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When I was growing up I had no idea that the  
work I do as a facilitator was a job that existed.  
I grew up in a small town in the Midlands and  
my family didn’t go to the theatre, though we  
were always telling stories, singing and making  
things at home with my Mum. The school I  
went to had a really enthusiastic drama teacher  
and a small studio with four lights. That’s 
where I fell in love with theatre. I was in plays,  
devising, directing, making costumes, anything  
to hang out in the drama room. We went on 
one or two theatre trips but I don’t remember 
anyone coming into our school from a theatre.  
I found out about a voluntary theatre group  
in my town so I joined, acting in and directing  
plays. I thought I was going to be a teacher 
and was the first person in my family to go to  
university. It was at university that I started 
to see more theatre and realise that maybe 
working in theatre was something I could do. 
It’s fair to say my family were a bit shocked, 
and not entirely happy, when I switched to  
a drama degree! When I left university I 
started working for a small theatre company 
in Wales and it was here, aged 21, that I first  
experienced facilitating workshops. I remember  
being really nervous before I started and when  
I finished feeling energised and inspired.

As I look back now I see that I had been 
practising the skills of facilitation for a long 
time; running activities for younger family 
members, running sessions at the drama 
group, some of the directing and devising I had  
done. I’ve now been working mainly in theatre  
and performance for 22 years and over that 
time I’ve done lots of things — including acting,  
directing, producing and running creative 
learning departments for theatres. Alongside 
it I’ve always worked as a facilitator. I love the 
adventure of meeting a group of new people 
and exploring an idea through creativity, or 
making art together. Each time I do it I learn 
something new about myself and the world.  
It constantly challenges me to be creative and 
compassionate, and build new connections.

Facilitation is something that you can learn  
to do. It takes patience, courage and lots of  
practise. It requires you to really know yourself,  
to understand your strengths and be unafraid  
of working on skills, behaviours and qualities 
that you might find difficult. I don’t have any  
formal training in facilitation, I was lucky to work  
alongside some incredible practitioners who  
generously shared their practice and resources.  
I noticed that the facilitators I admired were 
curious and constantly learning, taking part in 
courses and workshops but also studying on 
their own, reading, reflecting and discussing 
their work with their peers. So I copied them. 
I read books, attend workshops and discuss 
facilitation and I’m still learning new things 
and developing what I do.

The other thing that these excellent facilitators  
all had in common, was that they thought very  
deeply about what they did and why. Facilitation  
involves working with other people, and it’s 
vital to do so ethically. This requires really 
interrogating why you do something, and 
thinking about how the work upholds the 
dignity, agency and wellbeing of the people 
you work with. When you work as a facilitator 
this usually means leaving your own ego at 
the door. In return you get a life filled with 
meaningful connections with other people, 
creative play and exploration. The work you do  
contributes to the wellbeing, happiness and 
creative growth of other people and, for me, 
that is deeply rewarding and meaningful.

Facilitation work is often focused on creating 
an equitable and fair world. You can use your 
skills to take action about issues that are 
meaningful to you. I have worked on projects 
to support gender equality, racial justice, 
environmental justice and LGBTQI+ rights. 
Through this I have learned more about these 
issues and changed my behaviour, supported 
others to develop their knowledge, make 
change in their own lives and affect change  
in their communities.
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The other exciting thing about facilitating is 
how it complements and develops your own 
creativity. Many facilitators are also actors, 
writers, directors or movement directors.  
As a facilitator you are constantly developing 
and practising your skills in new ways and 
this helps you grow and develop as an artist. 
I love working with other facilitators who have 
different skills and approaches to me, this  
is one of the main ways I learn new skills.

Like most facilitators, I work freelance. This  
means I might work on different projects, every  
day of the week, for different organisations. I try  
to work for organisations whose values match 
my own, and to choose projects that I think 
will challenge me. There’s often some evening 
and weekend working so I need to be very 
organised with my time, including planning 
time for managing my professional finances, 
marketing, administration and importantly, rest!  
Every day is different and I really enjoy that. 
I also enjoy that most of my working life is 
spent moving around and not behind a desk. 
I’ve worked in primary schools and some of the  
biggest theatres in the country, my facilitation 
has taken me around the world and into youth  
centres, care homes and prisons. Although that  
all changed during the Covid-19 pandemic, 
and I had to quickly learn how to run sessions 
online — a new creative challenge that meant 
I developed lots of new skills using different 
technologies.

This guide has been created to give you an 
insight into being a facilitator. It focuses on 
the ‘how’, giving you the tools to work safely 
and plan inspiring workshops and projects. 
The what — the content and themes —  
of what you want to work on is up to you, 
and the organisations and individuals you 
collaborate with. I hope you enjoy discovering 
the work of the brilliant artists we’ve featured 
in this guide, all of whom had a different 
journey to becoming a facilitator. I hope that 
this guide inspires you to see that there is 
no one way to be a facilitator, and if you love 
people, creativity and making change you can 
bring these things together in your rewarding 
and exciting work as a facilitator.
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WHAT ARE YOU READING? 
I’m reading a few things; Why Women Will Save 
the Planet (C40 and Friends of the Earth) and 
Thinking in Systems by Donella H. Meadows. 
They are both quite chapter based and so  
I read a bit and then let it ferment. Purely for  
pleasure I’m reading Dawn French’s memoir, 
Dear Fatty. I’m mid project so I don’t read fiction  
at a certain point in my creative process,  
otherwise I love stories.

WHAT’S SOUND-TRACKING 
YOUR LIFE? 
As usual it’s split — an evolving playlist for  
a project I’m working on, especially the album  
PROTO by Holly Henderson. I’ve got a friend’s  
playlist, called Dancing in the Kitchen — 
there’s lots of joyful nonsense and a strong 
showing of 80s tracks.

TELL US ABOUT  
A SIGNIFICANT OR 
INFLUENTIAL CREATIVE 
EXPERIENCE IN YOUR LIFE: 
There are lots of artists’ work that inspires me,  
I try hard to see as much as I can from different  
genres. If I’m really honest the most influential 
people are those who have given me space 
and encouragement to try things — so that’s  
a list of brilliant people starting with school 
teachers and university lecturers, and includes  
my friends who encourage me.

ANNE 
LANGFORD

Anne makes theatre as 
a director, facilitator and 
performer. Anne makes 
theatre happen as a  
producer, coach and mentor 
to other artists. She is driven 
by her values; creativity, 
generosity and rigour.

With 20 years experience 
of making theatre and 
performance with non-
professional artists, she has 
made work internationally 
and across the UK with 
independent artists and 
organisations including  
The Old Vic, Almeida Theatre,  
Donmar Warehouse, Pegasus 
Theatre, The Working Party  
and All Change.
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THREE INTENTIONS

ACCESS TO ART  
Ensuring that everyone has the opportunity to engage in art. Theatres, orchestras, 
galleries and museums make art, and want everyone to be able to join in. It’s important  
to think about who decides what is the art with which people should engage?

An example of ‘access to art’ is The Old Vic Schools Club, where young people  
in schools participate in free workshops to explore a play and then get free tickets  
to watch the show.

CREATING SOCIAL CHANGE  
Where facilitators and groups work together to tackle challenges, or create 
opportunities through theatre, art, music or other creative forms. The goal is often  
to enable people to see how they exist in the world, the different systems that  
shape their lives and ultimately to empower people to create change. This often  
involves working with groups of people who experience disadvantage or oppression.

An example of this would be how The Old Vic uses theatre techniques to support 
young people to develop their employability skills.

EVERYONE’S AN ARTIST 
Enabling people to participate fully in the cultural life of their society, by actively 
making work, as artists, and having their story heard.

Some facilitators choose to specialise in making work that focuses on creating 
social change, or supporting access to arts. In reality lots of projects have elements 
of all three intentions, enabling access to art, creating social change and enabling 
people to express themselves through art. 

What feels most important to you? Why?

10
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FACILITATE — Make  
(an action or process)  
easy or easier.

The role of a facilitator is to make any 
process of change or learning easier.  
That doesn’t mean that what a group works  
on will have an easy answer, or that they 
won’t work hard. Facilitators work with 
groups to explore challenging subjects  
and difficult choices, to learn new skills.

Facilitators support people to participate in 
creating, discovering and applying knowledge 
and experience to achieve a particular goal. 
Facilitators work in lots of different contexts 
including community organisations, charities 
and commercial businesses.

This guide will focus on facilitation in theatre, 
and in particular, applied theatre. Applied 
theatre describes a range of different theatre 
styles that create social change. For example, 
theatre in education, youth theatre, theatre 
in prison, ‘theatre of the oppressed’ and 
‘playback theatre’.

Working with other people means there are  
ethical questions you need to consider to  
ensure that you are treating people fairly, with 
dignity and care. Most theatre facilitators start 
by reflecting on why they do the work they do.

The community artist and researcher François 
Matarasso has identified three intentions that 
describe the work of facilitators.
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TEACHER / TRAINER OR FACILITATOR? 
There are lots of overlaps between a teacher or trainer and a facilitator.  
Teachers often facilitate and facilitators sometimes teach — here are some  
of the differences between these two approaches.

A TEACHER  
OR TRAINER...

A FACILITATOR

Has particular knowledge or expertise  
they transmit to the group. 

Enables the group to uncover and share 
the knowledge and expertise they have. 

Is successful if the group achieve  
a particular standard of knowledge  
or skill. For example through an exam. 

Is successful if the group meet the goal 
they set themselves and all members have 
been able to contribute and affect the 
outcome. For example a performance that 
all group members contribute to. 

Usually doesn’t change the subject  
in response to the group. 

Usually allows the group to affect and 
change the subject of their exploration. 

Usually do ‘for’ or ‘to’ Usually do ‘with’ 
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HOW DO YOU DEFINE 
BEING A FACILITATOR? 
It’s difficult, because you wear so many hats 
when you facilitate. I feel like it’s someone who  
holds the space for people to go on a journey 
of discovery. You are like a magician, you have  
to draw from all of the different things that you  
know, and bring them out at the right time. 
You have to be the ultimate multitasker and 
good at timekeeping, raising energy, and 
drawing out the best in people. You have to 
remain present and within yourself so that you  
can be thinking on your feet and be there for 
people. So many different things!

HOW DID YOU BECOME  
A FACILITATOR? WHAT  
WAS YOUR JOURNEY? 
It was a natural progression but I fell into it in  
a roundabout way. I have a real interest and  
training in acting and writing, but also in various  
holistic practices in areas such as mindfulness  
and bodywork. I just found that the two 
complement each other so well. I think creativity  
is very transformative and there are practices 
that can help you draw on your creativity and 
ground you in the right space to access it.

I had written a business plan with the Prince’s  
Trust and I wanted to hold workshops, but  
I needed to get experience of how to actually 
do that. I did a placement with Chickenshed, 
and volunteered on a community theatre project  
called The Indispensable Hero. I also really 
loved The Old Vic so had signed up for their 
emails and then out of the blue, I got an email 
for their Front Line Facilitators training. I got 
onto the course, which I was so happy about, 
it was brilliant. It’s one of the best things that  
I’ve ever done, actually. I did the course and  
then they asked me if I wanted to do some 
work, and from there it’s just grown. I’ve worked  
on Schools Club, Get Moving and a work 
experience programme, which was done online  
in 2021. As a creative and someone who  
is constantly interweaving different things, 
facilitating gives you a hub where you can 
express all of them.

WHAT CHALLENGES HAVE 
YOU FACED, AND HOW HAVE 
YOU OVERCOME THEM?  
I think the main thing was gaining a steady flow  
of work. I’ve been on quite a big learning curve  
myself. One way I’ve overcome it is to just keep  
connecting. Maintaining the conversation and  
connecting to other groups, is really important.  
Keeping my skill set up, so that I’m prepared 
for new things, also meeting other facilitators 
to learn from them.

Moving from in-person workshops to online 
was definitely a challenge. I just kind of went 
for it! I went into everything with an open mind  
and did some training online. It was a bit of 
a journey because computer screens and 
bright colours can really affect me. Zoom 
fatigue is also very real! Lockdown presented 
lots of new challenges to overcome but I tried 
to view the changes through a positive lens. 
Ultimately it has been a brilliant opportunity 
to grow and expand. An open and positive 
mindset is really important. Another thing I 
tried to do was make sure that I was much 
more prepared beforehand. I’d go through  
my workshop plans and test run them through,  
even on my own. That way I could go into the  
live workshop feeling more confident and 
able to be present.

WHAT DO YOU THINK THE 
KEY SKILLS, BEHAVIOURS 
AND QUALITIES OF A GOOD  
FACILITATOR ARE? 
Love and appreciation for people from all 
backgrounds, because you really don’t know  
who you’re going to come across. It’s a role 
that can flit inbetween so many different 
communities, you need to have a genuine 
desire to help people to progress and to 
connect. You need to have the ability to hold 
the space, often you’re cramming quite a lot 
in a short space of time, people aren’t often 
prepared for that. Even though you have the  
structures, and a plan, on top of that, people 
are going on an emotional journey and they’re  
meeting new people. You need to be mindful 
of that because it can be vulnerable.  A
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I think emotional intelligence is really important  
because everyone’s having their own journey. 
You need to make sure that everyone is being  
heard, recognised and seen. You need an  
interest in life and to be open to new 
experiences because each workshop will be 
different and you meet people from all walks 
of life. The courage to immerse yourself fully, 
not knowing how it might unfold. Until you 
actually do the workshop, you don’t know 
what’s going to happen!

Energy and enthusiasm are important, but 
also management and planning skills. Active 
listening, you need to really listen to the group  
to know where you’re going. A good memory 
to remember people’s names, it really makes  
people feel acknowledged. I’ve got a terrible 
memory so I’ve had to work on that. Good 
communication skills, learning how to navigate  
people’s needs without coming off as being 
offensive or bossy. Passion as well, because 
if you’re not passionate about it, why are  
you there?

HOW HAVE YOU MADE 
THIS WORK FINANCIALLY? 
I’ve been really grateful to The Old Vic for 
giving me work on a more consistent basis.  
I also do things outside of facilitating,  
it’s quite important. I try to find jobs that give 
me flexibility but stability. Ushering is often 
a zero hour contract and you can be quite 
flexible with it. It’s related to theatre and you 
meet people, see shows and understand 
how theatre works. It’s important to learn to 
budget and save. As a freelancer you might 
have lots of work one month and then none 
the next so you need to be prepared for that.

HOW DO YOU DEVELOP 
YOUR SKILLS? 
I really love learning. I’m always on the lookout  
for courses that will help me to develop the 
skills that I need to be better at the things 
that I love. I have taken courses in presenting, 
public speaking, different therapy modes,  
and storytelling. I think, as a facilitator, you’re  
growing as a person constantly. I like joining 
other people on workshops, I’ve done quite a  
lot of volunteering. I still volunteer if something  
I’m passionate about comes up. I find it very  
rewarding and it’s a really good way to gain  
skills. It helps develop your own understanding  
of people and how to hold workshops. People  
have got different ways of doing things which 
can help you to inform your own facilitating 
style. I also learn through work; every workshop  
is different. So you’re constantly learning 
something new.

ANY RESOURCES YOU’D 
RECOMMEND? 
I actually don’t have any set places that I go.  
I always have a pen and paper, to make notes  
of things I love and learn. There is nothing 
worse than playing a great game then 
forgetting what it is! When studying I’m aware  
that the course I’m on is a workshop in itself.  
I take note of the things I love participating  
in and why I should use it as a reference  
for when I’m working. Often people will do 
things and I’m like, that is a really good idea.  
So I write it down, even though I’m learning  
at that time. Meetups is quite good. I’ve been  
going to this group all about play. We play 
lots different games online which gives me 
inspiration. I get a lot from improvisation 
workshops which often centre around games 
too. There are so many different resources out  
there and I just explore the internet because 
things are changing so fast right now. I’m on 
the mailing list and social media for all the 
theatres, they often have free or low cost 
workshops.
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WHAT ARE YOU READING? 
I’m all about audiobooks! I’m currently listening  
to Chimamanda Ngozi Adichie — Half of  
a Yellow Sun.

WHAT’S SOUND-TRACKING 
YOUR LIFE? 
Currently sound-tracking Bakar, Reggie, 
Jenson McRae and Arlo Parks.

TELL US ABOUT  
A SIGNIFICANT OR 
INFLUENTIAL CREATIVE 
EXPERIENCE IN YOUR LIFE: 
I really liked a play called White by Koko Brown.  
It’s a one woman play about identity that was 
on at the Ovalhouse. It explored themes such as  
white privilege, clashing cultures and what it  
means to be mixed race in contemporary Britain.  
I grew up in a predominantly white town for  
part of my childhood and suffered at the hands  
of racism. Watching the play felt intimate and 
healing and I felt inspired by her courage to 
express her story on her own unique creative 
terms, unapologetically. She blended spoken 
word and live vocal looping which made it 
original. Lots of untold stories are emerging 
and I’m in hope of a more equal and unified 
world. It’s inspired me to begin writing my own 
play, to shine and to have the courage to give 
voice to stories that might help others.

LANA RATHBONE

Lana is an actor and facilitator 
who trained on the Front Line  
Facilitators course with  
The Old Vic in 2019.

Lana was a recent acting 
category finalist in The Future 
Theatre Fund Awards —  
a nationwide initiative founded 
by The Evening Standard to 
recognise emerging talent.

Lana is currently writing a play 
with the Bush Theatre West 
London Playwrights group. 

She is passionate about 
making the arts accessible 
and is in the process of 
bringing together workshops 
that merge her passions 
for creativity and holistic 
principles.
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A SKILFUL FACILITATOR...

is reflective and self-aware 
is fair and inclusive, aware  
of their own biases and 
consistently works to  
address them 
 has good awareness,  
is observant and sensitive  
to the group they are  
working with 
  has clear, appropriate  
boundaries 
 prioritises everyone’s safety  
and wellbeing  
 is calm — they work from  
the head and the heart 
is an excellent listener 
 is flexible and responds to  
the changing needs of the  
people they are working with  
 is a clear and confident 
communicator, able  
to change their 
communication style 
is consistent 
is warm, polite and friendly 
is practical and organised 
is good at timekeeping 
is curious and playful 
is constantly developing 
their own skills and 
knowledge 
models positive behaviours

FREELANCING 
Most freelancers are self-employed, this means  
they operate like a small business. There is 
lots of free training and support to set up as  
a freelancer. Some of the key things you need  
to do as a freelancer are: 

 —  be clear about what you want to do, 
and how. Sometimes called ‘your 
mission and values’, this will often 
develop as you get more experience.

 —  manage your time effectively —  
using a diary

 —  set up a good filing system to manage  
your plans, resources and contacts

 —  manage your own contracts  
with organisations

 — have insurance
 —  Have a safeguarding training and 

a DBS (Disclosure and Barring 
Service) certificate to demonstrate 
you are safe to work with people 
under 18 or vulnerable adults

 —  keep an accurate record of your 
income and professional expenses

 — send invoices (requests to be paid)
 —  complete an annual tax return,  

and pay your tax 
 —  plan your finances, how much do 

you need to earn? When is money 
coming in? When do expenses  
need to be paid?

 —  make and maintain marketing 
resources — a CV, maybe a website, 
social media — to help you get work

 —  network and make contacts with 
people who work in the sector

 —  identify your strengths and areas  
for improvement and make a plan  
to refresh your skills and develop 
new ones through courses and  
self-guided study

TASK 
From this list identify your strengths and an  
example when you used that strength. Identify  
between one and three skills, behaviours  
or qualities that you want to learn or get  
better at. How you could you do this? Some 
ideas include; asking someone who does 
these things well for tips, looking online on  
The Old Vic Education Hub, or finding a book  
in your local library.
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The details you provide in your DBS 
application, including proof of identity are 
checked. The next stage is a check through 
the Police National Computer, this checks  
for all criminal convictions and cautions. If your  
application is for an enhanced DBS, there 
is then a check for any relevant information 
that police hold but did not lead to a criminal 
conviction. The final stage required for some 
roles is a check against Barred lists held by 
DBS. Once you have a DBS you can pay an 
annual subscription, currently £13, to keep 
your own DBS up to date.

Every organisation that works with children, 
young people or vulnerable adults will have 
a safeguarding policy, processes and a 
designated safeguarding officer. It will be your  
responsibility to read, understand and follow 
the policy and processes. You should attend 
regular safeguarding training to ensure that  
you are up to date with safe working practices.

Another legal requirement is to work safely. 
One of the best tools to help you do this 
is a risk assessment. A risk assessment is 
a detailed plan you do before you begin 
each project or activity. It is also an ongoing 
process, where you keep monitoring risks 
and changing your actions if needed to 
keep people safe. When you are doing a 
risk assessment you consider the safety and 
wellbeing of the whole person — physical, 
mental and emotional.

TASK 
Read the following description of an activity 
and see what risks you can identify and what 
actions you might take to reduce the risks.

You have been asked to lead a drama  
workshop exploring people’s experiences  
of the Covid-19 pandemic and lockdown.  
The activity is planned to take place in  
a community centre, from 7–9pm during  
the week. The current plan is that people  
can just drop in to the workshop, they  
don’t need to book in advance.

On the following page is an example risk 
assessment for the activity described above,  
see the Appendix for Risk Rating Chart. This 
would be updated when the workshop plan 
was finished.
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One of the most important 
responsibilities of a facilitator  
is to plan and work in a way 
that keeps everyone as 
safe as possible. There are 
different legal requirements 
and responsibilities 
depending on the people 
with which you are working.

Safeguarding is a legal requirement to ensure 
the safety of children and young people under  
18, and vulnerable adults. An adult may be 
considered vulnerable for a range of reasons 
including: physical disability, a mental health 
condition, a learning disability, or their 
immigration status. Safeguarding recognises 
that these groups might need additional 
protection and support.

If you are a facilitator working with people 
from these groups you will need to undergo  
a DBS (Disclosure and Barring Service) 
check and obtain a certificate. The certificate 
is proof that you have no criminal convictions, 
cautions or a ban that would put people at risk.  
If you have a criminal conviction or caution 
this does not mean that you cannot work with 
children or vulnerable adults but the process, 
to start a job, will take longer. An employer or 
the lead organisation on a project will request 
to see your DBS certificate. There are two 
levels of check standard and enhanced. 
The level you need will depend on the work 
that you do; facilitators usually require an 
Enhanced DBS.
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RISK ASSESSMENT:  
DRAMA WORKSHOP 

Risk Who it affects I P R Risk reduction actions

COVID–19 
Infection

Facilitator 
  
Participants 
 
The Community

4 3 12 Follow all current guidelines for 
social distancing, including the 
number of participants in the 
space and plan activities safely.

Collect contact details for people 
and / or use the NHS app for 
contact tracing

Have masks and sanitiser available 
Ventilate the space by opening 
windows 

Trips, slips  
or falls

Facilitator 
  
Participants

4 2 8 Check the space is clear of any 
trailing cables or other trip hazards 
before the workshop

Designate an area for coats and 
bags and another for drinks to 
reduce the risk of spillages

During the session clear away  
any materials 

Project name and Description Drama workshop about Covid-19 pandemic

Date and Time 20 March 2022, 19.00 – 21.00

Address The Town Community Centre

Risk Assessment completed by A Facilitator

Risk Who it affects I P R Risk reduction actions

Distress or 
upset relating 
to the subject 
matter, 
COVID–19

Facilitator 
  
Participants

4 3 12 Make sure the workshop advert  
is clear about the contents

Ask people to register in advance

Take emergency contact details,  
if necessary you can get support

Before starting the workshop let 
people know they can step out or 
not participate in any activity

Plan activities that allow people 
to explore challenges — include 
moments of playfulness and a 
debrief

Be able to signpost people to 
additional support at the end  
of the session 

Safeguarding Participants

Facilitators

4 3 12 Set age limits e.g. for over 18s.

If the workshop is for under 18s 
there must be two facilitators.

Get written consent for any 
photographs or filming 

Lone working Facilitator 4 2 8 Is a co-facilitator, assistant or 
someone else available?

If not, can facilitator have a taxi to 
collect them and take them home, 
and a check in number to message 
they are safely home 

 
See Appendix for Risk Rating Chart

P PROBABILITY R RISKI IMPACT
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HOW DO YOU DEFINE 
FACILITATION? 
A facilitator borrows elements of the teacher 
and director. In a creative capacity they bring 
their expertise in the creative arts to help 
guide participants to the aims and objectives 
in sessions. Never there to impose, a good 
facilitator always tries to enable participants 
to have their own experience.

HOW DID YOU BECOME  
A FACILITATOR? 
I studied a performance course at drama 
school where I was exposed to many different 
theatrical methods and techniques which  
I had no idea about before studying. This led  
me to fall in love with the pedagogy of theatre,  
which made me more interested in the prospect  
of becoming a practitioner instead of just  
a performer. Armed with all this knowledge  
I wanted to put it to use so I volunteered as  
a facilitator for a theatre group I went to as  
a young person.

I felt extremely confident to adapt exercises 
and lead them after a couple of sessions. As  
a person I am not a fan of doing the tried and 
tested model, so I was constantly challenging  
myself to come up with new exercises and 
ideas to get the best out of participants.  
I began to apply for other facilitator jobs and 
after some time I went from one day a week 
facilitating to full time.

I remember early on being incredibly moved 
and astounded by the impact drama was 
having on people’s lives. I gained such a huge  
respect for this field of work because there is  
a lot of work that goes on behind the scenes 
which a workshop participant would never see.  
The amount of care considered for individuals 
and groups when structuring workshops is 
incredible. The support from colleague to 
colleague is exceptional and inspiring.

WHAT CHALLENGES DID 
YOU FACE AND HOW DID 
YOU OVERCOME THEM? 
I never studied an ‘Applied Drama or Theatre’ 
course so there were a lot of technical terms 
and practices I was unaware of when I started. 
I was learning on the job and made a lot of 
mistakes. There are plenty of great books  
you can read from experienced practitioners 
to understand terms and methodology. 

Thankfully, I was supported by senior 
practitioners and colleagues who would 
always take the time to advise and help me. 
I feel like facilitation is not a job you can skip 
the assistant phase; experience is key for any 
facilitators progress even if you have studied 
an applied course. This is a job that mostly 
deals with people and there is no amount 
of formal training one can receive that can 
better prepare you for that than experience.

WHAT SKILLS DO  
YOU NEED? 
Facilitators can have a myriad of different skills  
which inform their personal style of practice. 
I would say essential skills for one would be 
listening, a knowledge of the arts (general or  
specific), organisation and planning and being  
able to communicate ideas and instructions.

Personally, I like to give participants a clear 
picture of my personality. I feel people can read  
when others are holding themselves back and  
acting a role. Whether you are a facilitator who  
incorporates metaphors, jokes or someone 
who is more observant and reserved, own who  
you are.
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HOW DO YOU MAKE  
THIS WORK FINANCIALLY? 
One of the wonderful things about being  
a freelancer is that you can take on several 
different jobs and positions. I also have  
a career as a storyteller, I regularly go into  
schools, theatres and other creative venues 
and tell tales. I even create and lead storytelling  
workshops which is a combination of both  
my careers. Facilitation is not exclusive to  
the drama and theatre; I personally believe 
any facilitator can combine their interests 
with facilitation.

HOW DO YOU DEVELOP 
YOUR SKILLS?
There are plenty of books available on the 
pedagogy of facilitation. Nothing substitutes 
real world experience when it comes to 
facilitating. Most Off West End theatres engage  
in some participatory work and the people 
working in this department are some of nicest 
around, drop them an email or pay them a visit  
to find if there are any opportunities for you. 
Work or volunteer to gain experience. Going 
to drama school or university is not a must  
for this role but it can be extremely useful  
for your career.

WHAT RESOURCES WOULD 
YOU RECOMMEND?
Your biggest resource is your local theatre. 
Facilitators are always willing to support  
and advise people with an interest in 
participatory arts.

I take note of all the drama games and exercises  
I have played. A good facilitator has an activity 
for every situation.

I am a big believer in adapting games  
and exercises, you can take actor, director, 
creative writing training and apply to groups 
you are working with. I would recommend 
The Old Vic’s Education Hub it’s a brilliant 
resource for insights on some of these 
art forms.

WHAT ADVICE WOULD  
YOU HAVE FOR SOMEONE 
WHO WANTS TO BECOME  
A FACILITATOR? 
Seek out opportunities at your local theatre or  
drama organisation. If jobs require you to have  
experience, ask (if you can) to volunteer. Work  
up to being an assistant and gain valuable 
experience working with organisations.

Create an action plan. Identify your ‘Why’  
for working in this field. What groups do you 
want to work with? Facilitators can move 
into careers in formal education, project 
management and creative direction.

Most drama facilitators are freelancers and 
that means you can be in and out of work. 
When you are out of work do not give up 
on this career, the skills a facilitator has are 
extremely transferrable. Find jobs or roles 
where you can hone and utilise those skills 
I recommend teaching (schools), working in 
youth clubs or care homes.

WHAT ARE YOU READING? 
I am a big follower of the philosophy ‘Stoicism’ 
and Ryan Holiday is one of the most popular 
authors associated with the Stoics. I am loving 
his new book ‘Lives of Stoics’ where he goes 
in depth about famous Stoics lives and how 
they came to make their mark in history using 
the principles of the philosophy.

When it comes to storytelling there is no one 
better than Stephen Fry. His latest book ‘Troy’ 
a retelling of the Trojan War is incredible. I have  
just finished the audio book version and I cannot  
recommend more. He manages to stay true 
to the classical story whilst breathing new life 
into the most famous characters in literature.

WHAT’S SOUND-TRACKING 
YOUR LIFE?  
My favourite artist of all time is Metallica! They 
are incredible at conjuring images through their  
lyrics, and I love how they compose their songs.

I must show love to UK artists and my favourite  
right now is the rapper J Hus, he has a cool 
flow. His album from last year still tops my 
most played.

TELL US ABOUT  
A SIGNIFICANT OR 
INFLUENTIAL CREATIVE 
EXPERIENCE IN YOUR LIFE: 
Myths and legends hugely inspire me, and it  
is honestly a dream come true that I get to tell  
them for a living. I think it’s because it combines  
my love of History, stories and Philosophy into 
one form. I find it fascinating how different 
cultures create and interact with their myths.

AMARI HARRIS

 ‘Take control of your own story’  
is the motto of drama facilitator  
and passionate storyteller 
Amari Harris. Amari trained 
at Rose Bruford College of 
Theatre and Performance 
which gave him the chance 
to train abroad at Estonia 
Academy of Music and 
Theatre.

As a drama facilitator Amari 
has worked in the community, 
health and education sector, 
and with some of the biggest 
theatres in the UK such as 
The Old Vic, Punchdrunk,  
the Lyric Hammersmith  
and more. 

Using creativity as a tool to  
step into the shoes of others 
to help understand each other  
better, he strives to inspire and  
cultivate the best versions of 
ourselves. 

Amari has had the chance  
to collaborate with some  
top drama schools such as  
Mountview and Central School  
of Speech and Drama.

Amari has led storytelling 
projects with the NHS and 
care homes.

 ‘Stories are how we understand  
the world and the right story 
can change the world.’
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 Top workshop planning tips:

 —  Start by agreeing the objectives of 
the session or project — what are 
you trying to achieve? This will help 
you select the most appropriate 
games and activities

 —  Focus on the participants, make 
sure the content of your plan is 
appropriate to the group, it should be 
enjoyable and challenging

 —  Think about the ‘story’ of the 
workshop, is there a clear beginning, 
middle and end that takes 
participants on a journey

 —  Allow enough time to plan — this 
might include doing research, 
designing new activities, making and 
finding resources

 —  Get someone else to review or check 
your plan and share their feedback 
with you

 —  Make a clear record of your plan — 
there might be a few weeks between 
planning and delivering the workshop

 —  When you are in the session be 
prepared to drop the plan and 
respond to the needs of the group, 
using the objectives as your guide

Key elements of a strong workshop plan:

 —  Checklist — of what to do before 
the session starts, you don’t want  
to forget anything

 —  Active entrance — so participants 
are engaged from the start

 —  Introduction — to the facilitators, 
the project, the objectives of the 
session. Include time for participants 
to ask questions

 —  Games — to learn about the group —  
helps facilitators and the group learn 
names and a little about each other

 —  Contract — agree how the group 
will work together

 —  Games and activities — to meet 
the objectives of the session 

 —  Reflection and / or discussion —  
a regular opportunity to reflect and 
apply what has been discovered 
through the games and activities

 —  Close down — getting feedback 
from the group to understand 
what they liked, to help plan the 
next session. Sharing what future 
sessions will include

 —  Check out — with teacher and other 
facilitators, reflecting on what went 
well and what can be improved. 
Making notes for session feedback
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 ‘If you fail to plan,  
you plan to fail.’  
Benjamin Franklin 

Planning is vital to ensure that you can  
offer a creative and meaningful workshop 
or project. It enables you to deliver safe and 
enjoyable sessions that meet the needs of  
the group. It’s also respectful to the people 
who will be sharing their time with you. 
Facilitators have different approaches to 
planning projects and workshops, and this 
develops with more experience.
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WHAT YOU SHOULD 
INCLUDE ON YOUR  
WORKSHOP PLAN

TITLE 
To help file the plan so you can  
refer back to it in the future.

WORKSHOP DETAILS 
To make sure that everyone involved  
has the right date and time, location  
and group details.

OBJECTIVES 
Clear intentions of what the change  
should be at the end of the workshop.

Set these before you start planning.

Make sure your plan meets the objectives.

If you need to change the plan in the room, 
you can still meet the objectives.

TIME 
Start and end times to help you stay on  
track with the session.

LEADER 
So you are clear who is doing what and  
can handover between each other.

ACTIVITY 
As much detail as you need to remember  
the key points of each activity.

RESOURCES  
A checklist of everything you need to  
take with you and set out before the  
session begins.

After the workshop it’s important to take time 
to reflect on the session. Ask yourself:

 —  What went well?
 — What could I have done differently?
 —  How am I feeling? 
 — What do I need now?

If you are running the workshop for an 
organisation you might be asked to send 
feedback. It’s good practice, especially when 
working with people under 18 or vulnerable 
adults. This information must be kept securely 
and only shared with the key people involved  
in the project. This feedback can also be used 
to evaluate the whole project.

On the next page there is an example 
feedback form.
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EXAMPLE WORKSHOP PLAN:  
A MONSTER CALLS 

Date and Time 24 September 2021, 14.00 – 16.00

Address The Drama Studio, The School, E1 2AB

Contact Ms Begum, Phone Number

Facilitators Ash and Zeb

Participants 30, Year 10 Students

Objectives 1. To explore the process of adpatation through devising 
techniques and collaboration

2. Understand that it’s OK to make mistakes and that mistakes  
are valuable

3. Explore the theme of grief through the characterisation of Conor 

Time Who Activity Resources

Start 
14.00  
— 
End 
14.03

Zeb Introduction 

 —  Welcome to Schools Club — how it works
 — Introduce leaders
 —  Introduce Three Ways of Working:  

Wait until we say Go, Hands Up & Freeze

Start 
14.00  
— 
End 
14.03

Ash About A Monster Calls 

 —  Adapted from a book, conceived by Siobhan 
Dowd and written by Patrick Ness. Has 
anyone read it?

 This is just an example. A copy of the full workshop plan can be found in the Appendix.
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EXAMPLE FEEDBACK FORM:  
A MONSTER CALLS 

Date and Time 24 September 2021, 13.45 – 16.15

Address The Drama Studio, The School, E1 2AB

Contact Ms Begum, Phone Number

Facilitators Ash and Zeb

Participants 29, One student off sick. Register attached

Notes on 
workshop

The room wasn’t quite big enough for the whole group to spread out  
and physicalise the Monster.

Ran out of time and had to cut the closing discussion short — good 
questions in the section before, so spent more time discussing this.

Didn’t talk about the next session. Ms Begum happy with the session. 

Participant 
notes / 
comments

James very shy — he’s having a difficult time.

Sara is hard of hearing so playing background music makes it difficult 
for her to hear instructions. 

Next actions Research inclusive games for D/deaf and hard of hearing. 
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To skilfully hold space there need to be clear,  
shared boundaries about what is acceptable 
behaviour and what is not acceptable 
behaviour. There are lots of ways to collectively  
agree how to work together, through discussion,  
creating still images or drawings. The important  
thing is that everyone agrees and this contract 
is recorded and shared. Sometimes you will be  
working in a place that already has rules, for 
example at school, it’s important to respect 
these existing boundaries. 

Here are two examples of how to create  
an agreement:

DOS AND DON’TS  
In small groups decide three dos and three 
don’ts, share them with the whole group and 
collectively agree how the group will work.

TRAFFIC LIGHTS  
Green behaviours — Are always welcome. 
For example: Listening, kindness and respect.

Amber behaviours —  Are welcome 
depending on the context. For example: It’s ok 
to laugh at people when they create a funny 
scene, it’s not ok to laugh at someone’s  
ideas if you don’t like them.

Red behaviours — Are never welcome.  
For Example: Racist or sexist language  
and behaviour. 

TASK 
Developing your awareness is the first step  
of holding space.

Find a busy place and sit or stand to one side,  
a playground, shopping centre or school 
canteen might be good.

Relax and soften your focus so you can see  
as much of the space as possible. 

 — What do you notice?
 —  What is the mood or energy of  

this space?
 — Who seems confident and happy?
 — Who seems uncertain or worried?
 — What can you see and hear?
 — How do you feel?
 —  What is happening in your body,  

are you holding tension anywhere?
 — What thoughts do you have?

Practising this awareness will help you to  
be present when you are leading a workshop 
or activity.
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One of the most important 
skills for a facilitator to learn  
is how to ‘hold the space’. 
Holding space means that 
you are physically, mentally 
and emotionally present for  
someone, or a group of 
people and remain aware of 
your own physical, mental 
and emotional state.

To hold space means that we trust, ourselves 
and others, and let go of judgement and control.  
It requires a lot of courage but is a deeply joyful  
and playful way to engage with other people.

Holding space as an applied theatre facilitator  
means working alongside people on their 
journey without judging, trying to fix them, 
making them feel inadequate or taking control.

Holding space skilfully is a key part of leading 
a successful workshop, it builds on keeping 
people safe and good planning. It creates a  
safe, playful environment in which people can  
be honest and try new things without fear of  
failure or ridicule. It requires excellent listening  
and observation, to be sensitive to what is 
happening and to respond appropriately. This  
might include stopping the session to discuss  
something or changing an activity to suit the 
needs of the group. It is a delicate balance 
between leading and supporting. It requires  
a lot of energy and focus. It’s important to 
take care of yourself, so that you are not tired, 
hungry or stressed when you lead a session.
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HOW DO YOU DEFINE 
FACILITATION? 
At Warts and All Theatre we tend to use the  
word practitioner as opposed to facilitator, 
but this is used in reference to us working with  
young people to create ‘professional quality’ 
theatre. Essentially our lead facilitators are 
called lead artist practitioners. The majority of  
our work is co-created with young people —  
meaning that both the management and 
decision making of the project is co-decided 
with the young people. We also co-create 
during the artistic process — where there is 
equal weight of decision making of young 
people during the artistic process alongside 
the lead artist practitioner or professional 
artists delivering the work. We ‘make with’ as  
opposed to ‘make on’. This does require the  
lead artist practitioner to facilitate conversations  
or collaborative decision making as part of 
the rehearsal or delivery of a project. This is 
essentially about creating a safe space where 
participants have a valued voice as part of the  
process and their decisions actively evolve 
the development of the ‘process’ and ‘product’.  
Our practice is aligned with Arts Council 
England’s Seven Quality Principles of 
excellence with Children and Young People.

Find out more about these principles:  
artscouncil.org.uk/quality-metrics/ 
quality-principles

HOW DID YOU BECOME  
A FACILITATOR? 
I’ve been interested in the process of making 
theatre since I was about 11! I am constantly 
curious about the creation process — and 
whilst I trained as an actor at East 15 on the  
Contemporary Theatre course I’ve been driven  
by collaboration and co-creation for a long time.  
I knew I wanted to make work with people 
and that’s why as a director I see myself as  
a facilitator — because you have to facilitate  
to get to the end point. When I was young,  
I helped out on school projects with younger 
students when I was at secondary school. 
Upon graduating I worked a lot in education 
departments and with Youth Theatres across 

the country. I started doing it because it paid 
well, and I was passionate about it. I didn’t 
have the security or upbringing to work for 
free on the London fringe after graduation.  
I wanted to make plays. And I got paid to do 
that with young people. It helped that I loved 
making new work — and interrogating what 
theatre could be.

WHAT CHALLENGES HAVE 
YOU FACED AND HOW HAVE  
YOU OVERCOME THEM? 
The biggest challenge I have faced and 
continue to face is trying to demonstrate  
how this is a specialised skill. The sector has 
a strange relationship with facilitators / youth 
theatre / community work, almost like the 
industry still doesn’t recognise the high level 
of expertise that facilitating this type of work 
requires. It’s also why I think guides like this 
are so important for the ongoing development 
of the specialism.

It’s hard as you ‘get better’ to demonstrate 
how your skill set is stronger based on your 
experience and types of facilitation you 
have delivered. For example I’ve worked in 
‘facilitation’ in a number of different guises 
for over 15 years. With that comes 15 years 
of experience, which makes me extremely 
experienced. But there isn’t really the same  
trajectory or career path like in other industries.  
I think there is always stuff we can continue 
to learn — but there does seem to be a point,  
when I discuss this with my peers — that we  
feel like we hit a bit of a ceiling; the expertise 
stops getting recognised, or rewarded with  
additional opportunities or financial 
reimbursement like you would in other 
industries.

I think the challenge is that — if you are a really  
good facilitator you tend to make it look easy —  
because the role, at its very essence is about 
raising others and not yourself. And for me,  
when you truly enable a group of young people  
to lead or demonstrate their skill — the adults 
should not be seen — why do they need to 
be?! But then sometimes people assume that  A
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https://www.artscouncil.org.uk/quality-metrics/quality-principles
https://www.artscouncil.org.uk/quality-metrics/quality-principles
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WHAT RESOURCES WOULD 
YOU RECOMMEND? 
All of my practice has been informed by artists  
I’ve worked with or theatre practitioners I have  
studied or read. Because I primarily approach 
facilitation from the perspective as an artist, 
a lot of my work is like... ok — how do we 
enable these young people to apply this artist 
or practitioner’s theories to their work. To do 
that you have to really understand the guiding 
principles of the work. It’s then about making 
the principles and framework for learning 
appropriate to the experience level of the 
participants.

WHAT ADVICE WOULD  
YOU HAVE FOR SOMEONE 
WHO WANTS TO BECOME  
A FACILITATOR? 
Learn by doing. Get in the room. Find a way  
of developing your skills by doing it. Learn from  
a number of different people, in a number of  
different environments. Ask for feedback from  
line managers — invite them into the rehearsal 
room so they understand first hand what’s 
happening on the ground. That’s one of the 
only ways you can demonstrate your impact 
on the project — by opening up the process! 
Also, don’t be afraid to articulate your value.

excellent product has been created because 
the participants are stars as opposed to how  
the facilitator crafted the process / product to  
enable them to be the best they can possibly  
be — stars! I’ve learnt to just let the work speak  
for itself. That’s how change will happen — 
putting the work first. And demonstrating the 
work is quality — and giving it the platform  
it deserves.

WHAT DO YOU THINK THE 
KEY SKILLS, BEHAVIOURS 
AND QUALITIES OF A GOOD  
FACILITATOR ARE? 
Curiosity, organisation, creativity, craft, rigour, 
and being an outstanding communicator.

HOW DO YOU DEVELOP 
YOUR SKILLS? 
I try and see as much theatre as possible. 
And I regularly check in with my peers about 
projects or ideas they are developing, I find 
this constant learning and listening develops 
my craft as an artist.

I really enjoy being in a facilitated space 
even when I’m not the facilitator, to learn 
about what’s happening with the participants 
process. That’s key for me, the ability to watch,  
listen and reflect. I also think it’s good to work 
in different geographical locations. I think one 
of the weaknesses of freelance facilitators  
is that they only work in one city or region,  
or for the same education department.

Actually, I believe that if you want to be really 
good at working with young people you need  
to work with a whole host of different young 
people, from a variety of backgrounds in very  
different places. It really tests your competency  
as a facilitator, because you have to amend 
and adapt your process to serve the needs of 
the group and the product you are creating.

HOW HAVE YOU MADE  
THIS WORK FINANCIALLY? 
I started very early on thinking about how I 
was going to make my career work financially. 
I had to. It’s hard because sometimes you 
want to do the work but you just can’t make 
the finances work. I think this has got better 
over the last few years, but it’s still a problem. 
For me I started to think of jobs in relation  
to a triangle — at each point of the triangle  
I put a consideration. The three C’s —  
Cash, Craft, Career. 

A job has to fulfil at least two of the three. If it 
hits all three...yeah that’s perfect. It also gave  
me a way of balancing jobs as a freelancer —  
when I was freelancer I’d do a corporate 
facilitation job that paid really well (Cash), 
and developed my career working in sectors 
I hadn’t worked in before (Career) — but 
artistically, for my ‘craft’ it was soul-destroying.  
But taking that job would enable me to take 
an assistant director job on a project that was  
artistically really exciting (Craft & Career)  
but didn’t pay as well. So I could balance the 
income over a number of different projects — 
which is usually the way as a freelancer. I do 
think facilitators deserve to be treated better 
by establishment organisations.

 
CASH

CRAFT 

 
CAREER
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WHAT ARE YOU READING? 
I’m reading — Just Work by Kim Scott

WHAT’S SOUND-TRACKING 
YOUR LIFE?  
Me and a group of friends are doing a mega 
playlist challenge on Spotify, everyday! So it’s  
pretty eclectic — there’s a theme every day and  
we have to add a song. And then we vote for 
that day’s winner. It’s pretty different every day...  
But it’s enabled me to discover more music 
than I would usually which is what I love.  
For me it could be anything from Clean Bandit  
to a bit of musical theatre! Depends what I’m 
in the mood for really!

TELL US ABOUT A 
SIGNIFICANT OR 
INFLUENTIAL CREATIVE 
EXPERIENCE IN YOUR LIFE: 
At the age of 16 I watched Emma Rice’s 
production of The Red Shoes by Kneehigh. 
It’s what made me want to do theatre. But 
I remember I was excited by the possibility 
of creative simplicity, to make really exciting 
storytelling moments. It’s imprinted on my  
brain that show. Beautiful.

CHRISTOPHER 
ELMER-GORRY

Christopher trained at East  
15 Acting School and on the 
National Theatre Directors 
Course, London. Over the  
last 16 years he has worked 
in a variety of freelance and  
employed roles, from directing  
to producing.

He is a specialist in co-creation  
and much of the work he has 
presented has been created in  
this way. He has experience 
creating musicals, working  
on devised projects and  
new writing.

He has worked at Almeida 
Theatre, Theatre Royal 
Plymouth, Royal & Derngate, 
Birmingham Repertory Theatre,  
The Castle Theatre, 
Wellingborough and  
The Point, Eastleigh.

He also works as a freelance 
theatre director / writer / maker  
and has worked for a number  
of the UK’s largest 
organisations.

He designed and created the  
PROPER Practitioner Training 
Scheme which is the UK’s 
first training programme for 
practitioners that is driven by 
Arts Council England’s seven 
quality principles. Christopher 
has also worked in a variety of 
education settings.

He is artistic director and CEO  
of Warts and All Theatre. 

wartsandalltheatre.co.uk

http://www.wartsandalltheatre.co.uk
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A GAME TO LEARN  
NAMES AND PRONOUNS 
A call and response game standing in a circle. 
Each person introduces themselves using their  
name, pronoun and something they like that 
begins with the first letter of their name, while 
doing a relevant action. For example, ‘Anne, she  
likes archery’, while pulling an imaginary bow 
and arrow. Everyone repeats the phrase and 
action. Encourage everyone to speak loudly and  
make big gestures. Also warms up voices and 
bodies for performance games.

AN ICE BREAKER GAME — 
ANYBODY WHO 
Arrange chairs in a circle, facilitator stands  
in the middle and says a statement. Everyone 
who agrees with that statement has to move 
to a new chair. For example, ‘Anyone who has 
a brother or sister’. Once you stand up you 
aren’t allowed to return to the chair you left, 
you aren’t allowed to make physical contact 
with the other players. The objective of the 
person in the middle is to try to sit down. 
This game helps to learn about a group and 
can be used to begin to exploring themes for 
discussion, for example, ‘Anyone who thinks 
the voting age should be lowered to 16’.

A GAME FOR 
CONCENTRATION AND 
FOCUS — GRANDMA’S 
FOOTSTEPS 
Grandma stands at one end of the space 
facing away from the rest of the group who 
must move towards her and try to tag her 
without being seen to move. When Grandma 
turns around anyone she catches moving 
is sent back to the start line. Add in extra 
challenges to make this a team game;  
for example, before getting to grandma  
you have to put a jumper on or leapfrog  
over someone.
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Games can be used to:

 —   develop skills and behaviours
 —  enable and strengthen teamwork, 

focus, communication, concentration 
and confidence

 —  build a team and a healthy group 
dynamic, and have fun

 —  warm up — increase motivation and 
energy levels 

 —  develop a sense of play and engage 
the imagination

 —  encourage participants to be present 
and forget inhibitions about voice 
and movement

 —  enable a facilitator to learn about  
a group, by observing their responses  
to and skill level in games

 — establish new rules and boundaries

Games can be endlessly adapted to suit the 
theme or the group. Learning new games and  
having a bank of games and exercises is an 
important part of being a facilitator. A good rule  
is to never lead a game you haven’t played  
yourself, setting up games jams with peers 
and taking part in workshops is a great way  
to learn new games.
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AMARI’S FAVOURITE GAME 
I am in love with a game called ‘The Village’ 
also known as Werewolf or Mafia. This game 
is fun and requires trust from the participants 
to play. It’s an excellent game to play In-Role.

Participants sit in a circle and close their 
eyes. The facilitator chooses someone to be 
a Werewolf by tapping them on the shoulder. 
No-one should know who is chosen. The 
Werewolf points silently to someone they want  
to transform into a Werewolf. Then all the 
participants open their eyes and the facilitator 
announces who was transformed. They are 
encouraged to do a big transformation into  
a Werewolf. Each participant votes on who 
they think is the Werewolf and why they made 
that choice. The two people with the most 
votes ‘go to court’, they plead their innocence 
by improvising an alibi. The group vote again 
and the person with the highest count must 
reveal the truth. If they are the Werewolf, they 
act out a massive transformation. If they are not,  
they are banished from the village forever. If the  
Werewolf isn’t caught after a couple of rounds 
they win the game.

This game is fantastic for character work and 
developing improvisation skills. Before starting 
the game, everyone can establish a character 
and a job they do in the Village. Establish 
relationships between the characters — 
friendships, rivals and back stories. In the court  
room defendants can narrate their alibi and ask  
other participants to act it out. Participants can  
play Lawyers to help defendants and question 
the opposition.

To play this game online, use the chat function 
to choose the Werewolf and victim.

CHRIS’S FAVOURITE 
EXERCISE 
When I’m working on a play, I always come 
back to ‘The Repetition Run’ in its simplest 
form the participants have to repeat the line of 
the person who speaks before them. It usually 
happens towards the end of a process for 
me — it keeps the script fresh, and enables 
participants to actively listen to the other 
characters. It usually breathes new life into 
scenes and dramatic moments.

A GAME TO  
GENERATE ENERGY —  
COWS/ALIENS/TIGERS 
A team version of rock paper scissors.  
Split the group into two teams and teach  
them the actions for each character:

 —  Aliens have their arms outstretched 
and babble alien language. Aliens 
beat tigers.

 —  Tigers roar and pounce with claws/
hands. Tigers beat cows

 —  Cows moo with fingers as horns. 
Cows beat aliens

Each team has 20 seconds to choose their 
character. The teams form two lines facing 
each other in the centre of the room. Count 
down 3, 2, 1 on ‘go’ the teams do their action.

To decide who wins, you can play to best  
of 3 or 5. Or split the room in half, each team 
has a ‘base’, when they’ve done their action 
the winning team chase the losing team back 
to base, tagging anyone not in base. Tagged 
people then join the winning team. The winners  
are the team with the most members after 3 or 
5 rounds. If playing the second version make 
sure the space is safe to play in and remind 
players to keep each other safe.

A GROUP DYNAMIC  
GAME — ENSEMBLE  
START AND STOP  
Start the whole group off walking around the 
space. Ensure they are using all the space 
and walking with energy and purpose, as if  
on the way to meet a friend. There should  
be no talking, no walking with friends, and 
avoid walking in a circle.

As the group walk encourage them to 
make eye contact everyone they pass. Next 
encourage them to soften their gaze so 
they can see as much as possible in their 
peripheral vision. Let them know that as  
a group they are going to find a moment to 
stop together, you won’t give the command 
to stop, nobody in the group is going to lead 
the stop. They must use their peripheral vision 
and a high level of concentration to feel when 
the right time to stop is. Let the exercise run, 
noticing when there are almost stops and 
offering minimal encouragement, this can 
sometimes take a while.

Congratulate the group and ask if they 
noticed what happened during the exercise. 
You can then repeat, getting the group to start 
together and stop together. Over a period of 
time you can add in jump, clap, touch the floor 
or other physical gestures, to what the group 
can do together.
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FREEWRITING 
 
Freewriting is a technique 
— a person writes 
continuously for a set 
period of time without 
planning or editing what  
is written.

There is no right or wrong. 
You might write a poem, 
a song, reflections on life 
or random words. The aim 
is to accept first thoughts, 
however random.  
Free writing helps: 

 —  Reduce expectations  
of perfection

 —  Drive inspiration
 —  Uncensored release 

of your thoughts and 
emotions

 — Build self-confidence
 —  Develop your abilities  

as a writer
 —  Excavate emotional 

themes and barriers
 —  Promote process and  

not outcome
 —  Develop muscle memory  

and good habits
 —  Generate honesty in  

your writing

46

LANA’S FAVOURITE ACTIVITY 
Ask participants to bring an object that they 
like or has meaning to them. Everyone shares 
why they chose it or why it has meaning to 
them, to the group. Explain that they are going 
to free-write, using their object as a prompt. 
Allow two minutes for each question.

 —  Describe in detail what your object 
looks like

 — Describe what your object feels like
 —  Describe what your object smells like/ 

If your object were a smell what 
would it be

 —  Describe what your object tastes like/ 
If your object were a taste what 
would it be

 —  Describe what your object sounds like/ 
If your object were a sound what 
would it be

 —  Write a memory you hold with  
your object

Hold the group space for reflection — 
What was challenging? Did you enjoy it? 
Did anything surprise you? Invite a few 
participants to share what they wrote  
with the rest of the group.
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WHAT’S NEXT FOR YOU?

Use ‘What makes a great facilitator’ on  
Page 18. Which skills do you have and want  
to build on? What behaviours do you need  
to improve? 

Use this table to create three SMARTer goals. 
SMARTer goals are: 

S —  SPECIFIC  

M — MEASURABLE

A — ACHIEVABLE

R — RELEVANT

T — TIME-SPECIFIC

e — evaluated

r —  renewed

SMARTer Goals Example goal Your goals (1, 2 and 3)

I will... 
Be specific

Set up a session and  
run five drama games  
with eight friends 

Now it’s your turn. Repeat  
this process to create three 
more goals specific to you. 

By... 
Give yourself a  
realistic deadline 

30th June 

This will help  
me because... 

It will give me experience 

Support I might need  
to achieve this is...

A space, can a teacher 
help? Explain to friends I’m 
learning 

What happened? 
What did I learn? 

I only had time to run three 
games

Everyone loved it 

What next? I’m going to run another 
session in three weeks 

FACILITATOR ACTION PLAN: 
SMARTer GOALS  
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If you want to find 
out more about 
facilitation check 
out the following 
recommendations.

THINGS TO READ

Applied Drama:  
A Facilitators Handbook 
for Working in Community 
by Monica Prendergast 
and Juliana Saxton 

 ‘This book has a breadth  
of knowledge and tips for 
new facilitators. It’s where  
I started off.’ 
Amari Harris, Facilitator

Drama Games for 
Classrooms and 
Workshops 
by Jessica Swale

 ‘ A particularly good book for 
games — with lots of games  
to learn and adapt.’ 
Amari Harris, Facilitator

A Restless Art  
by François Mattarasso

Download for free from 
arestlessart.com

 ‘There are lots of inspiring 
examples of other people’s 
work and some thought-
provoking ideas about ethics’ 
Anne Langford, Facilitator

THINGS TO WATCH

The Old Vic’s  
Education Hub

oldvictheatre.com/join-in/
education-hub

 ‘The Old Vic Education Hub is 
brilliant — there are so many 
resources to watch and read!’ 
Lana Rathbone, Facilitator

Priya Parker Ted Talk

ted.com/talks/priya_
parker_3_steps_to_turn_
everyday_get_togethers_
into_transformative_
gatherings?language=en

 ‘I really enjoyed this talk as it 
made me really think about 
how I set up workshops to 
have more purpose and be 
more inclusive (as well as 
hosting better parties!)’ 
Anne Langford, Facilitator

THINGS TO  
LISTEN TO

Culture Plan B

cultureplanb.podbean.
com/

 ‘ Conversations with artists 
and communities making art 
outside of big organisations. 
The first episode with Conrad 
Murray, a beatboxer, actor 
and facilitator, is really 
inspiring.’ 
Anne Langford, Facilitator
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Website links correct at time of publication

https://arestlessart.com/
https://www.oldvictheatre.com/join-in/education-hub
https://www.oldvictheatre.com/join-in/education-hub
https://www.ted.com/talks/priya_parker_3_steps_to_turn_everyday_get_togethers_into_transformative_gatherings?language=en
https://www.ted.com/talks/priya_parker_3_steps_to_turn_everyday_get_togethers_into_transformative_gatherings?language=en
https://www.ted.com/talks/priya_parker_3_steps_to_turn_everyday_get_togethers_into_transformative_gatherings?language=en
https://www.ted.com/talks/priya_parker_3_steps_to_turn_everyday_get_togethers_into_transformative_gatherings?language=en
https://www.ted.com/talks/priya_parker_3_steps_to_turn_everyday_get_togethers_into_transformative_gatherings?language=en
https://cultureplanb.podbean.com/
https://cultureplanb.podbean.com/
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APPLIED 
THEATRE
A term to describe lots of  
ways of working, connected 
by using theatre tools and 
techniques, usually with people  
who aren’t professional actors 
and often in places other than  
theatres, for example, schools,  
prisons and care homes. 
Examples of applied theatre 
include theatre in education, 
prison theatre and ‘Theatre  
of the Oppressed’.

DISCLOSURE  
AND BARRING 
SERVICE (DBS)
An organisation which provides  
a checking service to make 
sure that people are safe 
and appropriate to work with 
children, young people or 
vulnerable adults. DBS also 
refers to the certificate they 
provide for an individual who 
has applied to work with 
children, young people or 
vulnerable adults.

FREE WRITING
Writing without stopping, 
usually in full sentences (unlike  
in mind mapping where you 
might just use single words) 
for a set period of time.

HOLDING SPACE
To be physically, mentally 
and emotionally present for 
someone else, or a group  
of other people. At the same 
time you remain aware of your 
own physical, mental and 
emotional state.

PARTICIPANT
Someone who takes part  
in a workshop or project. It’s 
useful as it’s gender neutral, 
respectful to people of any 
age and suggests you have 
to join in.

RISK 
ASSESSMENT
Describes the process of 
considering the risks for any 
activity and planning how to 
reduce likelihood of a risk 
happening and the impact  
of those risks, with the aim of 
keeping people safe. Also the 
name of the document used 
to assess and record this 
process.

PRACTICE
The way in which a facilitator, 
or other artist, goes about their  
work. As well as the tools and  
techniques they use it includes  
their ideas, ethics and 
influences.

PEDAGOGY
The method of teaching,  
and how that method of 
teaching influences the  
social, psychological and 
political development of 
people learning through a 
particular teaching method.

SAFEGUARDING
To protect from harm the 
wellbeing and safety of others.  
Particularly refers to young 
people or older people who 
may be vulnerable because  
of their circumstances.
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Interested in 
taking facilitation 
further?

This is not an exhaustive list 
but it’s a good place to start. 
Talk to your local theatre to 
see what opportunities they 
offer for emerging facilitators.

TRAINING

The Old Vic, 
London —  
Front Line 
Facilitators

oldvictheatre.com/join-
in/for-adults/front-line-
facilitators

A free ten week training 
programme to develop your 
skills as a theatre facilitator.

Contact, 
Manchester

contactmcr.com

Offers lots of opportunities  
for training.

National 
Association Of 
Youth Theatres 
(NAYT)

nayt.org.uk

NAYT run courses on all areas  
of working in youth theatre, 
you have to pay for most of 
these. They also offer informal 
support and useful updates 
through free online coffee 
mornings.

ENYAN

artswork.org.uk/
programmes/enyan

English National Youth Arts 
Network run lots of different 
training courses covering all 
areas of facilitation practice. 
You have to pay for most  
of these.

PROPER

wartsandalltheatre.co.uk/
proper

The Practitioner Training 
Course is a three day course 
for Theatre Artists who work on  
projects that involve Children, 
Young People and Community 
members. Please note this 
course isn’t free.

STUDYING

You can study Applied Theatre  
at a number of universities  
at undergraduate (BA) or  
post graduate level (MA), the 
best courses include lots of  
practical work and placements.

The courses may be  
described as Applied or 
Community Theatre, look  
at what modules are offered 
and if they meet your interest. 
What are the lecturers and 
tutors’ specialisms and what’s 
their experience? What 
partnerships does a course 
have with organisations that 
make work?

SAFEGUARDING

Safeguarding training is 
available from your local 
Safeguarding Children  
and Young People board.  
You can find them by 
searching for your local 
authority (local council)  
or city and Safeguarding 
Board. This is sometimes  
free if you are a volunteer,  
or it’s quite low cost

NSPCC

learning.nspcc.org.uk/
training

Offer a range of online and  
in person Safeguarding 
training courses.
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https://www.oldvictheatre.com/join-in/for-adults/front-line-facilitators
https://www.oldvictheatre.com/join-in/for-adults/front-line-facilitators
https://www.oldvictheatre.com/join-in/for-adults/front-line-facilitators
https://contactmcr.com/
https://www.nayt.org.uk/
https://artswork.org.uk/programmes/enyan/
https://artswork.org.uk/programmes/enyan/
https://www.wartsandalltheatre.co.uk/proper
https://www.wartsandalltheatre.co.uk/proper
https://learning.nspcc.org.uk/training
https://learning.nspcc.org.uk/training
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NOTES ON THE  
RISK RATING CHART 

Numbers 1&2 
Are very low risk. These activities should  
go ahead with the precautions.

Numbers 3–9  
Are fairly low risk. You should think through 
the risk reduction actions carefully and make 
sure they’re well publicised so that they can 
be widely followed.

Numbers 10–15  
Are medium risk. These actions should only be 
taken if the risk reduction actions are carefully 
followed and you must ensure everyone taking 
the action knows how to do this.

Numbers 16–20 
Are high risk actions and should not be done 
except in extreme circumstances when the 
risk of not doing them is higher.

Number 25 
Is for an action that must never be taken!

!
IMPACT OR DANGER

Minor Significant Serious Major Fatal

P
R

O
B

A
B

IL
IT

Y

Very 
unlikely 1 2 3 4 5

Slight 2 4 6 8 10

Feasible 3 6 9 12 15

Likely 4 8 12 16 20

Very  
likely 5 10 15 20 25
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Date and Time 24 September 2021, 14.00 – 16.00

Address The Drama Studio, The School, E1 2AB

Contact Ms Begum, Phone Number

Facilitators Ash and Zeb

Participants 30, Year 10 Students

Objectives 1. To explore the process of adpatation through devising 
techniques and collaboration

2. Understand that it’s OK to make mistakes and that mistakes  
are valuable

3. Explore the theme of grief through the characterisation of Conor 

Time Who Activity Resources

Start 
14.00  
— 
End 
14.03

Zeb Introduction 

 —  Welcome to Schools Club — how it works 

 — Introduce leaders 

 —  Introduce Three Ways of Working:  
Wait until we say Go, Hands Up & Freeze

WORKSHOP PLAN:  
A MONSTER CALLS 
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Time Who Activity Resources

Start 
14.03  
— 
End 
14.10

Ash About A Monster Calls 

 —  Adapted from a book, conceived by Siobhan 
Dowd and written by Patrick Ness. Has 
anyone read it? 

 —  Adapted for theatre by a director called Sally 
Cookson who specialises in devised work. 
Does anyone know what devised means? 

 —  Devised theatre is a method of theatre 
making where a company collaborate to 
make the story 

 —  Sally’s working process is very collaborative. 
Everyone in the rehearsal room has an equal 
voice — all ideas are welcome 

 —  What did you think of the show? What do 
you remember? What stood out to you?

Start 
14.15  
— 
End 
14.20

Ash A World Without S 

 —  Split into pairs. Each pair will talk about what 
they want to do for their next summer holiday 
trying not to use the letter S 

 —  If someone does say the letter S you must 
pretend you have pain in a specific area of 
the body, every time you say the letter S the 
pain spreads to different areas of the body 

 —  You must keep the conversation going. 
Really try to embody the different feelings of 
pain. Is it like a pinch, an ache or is it enough 
to knock you onto the floor?  

 —  Restrictions are useful in a devising process 
as they help us make decisions and force 
use to make more interesting creative 
choices

Time Who Activity Resources

Start 
14.20  
— 
End 
14.25

Zeb Telephone 

 —  Whole group in a circle — pass a movement 
around. As the movement moves from 
person to person it gets bigger and bigger  

 —  Repeat with a theme — earth. How does that  
word change the quality of your movement? 

 —  Other themes to try — air, water, fire. How 
does each word change your physicality? 
Remember to swap direction of movement. 

 —  (If time) — add sound to enhance your 
movements 

 —  Encourage students to make their 
movements larger — be as expressive as 
possible. No answer is wrong, as everybody 
experiences and interprets differently

Start 
14.25  
— 
End 
14.35

Ash Physicalising the Monster — Part 1,  
Source Material 

 —  Listen to the extract from the novel —  
when the monster first appears to Conor 

 —  Divide into groups of 3. Assign a character — 
half the class focus on the Monster and half 
focus on Conor 

 —  Listen to the extract again but this time think 
about the following questions and write 
down any words that spring to mind

 What can you see? 
What can you hear? 
What can you taste? 
What can you smell? 
What is Conor/ the Monster feeling

 —  Share your words with your group. Pick the 
4 most evocative words

Extract from 
A Monster 
Calls novel 

Handout with 
questions

Pens
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Time Who Activity Resources

Start 
14.35  
— 
End 
14.50

Zeb Physicalising the Monster — Part 2, 
Movements and gestures 

 —  Taking inspiration from the four words, as a 
group, create a sequence of 4 movements/
gestures to represent your character (Conor 
or the Monster) 

 —  Aim for bold and full physical commitment, 
with appropriate facial expressions 

 — Play Benji Bower music during devising 

 —  Watch one Monster and one Conor group

Benji Bower 
music from 
A Monster 
Calls

Speaker and 
device to 
play music

Start 
14.50  
— 
End 
15.10

Ash Physicalising the Monster — Part 3,  
Creating a Scene 

 —  Merge groups, combine Conor / Monster 
movements into one sequence. Add up to 
6 words — who says them? Individual or 
chorus? 

 — Watch a couple of groups, with music 

 —  Audience: What’s effective? What did we 
enjoy? 

 — Group: What were your four? 

 —  We all started with the same piece of 
text, but each group ended up creating 
something very different  

 —  When you devise something from a piece 
of text or other stimulus, it is all about 
your interpretation, which by its nature, is 
individual/subjective. Every version you 
created is equally valid 

 —  You don’t need to be literal. You don’t have 
to use the dialogue as represented on the 
page — you can change it

Benji Bower 
music from 
A Monster 
Calls

Speaker and 
device to 
play music

Time Who Activity Resources

Start 
15.10  
— 
End 
15.35

Zeb Using Devising to Explore Character 

 —  Split into groups of four — hand out script 
extracts. 

 — Read through the extract 

 —  Each group decide what is the subtext of the 
scene. What would Conor actually say if he 
spoke the truth? (max. 10 mins) 

 —  Groups stage their scene and include a 
moment where Conor explains what’s going 
on in his head. 

 —  This can be a monologue with the other 
performers, use movement to represent his 
subtext OR chorus narration with Conor 
using gesture… 

 — Watch. 

 —  Why is it important to not hold things in? 
Who could Conor speak to? By choosing 
not to speak to Lily, how does that change 
their relationship? Why is it important as 
performers to consider all of this? 

 —  This process allows us to dramatise the 
inner world of our characters. Even if we 
decide not to stage it, it’s a useful exercise 
to understand character’s thoughts.

Conor &  
Lily and 
Conor & 
Teacher 
script 
exctracts 
(enough 
for one per 
student)
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Time Who Activity Resources

Start 
15.35  
— 
End 
15.45

Ash Wrap up Discussion 

Key points

 —  Actors are humans and have to deal with 
powerful emotions  

 —  A Monster Calls deals with difficult 
experiences that everyone will face at some 
point in their lives.  

 —  The message of the play is that’s ok to feel all  
these things. There is no right way to grieve. 

 —  What have you learned about devising? 
(collaboration, using different movement, 
materials and sound, mistakes are good)

Signpost support, in school and external, for people 
experiencing grief or stress.

Signpost additional resources on website  
oldvictheatre.com/join-in/education-hub/
education-packs

Any questions?

https://www.oldvictheatre.com/join-in/education-hub/education-packs
https://www.oldvictheatre.com/join-in/education-hub/education-packs
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