
that surround verbatim theatre and the retelling of stories. 
Special care must be given to ensure participants 
don't feel offended by the way their story is treated.

One chair per person is required for stage 3.

Typical youth work safety guidelines. 

Preparation

Stage 1

The group is split into two even groups.  
Each group forms a row facing the other group.

Stage 2 

Pairs are formed. One member of the pair  
is A while the other is B.

Stage 3  

The pairs made in stage 2 are kept in this stage. 

Description

Stage 1 10 minutes

One of the groups turns around so that they cannot see  
the other. The group that have not turned around then 
change something small about their appearance.  
The group that turned around now turns back to face the 
other group once more. They must see if they can spot  
what has changed in the appearance of each individual  
in the opposite group. The groups swap over.

Stage 2 20 minutes

All A's are asked to walk around the room. All B's are  
asked to sit and observe their partner. B's must then  
begin to follow their partner. B's must copy the walk of A.  
In time, B's are asked to exaggerate 2 features of A's walk. 
A's are then asked to sit down and they observe their 
partner's exaggerated version of their walk. The roles are 
swapped and the activity is repeated.

Stage 3 25 minutes

A's are asked to think of a story that they have told before 
about themselves. This story can be something funny or 
embarrassing. B's are asked to sit, watch and listen to  
A's story. The setup is important and is as follows;  
B sits down and waits for A to arrive. A sits in the chair  
and proceeds to tell their story. B does not speak or ask 
questions. They mentally take note of all the physical  
gestures made by A, as well as the content of the story.  
A leaves once they are finished and B gets a chance to 
rehearse the story that they just heard. B's are then asked 
to perform the story to the other groups as if they were A, 
as well as performing all the observed gestures. Once all 
stories have been performed, the roles are reversed.

2. An Introduction to Verbatim
To perform a piece of verbatim theatre.  
To understand the ethical issues that surround  
verbatim theatre.
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Evaluation

After stage 2 the A's are asked how they feel about seeing 
the B's performing their walk in an exaggerated way.  
The facilitator introduces the idea that in verbatim theatre, 
the original story that is being communicated is filtered 
through the lens of the theatre maker. This means that the 
performance is never an exact copy of the original story, it is 
the creation of something new.

Reflection is vital after stage 3. Performers are asked  
about how it felt for them to tell their stories to somebody 
in a private space and then to see the story being  
performed in a wide and public space. Do they regret some 
of the things they said? Or are there things about the story 
that they would like to change? They are also asked about 
how they felt performing the stories of their partner, and 
the responsibility they felt.

Summary

1. The group is split into two even rows  
 facing each other.

2. One group turns away while the other changes  
 something small about their physical appearance.

3. The group that turned must now try to determine  
 what has changed.

4. Roles are reversed.

5. Pairs of participants are created and labelled  
 A and B.

6. A's walk around the room. B's watch.

7. The B's walk behind the A's, imitating their walk.

8. B's exaggerate two features of their partner's walk.

9. A's sit and observe B's.

10. Roles are reversed.

11. A's tell a funny/embarrassing story to B.

12. B observe the gestures and style A use  
 to tell their story, as well as attempting to  
 remember the story's content.

13. B's perform the story 
 they heard.

14. Roles are reversed.

An Introduction to Verbatim

Peter Hussey
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Peter Hussey

30 to  60 minutes

Does not matter.

Although the number of characters can vary, the structure 
should not change. In total the four stages should come 
together to create a 5 minute performance.

Props may be used.

Typical youth work safety guidelines.

Preparation

Groups are made up. Numbers in each group should be 
equal but exact figure can vary.

Description

Groups are asked to devise a play of 4 parts.  
The first part should be based around establishing the  
environment the actors are in. The aim of the second  
part is to get across the relationship between the  
characters. Stage 3 is the part of the play in which  
a problem is introduced. Finally, stage 4 should contain  
a resolution to the problem. Each stage may be different in 
length but each should come together to from a 5 minute 
performance.

Variation

Plays can be lengthened and  
made more complex if time allows.

Evaluation

The reflection can be short for this activity. The thought 
patterns of the performers and the method they used to 
devise should be discussed.

Summary

1. Groups are made and asked to  
 devise a play of 4 parts.

2. Part 1 involves setting the environment.

3. Part 2 involves establishing character relationships.

4. Part 3 is when a problem is introduced.

5. Part 4 contains a resolution to this problem.

6. Plays are performed. 

To create and perform a 4 part narrative structure.
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To devise a scene where something  
known becomes unknown.

4. Becoming Strange

20 to 30 minutes

Does not matter.

While topics and themes may vary, the idea of  
something known becoming unknown must  
be followed. Try and keep within the time guidelines. 

 ¤ Props may be used.

 
Typical youth work safety guidelines.

Preparation

Groups are made up. The number of participants  
in each group do not matter.

Description

Each group is given the task to devise a scene which  
begins with something known or familiar to the audience. 
This known thing is then developed into something  
unknown or unfamiliar. For example, the relationship  
between two friends could change once a secret is  
revealed. Scenes should be no longer than five minutes.

Evaluation

Evaluation does not need to be too intense for this activity. 
The facilitator should begin a discussion about the devising 
process and how each group handled the task.

Summary

1. Groups are made up.

2. They are given the task of devising a scene in which 
 something known changes into something unknown.

3. Scenes are performed.

Unknown
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60 minutes

16 participants.

The facilitator must remember that the gesture isn't  
the primary focus of the activity, it is merely a tool used to 
establish a character. When two groups join to devise a one 
minute new scene, they must attempt to link the previous 
scenes while keeping both settings. The final scene may be 
longer as to ensure each character gets a chance to speak 
some dialogue. If time allows, all 15 scenes can be  
performed in an uninterrupted series at the end.

Props may be used.

Typical youth work safety guidelines. 

Preparation

A circle is formed and the topic of gestures is raised.  
The group are asked to bring up some of the common  
gestures they see in society. Gestures that are associated  
with certain activities or events such as rituals and  
ceremonies are discussed. Participants are asked to  
symbolize things such as power and authority through  
a single gesture. For this activity, gestures that help people 
express emotions should be focused on. These gestures 
will often be an insight to a character's emotions.  
Each participant should come up with a gesture,  
something that they use everyday.

We divide gestures into following categories. 

1. Gestures of power. These can be asking or telling  
 people to be quiet (finger in front of closed lips);  
 inviting people to sit (display palm of hand and  
 extend arm towards a seat); command to stop  
 (hand revised, palm facing the one moving  
 – a “Halt!” signal) and so on.  
 The power can be benign or malign.

2. Ceremonial and ritualisitic gestures.  
 There are often religious – raised arms and  
 head tilted back, genuflecting, suppplication,  
 bowing, curtesy, etc.

3. Kinaesthtic  –scratching, scuffeling feet, balancing,  
 stretching, etc. all gestures to do with the body and  
 not so much to do with communication.

4. Gestures that aid us comminacte emotions,  
 like shrugging the shoulders, wringing hands,  
 tapping feet, finger on the chin while puzzling  
 something, arms folded defensively,etc. 

Gestures from category 4 are what we use in this activity, 
but should be subtle, everday ones.

5. Community Soap Opera
To create 15 scenes that are linked through  
characters and settings.
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Description

The group is broken up into pairs. The pairs are asked to 
devise a one minute scene in which they perform their 
selected gesture. When the gesture is performed it should 
be subtle, and the scene must contain dialogue embedded 
in reality. The scenes are performed. Pairs are now grouped 
with another pair. They must now perform a new scene 
which links the previous two scenes the pairs performed. 
After this scene is performed, the groups of 4 are paired  
together to create two groups of 8. Again, they are asked 
to devise a one minute scene that links the previous two 
scenes. Finally, once the scenes are shown, the two groups 
of 8 join together to form a single group of 16.  
They now create and perform a scene that links the  
two previous scenes.

Evaluation

Reflection can be short for this activity as the focus is  
on the devising of scenes. The facilitator should ask the 
group how they felt collaborating with new performers  
as they developed their scenes and whether they felt  
their scene was still evident in the final  performance.

Summary

1. A circle is formed and participants are asked  
 about common gestures they see everyday.

2. Participants select one of these gestures.

3. The group is broken up into pairs.

4. Each pair devises a scene that contains  
 their chosen gesture.

5. Scenes are performed.

6. Pairs merge together to form groups of 4.

7. A new scene is created that incorporates  
 the setting and characters of the previous  
 two scenes.

8. The new scenes are performed.

9. The groups of 4 are put together to form  
 two groups of 8. A new scene is created based 
 off of the previous scenes.

10. The two groups come together to form  
 a single group and a final scene is devised  
 and performed.Duration

Peter Hussey

Community Soap Opera
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ADAPTED JOB WORKSHOP

This is when programmes are put in place to support  
people with diversabilities enter the workforce.

BLOCKING

The composition of images involving actors on stage or  
on set, along with objects, and furniture etc. Blocking  
involves movement, consideration of point-of-view,  
balancing the image, effective entering and exiting,  
and a host of other elements that are generally considered 
part of the director's craft.

CAPACITY DEVELOPMENT

This is when individuals or organizations build up their skills 
and increase their resources in order to do their job better. i.e. 
upon doing this workshop, people who find that they suffer 
from paternalism can build up their capacity to stop it and 
similarly those who find that they use paternalistic behaviours, 
can learn to behave in a more equal way.

COLLABORATION

To work with a person or a group to create or produce  
something. Every member of a collaborative group  
contributes something, often sharing equally.  
The group collaborating is usually assessed as a group  
(rather than as a collection of individuals).  
In this way it is different to traditional 'groupwork'.

CONGRUENCE

A state of congruence happens when one's ideal-self  
is congruent with one's self-image.

CULTURAL CODE

These are symbols and systems of meaning that are  
relevant to members of a particular culture or sub-culture.

CULTURAL IDENTITY

The definition of groups or individuals (by themselves  
or others) in terms of cultural or subcultural categories  
(including ethnicity, nationality, language,  
religion, and gender). 

DIVERSABILITY

Diversability is a movement to replace the word  
disability. People should choose language they  
want to describe themselves.

DRAFTS

A draft is a piece of theatre which is still in  
development and not yet in its final form.

DRAMA CLASS

A class, as opposed to a workshop, is aimed at directly  
teaching its participants new skills, new methods of acting  
or generally educating them in the context of drama.

DRAMA FACILITATION

Facilitation is providing an environment and a space for  
participants of a workshop to easily experiment,  
express themselves and pick up new skills in drama.

DRAMA TEACHING

Teaching is presenting new information to the participants  
of a class and actively aiding them in the process of  
learning it. 

DRAMA WORKSHOP

A workshop is a practical and hands-on drama training  
experience which aims to allow its participants to  
experiment, develop new skills and to apply themselves  
in a creative environment. It is open-ended.

ENSEMBLE

In a dramatic production, an ensemble is a collective of  
artists which is made up of multiple actors or performers 
who work together and are usually assigned roughly equal 
amounts of time on stage. Ensembles are often  
characterised as having no permanent leader.  
They can be made up of members with different skills  
(a director, an actor, a music-maker, etc). 

Glossary
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GAMES

Games are single-purpose activities aimed at  
developing a single ability, attitude or skill.

 ¤ ICE BREAKER  
 An icebreaker is a facilitation exercise designed to  
 break tension. The tension can simply be people not  
 knowing each other; or tension arising from new  
 members not knowing the group norms. Ice breakers  
 are rarely needed. People often confuse them  
 with energisers.

 ¤ ENERGISER/WARM-UP 
 An energiser is aimed at raising the energy levels of  
 the participants and preparing them for the activities  
 to come. It focuses on helping the members become 
 mentally alert and/or physically active. 

 ¤ FOCUSING EXERCISE 
 An exercise aimed at sharpening the focus of the  
 members of a group in order to allow for a more  
 productive workshop or class. It helps the group  
 forget other concerns and gets them focused on  
 a particular problem.

 ¤ THEMATIC EXERCISE  
 A game that is used to prepare the group for a more  
 advanced activity. It develops skills that will be needed  
 for effective participation in the advanced activity. 

 ¤ COOL DOWN  
 A cool down exercise allows members of a group  
 to relax after a workshop or class.

IDEAL-SELF

This depicts the person one would like to be.  
This is not a fixed image, but is dynamic over  
the course of one's entire life.

IMPROVISATION

A scene, character, line or play created spontaneously and 
entirely without preparation by responding to stimuli in the  
activity. E.g. a suggestion, a photo, music, etc.  
The improvisation follows immediately after receiving the 
stimulus (ie no time is required to prepare what to say or do).

INDIAN ROW

This is another way of saying single file,  
its origin comes from America. 

MOVEMENT

Movement is the physical use of an actor's body to commu-
nicate something to the audience through the use of weight 
and space. This could involve every part of the body and can 
involve changing pace, rhythm etc. 

NARRATIVE

An account of a series of related events or experiences to 
form a story. Narratives can be traditionally sequenced  
(eg have a beginning, middle and end); revolve around  
a character or situation; or they may be thematic;  
a series of apparently unrelated episodes or images. 

PATERNALISM

This is when people of authority use their power to restrict  
the freedom of those with less power than them. i.e.  
abuse of power.

PATRONIZING BEHAVIOUR

Behaviour that is patronizing or condescending can leave  
you feeling belittled, inadequate, unintelligent and  
possibly infuriated. This is the kind of behaviour where one 
person speaks to another as if they are better/ have more  
knowledge than the other.

PERFORMANCE SPACE

When using a performance space, it does not necessarily 
need to be a stage. Have all the participants sit on one side  
of the room looking towards the other side and leave an  
open space which will now be referred to as the  
performance space. 

REFLECTION 

Reflection is the process of assessing a scene, a moment,  
an entire play, or an experience. Reflection takes place  
after the event. It can be seen as thinking about what we  
learned during that activity. It also allows for suggested  
improvements, edits to or changes to the piece and is  
generally done in a collaborative environment with other 
members of the cast/ensemble.

Glossary
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ROLE PLAY

Role-play involves participants taking on roles in an  
improvisation or devising exercise, usually used for training 
purposes. The roles are often well known (e.g. your boss, a 
customer, your parent, a friend, etc) and are not focused too 
much on character complexity or development. The roles are 
designed to help participants prepare for real-life situations 
(e.g. a job interview). Role-play is rarely used in youth theatre.

SELF-ACTUALIZATION

Fulfilling one's potential and achieving the highest level of 
'human-beingness' we can.

SELF-IMAGE

This is how we see ourselves. At a simple  
level one could see oneself as 'good' or 'bad'.

SEQUENCING

This is the arrangement of units in a workshop.  
Effective sequencing might, for example, begin with  
a warm-up, then a thematic exercise, then an activity,  
a reflection, and then a cool-down.

STATUES

Statues or still images means participants creating an image 
using their bodies. The image contains no movement.

SUBSTANTIAL DIFFERENCES

Substantial differences in this context looks for differences 
that aren't so obvious to discover. For example, if you were  
to choose your difference to be that one person has  
black hair and the other has blonde hair, this would not be  
a substantial difference. They should be differences that 
require getting to know each other better i.e. not superficial 
differences that you can see.

THEME

The theme is the main idea that emerges  
from or main idea of a piece of theatre.

THOUGHT TAPPING

This is a follow-up to statues. Once participants have made  
a statue, explain that when you tap them on the shoulder 
you would like them to speak the thoughts or feelings of  
their character aloud.

TRANSITIONS

A transition is a change from one thing to the next.  
It can be between scenes, moods, or even sequences in  
the context of theatre. It may involve music, tone,  
movement, lighting effects etc. 

Glossary
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