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PART ONE:
the journey, the theory, the destination
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mPPACT manifest

One:

DEVISING A ROAD TO THE
FUTURE
Alex Mavrocordatos

“the future does not belong to us, it is something
we have borrowed from our children”
(Native American proverb)

The mPPACT programme is about identity in a changing Europe, in a
changing world. Economic, geopolitical and cultural realities are being
transformed by the process of globalisation. The questions of what it means
to be a European citizen becomes more central as national identities become
blurred, emerging again beyond old borders. We need urgently to reflect on
and determine the shape of the future that we collectively require – for ourselves and for our young people.
Teachers and schools in all EU countries face huge challenges every day.
As patterns of behaviour and ideas of schooling are being redefined within a
global context, it is clear that the ‘top-down’ ‘teacher–centred’ educational approach is no longer conducive to young people’s rights and growth. Our
teachers need and want to realign their pedagogy to correspond more closely
with the needs of their learners.
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mPPACT starting points:
Before work began on the development of
mPPACT, our Greek partners cited the need
to explore issues of xenophobia and the
challenges of developing a multicultural society. Cyprus also noted the increased enrolment of non-native speakers in primary
and secondary schools as well as the need
to enhance teachers’ capacity to deal with
problems contingent upon the integration of
children with special needs and severe
learning difficulties in mainstream education.
In the UK, mPPACT’s partners are operating
in a locality in the North West of England in
extreme social and economic decline. Unemployment is running at over 20% and
there are attendant problems of social exclusion, drug abuse, teenage pregnancy. The
area has recorded the highest rate of opiaterelated fatalities in the UK.
mPPACT Denmark signalled the need to work
in areas dominated by first, second and third
generation immigrants and socially marginalised groups. While the government is focussing on these problems, many teachers dealing directly with these target groups are becoming insecure about their professional identity and losing their sense of meaning in their
jobs.
For teachers in all these countries, an artsbased pedagogy offers them a means to
reinvent their professional identity and to
cope with their difficult working environment.

Governments
and
citizens
throughout Europe recognise the
need to develop new methods of inservice training for teachers which
will equip them to tackle alienation
and promote citizenship while working with rapidly changing and often
challenging youth cultures. Needs
assessments by mPPACT project
partners reflect common concerns social marginalisation and exclusion,
discomfort around the growth of
immigrant populations, drug abuse,–
as well as the specific local contexts.
The project gives a central role to
strategies for communication, identity–building and personal growth
through the arts. It champions the
creativity and excellence of young
people as creators rather than as
consumers of dominant orthodoxies.
It is designed to assist teachers to
formulate pupil-centred teaching
methods that will in turn help the
teacher to define a new role as educator: a dialogical, partner to his/her
pupils, co-intentional (where teachers and students are simultaneously
both teachers and learners), capable
of facilitating exploration of issues
and social realities of which the
learners themselves may at times
have more first-hand experience
than the ‘teacher’ him/herself. The
mPPACT methodology enables
teachers and learners to grow together and develop, discover, articulate and communicate their interconnecting concerns and, in so doing, to
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make better sense of the complexity of the world and what might be done to
re-order and reconstruct it.

MPPACT: a methodology for a Pupil and Performing
ArtsCentred Teaching
How could we get just one percent of the secondary school population to
become co-developers of education? That is the scale of the opportunity
and the scale of the waste if we don’t transform education into a cocreated, participative, community-based experience. Charles Leadbeater.2
.. .. School creates the impression that learning is something we do only
in special places, at special times in our lives, with the help of special
people: accredited teachers. Education is seen as unworldly; to learn is to
be cut off from the day-to-day world. By extension, that world cannot be
about learning. Education is not seen as a personal project of self development, but rather a process of certification to show that you have
learned what the system expects.3 ibid

Our pupils, students, learners, young people, are all virtually connected
and they are alienated. In
some ways they know
their world better than
their elders. And they
must find a way to understand the global jungle
and grow to build a better
world.
Their growth, and their
rights to that growth, are
best served by a classroom where their needs
and experiences are at
the centre of their learning. The classroom can then be better described as a learning space
2

3

(Leadbeater, Next Practice Podcasts)
(Leadbeater, The DIY State)
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where they are creative, imaginative and critical. Clearly there is a new
st
role for the teacher in the 21 century. mPPACT goes some way to redefining that role.
Initially targeting primary and secondary teachers and their pupils, the
Comenius mPPACT programme, is fostering a new teaching practice in
Europe that engages with contemporary social realities and their reflection
in the classroom and the wider world. It is
a reappraisal of learning and teaching and
An example of a discrete
mPPACT classroom activity:
a reappraisal of pedagogic praxis.
a teacher might suggest an immPPACT centres on the creativity and
provisation or the preparation of
imagination of the students themselves.
a sequence of still-pictures to be
Through participatory Performing Arts,
performed for the rest of the
learners
explore
identity
and
class as stimulus for a discussion
on an agreed topic. This is estransformation, self and other and sentially the same structure as
through improvisation and theatrical
the course. Implementation of
creativity - they take critical steps in the
mPPACT is designed to suffuse
journey of being and becoming.
Its
teaching praxis, not merely to
lend structure to larger project
principles of participatory and critical
activities.
pedagogy are predicated on the teachings
and considerations of Paulo Freire,
Jerome Bruner, L.S. Vygotsky, Ivan Illich
and others who are concerned with notions of co-creative, co-intentional
learning environments. These and all the theoretical forebears of the
mPPACT approach are elaborated in chapter three.
The process is creative. Co-Creative. With improvisations and devised
performance pieces within the classroom and beyond, the teacher invites
the creative expression of the learner. Implied is the freedom to reinvent
form as well as content. Both will be determined by the culture and background of each and every pupil together. Often they will reflect a world picture and will offer cultural forms not fully familiar to the teacher - who will
be from a different generation and reflect a different cultural root. Ultimately the outcome may be a blend of these, a synthesis. A more comprehensive world view, perhaps even with less bias.

Stepping back:
Thus the conventional teacher may need to step back, to trust the co-
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intentional interest of her pupils and to
share the power of decision-making.
“what distinguishes improvisation from
Only in this way can she be fully coother creative processes is that it relies
creative. Only in this way can she foson spontaneity. [ ...] Whenever you
ter the emergence of appropriate
don’t know what’s going to happen next,
forms of expression that are ‘owned’
you improvise.[ ...] – you know the rules
but you operate spontaneously accordby the learners and are appropriate to
ing to what others are doing around you.
their needs. Forms and content that
can truly explore learners’ current reSometimes [ ...] we tell our friends about
alities. The co-creativity allows the
it: “hey, guess what happened ...” . Then
we are improvising again. This time as
teacher to assist with the interconnecwe tell the story (now a fact, a ‘fixed’
tions between these realities and their
scenario) and (spontaneously) we may
local context with the outside realities
add a bit of colour we (creatively) fill in
that have affected them. These may
the forgotten details.
be socio-political realities to do with
[...] and when we say we wish we had
citizenship studies, or to do with geogacted differently, we are using our
raphy lessons or indeed the applicaimagination in trying to construct a better
tion of mathematical calculations.
‘self’. (Mavrocordatos)
Improvisation work is fundamental
to mPPACT and its use makes room
for that step back to happen. It need not be daunting to the uninitiated
teacher. We improvise at every moment and children at least are not
afraid to enter into that world of metaphoric reality/make believe. All that
the teacher needs is to trust the mutual interest (and co-intentionality) in
the topic and to be comfortable with a degree of uncertainty as to the
outcome. The outcome of any improvisation is a priori uncertain and only
in this way came there be mutual ownership and basis for further
classroom discussion. Today’s world is characterised by uncertainty:
comfort with uncertainty is a life-skill.

The learning journey and its spiral curriculum
By interrogating these issues and thus determining our goals and the road
to realising them, the mPPACT programme has developed a practical
training course for primary and secondary school-teachers and youth
workers in both formal and non-formal education. Each member of the
project team has made a parallel journey, based on the cumulative experience of running and developing mPPACT: in four different cultural and
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social settings with all our partners and participants from Greece, Cyprus,
England and Denmark.
The content of
the
mPPACT
teacher-training
courses
is
the
mPPACT teaching
methodology itself.
The structure and
method of delivery,
however, are echoed in the teachers’
work with their pupils back in their
classrooms. Often
these will address
local contemporary
realities (eg, citizenship,
drugabuse, social exclusion), but the
mPPACT method
is intended to sufunknown school UK c. 1950 1. this is the original diagram from
fuse all of the
2006, proposing the mPPACT structure/architecture. (The number
teacher's praxis of schools is not now limited to five.)
with potential application to all elements of curriculum subjects from maths and sciences
through to the humanities.
The mPPACT structure evolved out of work in community education
projects, in and out of formal education, including Theatre for Development in Africa and Asia. The methodology remains applicable in any
learning space where facilitators are working with young people. And it is
applicable at macro or micro level. Thus while the course requires a ‘project’ within the classroom (see below) resulting in a performed outcome by
pupils, it is also applicable within a single classroom activity.
The architecture of both teacher training course and the teachers’ subsequent application of mPPACT in their classrooms follows the same pattern, which is represented by a single spiral coil that touches the bases of
observation, reflection, planning, testing (action) reflection, further plan-
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ning and leading to further action. In keeping with the spiral learning cycle
proposed by Jerome Bruner, the mPPACT process is divided into five distinct stages:
1. Beforehand (preparation)
2. All participants together (the taught part: the training)
3. Back at the schools and learning spaces (Field-work: implementation of mPPACT, by participants, for some four months)
4. The ‘mPPACT event’: sharing and looking back. This is the final
coming together of teachers AND their learners during which, as
collective participants, they all share the work they have done together, reflect on and evaluate their experiences and draw the
course to a close.
5. Certification and reporting (where on production of required reports and video documentation, participants are awarded a certificate which may carry EU credits.)
The ‘mPPACT event’ affords the learners a further opportunity to learn
from their peers and look ahead, together, to their own futures. During
each of the four training courses where mPPACT was developed, trainers,
4
trainees and pupils all felt a strong sense of communitas from that final
conference event. The participant teachers shared cultural differences and
commonalities during the course. Now we can see and assess the outcome. Pupils shared performances and they participated in workshops as
well as focus group evaluation sessions. Everyone exchanged experiences and ideas on mPPACT as well as on the content of their performances. They all took part in a celebration of what felt like the emergence of
a vibrant mPPACT community.

4

Communitas is an intense community spirit , the feeling of great social equality, solidarity,
and togetherness. Communitas is characteristic of people experiencing liminality together.
[..... .. .... .... ] Communitas is an acute point of community. It takes community to the next
level and allows the whole of the community to share a common experience, usually
through a rite of passage. This brings everyone onto an equal level, even if you are higher
in position, you have been lower and you know what that is.
source: http://en.wikipedia.org/wiki/Communitas
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Two:

PROCESS OVERVIEW
Alex Mavrocordatos

“In all the operations of nature, development is from within.”
Jan Amos Comenius, Principles of Education (1592-1670)

Comenius is widely regarded as the father of modern education. The Socrates programme has now been re-branded as the Lifelong Learning Programme (LLP) by its parent body, the Education Audio-visual and Cultural
Executive Agency (EACEA) of the European Union, which runs all the LLP
activities. However, the Comenius series of actions retain the name, thus
recognising and paying tribute to Comenius and his work.

mPPACT: a methodology for a Pupil and Performing
ArtsCentred Teaching
The aim and objectives of the mPPACT programme were framed by the
Socrates Comenius 2.1 initiative, which itself aims, i.a., to:



create, test, and deliver training courses for educational staff and
training materials
develop curricula for the initial training of student teachers
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develop teaching strategies, methods and materials for specific
learner groups (SEN, at risk of exclusion, migrants, travellers).

In keeping with these, mPPACT aims to facilitate the emergence of a
new teaching praxis, a pedagogy that centres on child and pupil-centred
principles, explores notions of being and becoming and engages with the
pupil’s own perceptions of their own changing realities.
The mPPACT programme envisages a new role for the teacher, working with the pupils’ own creativity, imaginations and criticality to construct
a world that they own. Its objectives overlap with, but are different to, the
specific objectives and learning outcomes of the course itself [see chapter
4]:
1. to evolve an integrated arts-based approach to teaching through
the sharing of disciplines between partners;
2. to foster teachers’ ability to revive pupil’s motivation to learn, using
participatory performing arts practices and exploring young people’s own creativity and criticality;
3. to develop new practices that foster a ‘co-intentional’ synergy between learner and teacher;
4. to develop a training course offering an alternative classroom
strategy for achieving a critical understanding of relevant social issues such as equal opportunities, citizenship, social exclusion, racism and xenophobia, drug abuse and other related social questions;
5. to support and document the process and disseminate its outcomes through relevant media.

mPPACT’s spiral structure is
drawn from Bruner’s spiral learning model, and is manifested in
every level of the programme.
Thus, the programme itself was
built on four dynamically evolving
pilot training cycles, one delivered
by each national partner team to
teachers from that country. The
course itself
follows the same
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structure as that intended for classroom use, though the subject matter may
differ in each instance. In the classroom the mPPACT cycle may involve
just a brief half-hour exercise or it may be a full project activity with performances to others in different groups, classes, communities. mPPACT should
suffuse all teaching praxis.
The intention is that a participant learning group explores a social issue, evolves a perspective on it and expresses that creatively. This applies to the trainee participant teachers and, in turn, their pupils. A second
stage of learning is achieved when that performance outcome is compared and shared with that of another social group - within the school or
the community or beyond. Learning continues and the methodology
evolves as the cycle is repeated in new national contexts. This will be explored further in chapter 3, where we will describe how Bruner’s
conceptualisation of the spiral can usefully be expanded to echo the double-helix of the DNA structure, with two inter-connected spirals, representing the self and the other.
In keeping with the Bruner spiral, an ongoing process of Participatory
Monitoring and Evaluation (PM&E) was and is integral to the mPPACT
programme at every level, from programme to course to implementation
by trainees and participants in their learning and teaching environments.
This constant reflection and recycling of information and experiences is
fundamental to the success of any mPPACT activity.

Pedagogic approaches
The methods used by mPPACT are drawn from practices widely employed in Drama and Theatre in Education (DIE, TIE) and Theatre for Development: (TFD). The mPPACT approach reconsiders and develops the
work of pioneering educational theorists Freire, Illich, Bruner, as well as
dramatists and DIE/TIE practitioners such as Brecht, Heathcote or Boal.
The mPPACT approach addresses contemporary social contradictions
through the stories and lived experiences of the pupils, explored and expressed at a level appropriate to each classroom or learning space. This
may be within the school curriculum, or in extra-curricular activities.
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Who is it for?
The versatile mPPACT approach is applicable by teachers and all arts in
educational practitioners across all sectors of the educational community
and beyond. Its potential includes both formal and non-formal education
and indeed any learning space where young people are gathered together
to explore their own realities. To test and develop this versatility, each cycle of the project has sought to address a different social and educational
target. The immediate targets of the Comenius mPPACT courses are
teachers, educators and youth workers. The ultimate beneficiaries are
their pupils, whether they be in formal or non-formal educational settings.

How long has it been?
The mPPACT project has been a cumulative research process (from 2006
to 2009) which has built a practical training course based upon an evolving spiral of pilot course deliveries (Bruner again) in different contexts and
with a range of targets. While the content of the teachers’ work with their
pupils may address local context-specific issues, the content of the
teacher-training courses was and will be the teaching methodology itself.
Each mPPACT cycle developed from the monitoring and evaluation of the
previous one. The course itself evolved out of this cumulative spiral of experiential and experimental pilot phases in Greece, Cyprus, UK and Denmark.
The primary output of the programme is the mPPACT course itself, with
its accompanying documentation, including course outlines, practical exercises and structural recommendations, interactive feedback and on-line
discussion, reference materials and theoretical perspectives.
In addition to the website where all of the above are present, I refer also to
this handbook, which is an attempt to manifest the principles without sacrifice to the cookery-book pitfall that threatens an abstract and discretionary
practice by attempting to turn it into a mechanical manual for users. The
manifest is intended to express the principles and offer guidance towards
a new, ever-evolving mPPACT praxis.
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Training the mPPACT trainers and the teachers
Partners (trainers) from each national team attended a five-day workshop
in Greece (Nov/Dec 2006). A melting pot of ideas, cultural contexts and
intentions, this initial seminar defined the mPPACT principles, and together the mPPACT team (partners) evolved the initial draft course outline.
This in turn formed the basis of mPPACT phase one: an intensive five-day
course for school teachers (Greece, Jan. 2007), which included a period of
mPPACT implementation in schools and a final coming together of all the
stakeholders and participants to share the outcomes of their work and reflect
on their experiences. An act of celebration, evaluation and closure.
The course was then recycled: tried and tested in each partner country
in turn, training teachers drawn from schools representing a range of
socio-economic backgrounds. The course was then amended by the partners in a series of evaluative workshops and meetings that followed each
project phase.

Implementing mPPACT
Each course delivery includes a 3-4 month period where the participants
put mPPACT into practice and to the test. They facilitate the young people’s enquiry into specific social issues relating these, where appropriate,
to curricular topics. Using mPPACT’s dramatic and participatory artscentred approach, they create a devised performance piece. This work is
monitored by members of the mPPACT team using the internet platform
network as well as personal visits wherever possible. Comments, queries
and advice through the internet is not limited to a top-down channel of
communication. All members may offer comment to each other in a peerto-peer communication too, with on-line support through the mPPACT
website and discussion group.

Devised performances and mPPACT events
The devised performances created by the young people with their teach-
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ers are shown locally: this may be inside the classroom, at school assemblies or local community centres and learning spaces. In the teachers’ future use of mPPACT, this will be integrated into their teaching. Thus, a full
cycle of mPPACT may exist within a single lesson or working session - or
it may be a fuller project-based activity as is required for the mPPACT
course.
In the context of the course and its completion by the participants,
these performances are then shown at a mini-festival, which is the
mPPACT ‘event’,
where all the performances
are
shared and followed by a public
discussion, highlighting similarities
and differences of
content and perceptions
expressed.
This event gives
leaners and their
teachers the opportunity to compare their work.
The young people
divide into different
groups and are invited to attend workshops, integrating with young people
from different backgrounds. A final plenary evaluative exercise, designed
to map and celebrate the learning curve of each participant, provides closure to the training programme. The whole event is a celebration, an appraisal, a summative and formative evaluation. It is also a collective targetbuilding exercise for the next step on the individual and collective journey.
Furthermore, it completes the learning curve of both pupils and teachers.
The same sharing of outcomes is broadened out to an international level
through the website’s video access facility - sharing mPPACT across
Europe.
The partners’ meeting that follows each performance event serves the
project team as evaluation and assessment of the impact of the mPPACT
spiral in each context and provides the opportunity to revise course con-
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tent and methodology. This evaluation will continue after each course delivery throughout the life of the mPPACT programme.

Approaching the course
mPPACT is not a series of
specific exercises; rather it is
an attitude, an approach which
affects the manner of implementing exercises which may
“There was very good co-operation among
partners/trainers. Even on difficult subjects
already be familiar. It allows
everyone was helpful and positive. This positive
the teacher to step back, relinrelationship between partners was evident to
quish power and gain trust, althe teachers even from the first weekend of
lowing pupils space to learn
training seminar. They have commented on this
fact both in discussions and in their written
through their own creative exresponses.”
plorations.
As citizens we and our pupils need to reflect on our collective past as well as the shifting sands of
our present social context. Building on our experiences of these, we need
to determine the true shape of our present and future realities in order that
we can all, collectively, name and construct them for ourselves. The
mPPACT course points the way towards ownership, with our young people, of a co-intentional teaching praxis and curriculum.
The mPPACT process focuses on the identity of the self and the identity of the other. This is to re-examine our material and intellectual foundations and norms and so to restructure our patterns of learning in pursuit of
transformation.
This means that learning and teaching methods must be reconsidered. So
too must we rethink our understanding of normality. This in turn leads us to
reconsider what we mean by values, ethics, rights and their relationship to
questions of ownership, power and responsibility. We are concerned with the
notion of the arts as processes of education, and education as the starting
point for attitudinal and behavioural change in ourselves and our pupils. So
we need to redefine the pedagogic function of the arts as, and in, education.
It is hoped that some of this will have been considered by participants through
preparatory reading prior to attendance on the course.
The course explores a broad range of innovative pedagogic and arts-

This ‘dialogical synergy’ between partners and
trainers was witnessed by the teachers during training and created the model for the rest of the project.
Extract taken from Greek phase report:
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based approaches which require participants critically to reassess how
dialogical educational forms and the language of performance practices
can generate a sustainable difference in the pedagogic frameworks of the
future; a difference which builds on a co-creative synergy between teacher
and learner.
Its aims and objectives are described fully in chapter 4.

Methodology
mPPACT is itself a methodology, so the training too follows the method
which places the student (in this case the trainee teacher) at the centre of
the learning process. It allows the teacher to step back from the centre of
attention, sharing her power, fostering a co-creative learning environment
that in turn allows learners to explore their own perceptions in relation to
those offered by the teacher.
The course uses a combination of seminar delivery and practical drama
work. It examines notions of the ‘self’ and the ‘other’. It harnesses
learners’ own creativity, criticality and imagination in pursuit of a critical
understanding of social context and the contemporary realities of citizenship. It may focus on specific topics appropriate to the combination of participants. These may be addressed inside the learning space as a project
or as a practice-based exploration of existing curricular subjects.
The course seeks to foster a new attitude to teaching praxis. As such it
is not down to the exercises in themselves, but to the context and the way
they are implemented.
The training will model and explore effective learning methodologies
drawn from a range of disciplines, including, i.a., theatre, music, dance,
performing arts, communication and representation practices (video, web).
These are examples for consideration and are rooted in many parts of the
world, many cultures and different histories. Actual course delivery may
vary according to any particular combination of participants.

Followup
After the first part of the course teachers spend some four months in their
schools working with and exploring the mPPACT approach.
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Progress is monitored though the participants’ dialogue and exchanges
on the mPPACT website forum. Where possible, there might be actual site
visits to the learning spaces by the mPPACT trainers. By whatever medium, participants will be able to communicate with one another and with
the mPPACT trainers so that responses are available to all, as is the empirical experience of each trainee. They will be expected to keep a journal
of progress in the form of a blog on the same forum.
Towards the end of that time, they and their pupils devise a performance event around the themes that have emerged from the children’s experience and self-determination.
It may be possible and appropriate for the training team to set up a final
event such as those described above. Failing that, and in addition to it,
these performances are committed to video (a static camera may suffice)
and uploaded to a dedicated video facility on the mPPACT forum by a
given date some four months after the training. It may be possible to organise a timed on-line event – so that all the pupils may share in each
other’s success and have that recognition as part of collective ownership.

Certificates
Once the video uploads are complete, or a live share-back event has been
completed, and a written report of activities in the field has been submitted
by participants, then certificates of attendance will be awarded to them.
Future courses may be offered by our partner University institutions
whether as independent modules or as as part of existing and future degree programmes. Such instances of the course will be credit rated in line
with the ECTS credit tariff, thus making it compatible with EU University
courses under the Bologna framework. In this case written and practical
outcomes will be assessed accredited and certificated accordingly.
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Three:

OUR JOURNEY ON THE ROAD
OF ENQUIRY AND DEVELOP‐
MENT:
CONTEXT – THEORY ‐ PRACTICE
Betty Giannouli & David Pammenter

INTRODUCTION
In a world of socio-economic collapse, where the transactions upon which
the economy of the ‘free market’ was established are no longer unquestioned, a major issue has arisen:
How are the dreams and futures of the younger generation to be addressed? How can we approach education through the prism of human
rights and development rather than as the preparation for participation in
the commercial market?
It is a market whose false value and purpose have been revealed and it
is collapsing. Children and youngsters find themselves at the crossroads
of these changes. What is the role of teachers in the preparation of the
younger generation for the future?
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In the course of the European programme mPPACT, we have experienced events in the maelstrom of global international economics and
socio-politics. They have been indicative of a crisis situation which has
been developing for years and which now demands to be addressed. The
situation came to a head in Greece in 2008 when violent protests by
young people broke out. At the same time similar tensions on a smaller
scale were experienced in other European countries. Young people live in
a state of insecurity. Their voices remain strangled and for years now they
have not managed to make themselves heard with the result that their
doubts have turned to anger.
The question posed to the mPPACT team was how we, the teachers,
artists, parents and citizens working and living with children and youngsters can find the necessary means of fulfilling our obligations and responsibilities to them: that of providing the encouragement they require to
express their hopes and dreams creatively and powerfully to participate
in ownership of their world. From the beginning, this has been, and remains, one of the main purposes of the mPPACT team. We are searching
therefore for ways of involving educators, learners, pupils, students and
others in a process of learning which will constitute a journey in search of
knowledge and awareness of the world in which we live, in combination
with the possibility of intervention for its improvement.
Educational theoreticians, Psychologists and sociologists since the
early 20th century have expressed their anxiety about traditional models of
teaching and have suggested ways in which teaching can and should contribute to education. However, despite all the improvements which have
come about in theory, in practice it is evident that in most countries the
institutional framework and practices which are being followed are far removed from what these theories recommend.
mPPACT’s development has been rooted in, and conscious of, these
theories and their related practices. Our common purpose has been to
combine these theories with the educational, aesthetic and functional
character and potential of art. We believe that art and education can together generate a different potential for modern schooling, by opening
new paths of expression for the imaginations of children who have become trapped in rote-learning and the acceptance of ready information
handed to them by the ‘specialists’. The imagination and critical ability of a
younger generation can be encouraged and developed through their participation and appreciation of art, in combination with the educational principles adopted in the programme. This experience can assist learners in
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assessing and prioritising the volume of information with which they are
daily bombarded and in finding their own voice. What has been attempted
and to a large degree achieved (according to the formative and summative
evaluation of the 3-year research and application of the mPPACT programme) is a focus upon models of learning which are open to thought,
creativity, expressiveness, autonomy and ideas; models which emerge
through the assessment of Art and in particular Drama as a sphere of
creativity and freedom of expression based upon dialogue.
The purpose of any educational process, we believe, is to prepare children and youngsters to face the challenges of life with critical thought and
a spirit of co-operation. With regard to school, a ‘prescribed’ analytical curriculum, based on the traditional way of teaching, is particularly counterproductive in properly preparing young learners to meet present and future
challenges. And here it should be stressed that equivalent educational approaches are needed in all areas of education; that is, in any area where
teachers and learners are encountered.
What we wish to clarify is that in mPPACT we are not speaking of or
trying to develop a teaching methodology simply in the sense of a way in
which an educator organises knowledge and communication with pupils,
but rather in the sense of a wider educational practice taking account of
the historical, cultural and social framework in which knowledge occurs
coupled with the learners’ existing experiential knowledge and concepts of
the world which they inhabit.
Below, we cite some fundamental points of the theories upon which we
base our approach. Our endeavour focuses mainly upon a reconsideration
of the elements in combination and evaluative reassessment in order to
shape the contemporary practical methodology of mPPACT, which will be
explored later. The methodology is based on the principle that learning is
accelerated and more appropriate when
people have the freedom to
ask, to experiment and to approach knowledge through experience. When
these pre-conditions are created, and there is space and time for each individual to express his ideas through dialogue and co-operating with others, then we regenerate our processes of learning.
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THEORETICAL APPROACHES
Education as Practice of Freedom
The theoretical basis of the programme is partially rooted in and derived
from The Pedagogy of the Oppressed, by Paulo Freire.
A fundamental aspect of the pedagogical practice proposed by Freire is
the removal of the contradiction between teacher and student. “The practice of problem-solving education entails at the outset that the teacherstudent contradiction be resolved.” According to Freire, teachers and
learners engage collaboratively on the same road in the process of learning and understanding of the world; they develop common concerns,
share anxieties and find creative ways with which to express them. The
efforts of the educator are compatible and co-intentional with the efforts of
the learner for the development of a critical view or interpretation of reality
which is dependent on a dialogical process.
This consists of a sharing, a coming together, of the common aims of
the teacher and learner, which contribute to their naming or renaming of
the world, i.e. the
understanding of the world and their common journey
towards its change, reshaping and transformation:
Knowledge emerges only through invention and re-invention,
through the restless, impatient, continuing, hopeful inquiry human
beings pursue in the world, with the world and with each other.5
For Freire, education:




is not just a transfer of knowledge
is not an input of data in children’s brains
is not even an effort of the persons involved to be adapted to the
environment to which they belong.
6

Education becomes the “practice of freedom” : the pedagogue and pupil are both subjects of knowledge, together facing the area of content to
be explored, shared and learned.

5
6

(Freire, Pedagogy of the Oppressed.)
(Freire, Education, the Practice of Freedom.)
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Freire’s theory expressly rejects the “banking model of education” (his
term), in which learners are receptacles which the teacher fills by depositing knowledge; rather, he emphasises the significance of the active role of
the child in the learning process.
Education is a dialectical process. A key element in Freire’s theory is
the idea and principle of conscientisation, a social process in which people
as self-conscious beings adopt a critical approach to social-political conditions and succeed in reshaping reality along the principle of the humanisation of the human being. The principle of Freire is that there is a dialectical
union between human consciousness and the world.
The education which is suggested by Freire:
“affirms men and women as human beings in process of becoming
so the unfinished character of human beings and the transformational character of reality necessitate that education be an ongoing
activity”.

Experiential and active learning
From the first decades of the 20th century, John Dewey had emphasised
the significance of the learner’s active participation in their own education.
In his theory, he points to the significance of the “connection between
school and life” and stresses that “teaching should be based on children’s
experience”; and learning is given substance and authenticity when it
7
takes place “through processes that have meaning for the learner”. He
declares the we must “make each one of our schools an embryonic community life, active with types of occupations that reflect the life of the soci8
ety”.
Motivation for learning, according to Dewey, is created from experiences which activate learning and create pre-conditions for future experiences. Dewey9 tells of a burglar who gains experience robbing others and,
as his experiences grow, “the burglar may grow into a highly expert burglar”, so not all experience constitutes positive growth. Educational proc7

(Dewey, The School and Society.)
(Dewey, Experience and Education.)
9
Ibid.
8
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esses must be measurable in terms of positive growth; for example, providing opportunities for future development in socially useful
directions.
According to Dewey, the most significant inclination that can be formed
in an individual is that of the desire for more learning. Often, schools focus
on the memorisation of facts and figures, rote-learning about historical
dates, all in preparation for the unknown future, with little regard to the
present. Generally, in an attempt to keep order, teachers have failed to
seek the co-operation of their pupils in preparing the aim and practical development of their education and learning.
The education which we propose therefore takes account of the learning environment which may be created when the teaching encompasses
or includes the lived experiences of the learner. It is this learning environment that we endeavour to create through the methodology of mPPACT.
On the one hand the experiences of each person will emerge, on the other
we will have the synthesis of the experiences of the whole group as they
are encouraged, and creatively transformed, through the practical and reflective processes of art as education.

Social constructivism
The constructivist theories of learning and development focus on the role
played by the learner himself in the educational process, and particularly
in his own learning, since they maintain that learners actively ‘construct’
their knowledge of the world. The learner does not simply store readymade knowledge, but internally constructs it, refines information and
draws new parallels between the new data and known models with which
they are already familiar. Children construct their own knowledge by acting
upon objects in space and time.
10

Piaget asserts that:


10

Pupils do not store given knowledge but they process information
and they combine the new information with the knowledge they already possess.

(Piaget.)
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Knowledge construction can be seen as an internal process but also as a result of people’s social cognitive conflict working with the
others.

Vygotsky’s theory particularly focused on an image of children as active architects of their own understanding, though he also stressed the role
of social interaction and cultural practices in shaping the course of human
development. Vygotsky focuses on the role of the social framework and
interpersonal communication in the process of internal construction of
knowledge. What is very important in Vygotsky’s theory is that, where Piaget sought to unify biology, natural science and psychology, Vygotsky's
quest was to integrate psychology with an analysis of history, art, litera11
ture, cultural activity and sociology. He focused on the connections between people and the cultural context in which they act and interact in
shared experiences. Only through interaction with the living representatives of culture can a child embody and further develop that knowledge.
One of Vygotsky’s main contributions to educational theory is his concept
of the “zone of proximal development”. This is the gap that exists for an
individual between what he is able to do alone and what he can achieve
with help from one more skilled than himself. In his words:
The zone of proximal development permits us to delineate the
child’s immediate future and his dynamic developmental state, allowing not only for what already has been achieved developmen12
tally but also for what is in the course of maturing.
In our mPPACT methodology we emphasise exactly this capacity to
learn with help and in co-operation with others. His theory can explain
how, as we experiment with this programme, a creative educational process through the arts can activate the learner, can leave space for him to
refine information and, above all, function in a communicative environment
where structures of co-operation and group work have been developed.
This approach of Vygotsky is often referred to as social construc-tivism.
Jerome Bruner agrees with this approach of Vygotsky in many instances,
the main points of which are referred to below.

11
12

(Wood.)
(Vygotsky.)
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Discovery learning: the Spiral model of education
Bruner also, in his approach to teaching, maintains that learners are not
simply receivers of information, but they are transformers of information.
Bruner focuses on the term discovery learning, which relates to the way in
which the learner solves problems. These problem-solving practices,
which are centrally involved in learning, according to Bruner, are: input,
processing and the assessment of information. What has particular value,
especially at the re-formulating stage, is the handling of information in
such a way as to enable us to progress beyond it and the learning to be
transferred from the area that it initially occurred in; for example, from
school to the wider social reality.
Certain basic concepts exist in every science. They constitute the base
which, once assimilated by the learner, can then be deepened and extended.
The teaching and learning of structure, rather than simply the mastery of facts and techniques, is at the center of the classic problem
of transfer. If earlier learning is to render later learning easier, it
must do so by providing a general
picture in terms of
which the relations
between things encountered
earlier
and later are made
as clear as possible.13
This process of deepening takes place by degrees
and spirally. The learner
refines the data either with
the help of empirically acquired skills, or through pictures, diagrams or
even by reconstructing reality in a symbolic manner; what matters is that
preparedness and incentives are created for the learning. Here, Bruner
stresses that it is not a temporary attraction of interest which is of impor13

(Bruner, The Process of Education.)
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tance, but rather a steady engagement of interest and the creation of ‘internal incentives’.
What has become increasingly clear ... is that education is not just
about conventional school matters like curriculum or standards or
testing. What we resolve to do in school only makes sense when
considered in the broader context of what the society intends to
accomplish through its educational investment in the young. How
one conceives of education, we have finally come to recognize, is
a function of how one conceives of culture and its aims, professed
and otherwise.14
According to the methodology proposed in mPPACT, processes involving learning through search and discovery, which have the interests and
concerns of the learner as a starting point and place him/her at the centre
of the learning process as an equal party, provide the incentives for learning to take place.
A basic tenet in Bruner’s theory, which constituted an inspiration for the
collaborators on the mPPACT programme, was the spiral model of education he proposed. He begins with the hypothesis that:
any subject can be taught effectively in some intellectually honest
15
form to any child at any stage of development.
At each stage of development, a child can understand and explain the
world in a special and characteristic manner. Even young children can
learn almost anything provided they are taught in a language they can understand.
The role of the teacher-encourager is finally to find the basis for the exact language with which he will accompany the pupils along the road of
learning. This is a formulation leading us straight to the next theoretical
point, which influences methodology and is related to the answer to the
question “How finally do children learn?” Does the structured way, or formal education, respond to the way in which children become aware and
de-code the world? What do we have to bear in mind in order to speak to
them in a language which they can understand?

14
15

(Bruner, The Culture of Education.)
Ibid.
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The theory of multiple intelligences
16

According to H. Gardner’s theory, there are many different ways in which
a person may understand the world. Since there are different types of intelligence, learners learn, remember, reconstruct and understand in differ17
ent ways. All have access to knowledge and make sense of the world
through these types of intelligence, but some types of intelligence are
stronger in one individual than another. Each individual has a different profile of intelligences and the strength of each intelligence differs in each
person. It is extremely interesting for a teacher to see what can be
achieved when he finds himself in the company of a child possessing all
these types of intelligence, who does not only show human abilities, but
also the method by which he prefers to learn, to work on his strong and
18
weak points.
As educators we have to bear in mind Gardner’s eight different ways of
19
knowing the world / human intelligences:
1.
2.
3.
4.
5.
6.
7.
8.

Logical – mathematical
Linguistic
Musical
Spatial
Bodily-kinaesthetic
Interpersonal
Intrapersonal
Natural intelligence.

The focus of the mPPACT programme on dialogue, which the teachersupporter opens through art, may respond to and give these intelligences
the opportunity to develop. This precise approach is at odds with the ways
followed by the educational system which reproduces static knowledge
conveyed for acquisition and not negotiation.

16

(Gardner, The Unschooled Mind: How Children Think And How Schools Should Teach.)
(Gardner, Frames of Mind: The Theory of Multiple Intelligences.)
18
Ibid.
19
Op cit (The Unschooled Mind.)
17
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Emotional intelligence
Emotional intelligence is also a notion which offers much to our theories
for the educational practice we propose.
According to Daniel Goleman’s theory: Emotional intelligence refers to
the ability of an individual to recognise and control his emotions and cognitive responses in such a way as to facilitate achievement of his aims.
Characteristic areas expressing the abilities corresponding to emotional
intelligence are:





self-awareness
discovery of motives for our actions-self management
empathy-social awareness
response to and handling of relationships-relationship manage20
ment.

It is worth clarifying that, in the proposed methodology, we do not refer
to a dichotomy between cognitive and emotional spheres in the individual.
Nor do we subscribe to the idea that art relates only to the emotional and
science to the cognitive make-up of a person. We regard the individual
holistically and recognise through the practices we recommend that the
mind with its functions also presents an emotional structure and that emotions have a mental structure. The aim is to activate both spheres through
the methodology proposed in the programme.
In any case, as Eisner says, the application of science – when it is
21
done well – is a form of art, so we should not speak of impenetrable
boundaries between science and art; rather, we should recognise their
interconnectedness.

The role of the educator
A research into leadership and social climates by K. Lewin and R. Lippitt
in 1938-1939 indicated the potential of different approaches to dealing
with a group as a leader or facilitator. This research was especially significant because it was concerned with questions of group dynamics, so im20
21

(Goleman.)
(Eisner, Re-imagining Schools: The Selected Work of Elliot Eisner.)

30

OUR JOURNEY ON THE ROAD OF ENQUIRY AND DEVELOPMENT

portant in the sphere of education. The first research led to a second,
more detailed, research with R. White and indicated the three leadership
styles which developed in different social climates. The leadership styles
22
they revealed reflected those that a teacher could have with his group.
The three styles are:
1.
2.
3.

Autocratic style
Democratic style
Laissez-faire style

The ‘Laissez-faire’/free style is often wrongly interpreted as the form
that is considered to be the teaching style compatible with or appropriate
in relation to the practice of child-centred pedagogy. In that style the
teacher just presents the facts and does not take any part in a dialogical
process of learning. The result is, as the research indicated, that the group
remains as apathetic consumers who sometimes respond with aggressive
behaviour
towards
the educator or other
members
of
the
group.
According to the
research, the most
effective style is the
democratic one. Decisions are taken collectively; the teacher
behaves as an equal
member of the team,
stimulates
and
prompts. This results
in more initiatives,
creativity, sociability,
warm and friendly relations. The style of the educator’s teaching proposed
by the mPPACT programme is the democratic style. Decisions are taken
co-intentionally, the teacher is an equal member of the group, he gives
opportunities for active participation and inspires the other learners.
Such a method is considered to be more productive in education. The
methodological principles and practice of the educator are close to the
22

(Lewin, K., Lippitt, R. and White, R.)
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principles followed through the exploratory processes of art, drama and
theatre, which can pose questions like: Who am I? What is my relationship
with others? What do we want from the world we live in?
The dialogue which the democratic educator opens up questions and
raises issues, it exposes disagreements, it stresses differences in such a
way that, through these differences and contradictions, education can be a
truly dialectical process. Through this communication and using the vehicle of art, we can process information, reflect on our relationships, data
and problems in our search for solutions and in so doing widen the capacity of our imaginations.
Using the theories mentioned above, the mPPACT programme depends upon the personal background and experiences of the participants,
as these emerge, in the framework of the team/class, with various techniques which the teacher may use (life maps, personal objects, narration
of events relating to personal lives, etc.) In the next chapter, there is reference to the structure of the mPPACT course, and later in this book there
are categorised examples of its practical application.

Identity, relation of the ‘self’ with the ‘other’
The mPPACT methodology has been
constructed on the
principle that, in order for the learner to
deal with reality and
reach a level of critical awareness, he
will need to start
from a knowledge of
who he is, a sense of
his own identity. An
understanding of his
own reality leads into
the system of relationships with which he is surrounded and includes the potential to include
the dialogue needed to communicate with others, allowing him to tran-
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scend from the individual to the social level. If we consider that nothing is
fixed and that the world is capable of change, the journey of critical approach and change will be undertaken when we have understood who we
are. The idea of ‘self and other’ is a basic notion determining our future at
all levels of our lives.
George Mead gives us many elements to bear in mind when analysing
ourselves in relation to others. He points out that no individual relates only
to himself and lives in isolation from the social process in which he exists
and develops. In his Mind, Self and Society, he says:
In the same socio-physiological way that the human individual becomes conscious of himself, he also becomes conscious of other
individuals – his consciousness of both himself and others is
equally important for his own development and the development of
23
the social group he belongs to.
It is the nature of the ‘I’ that is aware of the social ‘me’. According to
Mead, “this process of relating one’s own organism to the others in the
interactions that are going on, in so far as it is imported in to the conduct
of the individual with the conversation of the I and the me constitutes the
self”. In this dialogue between ‘I’ and us, we focus upon its interaction and
exchange through the sharing of personal backgrounds. In this way, we
arrive at knowledge of ourselves through the eyes of
others, we come
into contact with the social aspect of our personality, with the dilemmas
that we face and with the uncertainties which we often have in common,
transcending differences in nationality, religion or social origin. As the
leading proponent of symbolic inter-action, Mead stressed that only
through interaction with others can learning be achieved.
Regarding the roles developed in society, he says that, “it is through
taking the role of the other that he is able to come back on himself and so
direct his own process of communication”.24 Through the exploitation of
drama and other activities relating to the representational and performing
arts, many elements relevant to the research into symbols from Mead’s
theory can be used and developed.

23
24

(Mead.)
Ibid.
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On ownership
Another significant element in the methodology
mPPACT proposes is
that of ‘ownership’,25
according to which the
learner feels that he is
an integral part of the
educational
process.
This means that, from
being a consumer, the
pupil has become an
active creator in his own
learning. He has invested an element of himself to be shared with others and, through the
process of dialogue and interaction, the personal has become collective,
embracing the views and differences of everyone, in a set of alternative
proposals for theories about the world. The learners are finally invited by
the educator-supporter to express their views, tell their stories, using
drama and music to activate their mental and emotional structure, exploiting their experience, making a direct connection with school via a pedagogical approach based on their needs and experiences. The exact form
this reconstruction will take bears directly upon the course that will be
followed and the content to be chosen.
As Eisner states,26 in art and even more so in life, the form that something takes is, to a great extent, part of its content. In this sense, form and
content are not separable at the point of delivery and experience. The experience is constructed and effected through the form of communication
used, e.g. dance, comedy, song, humour, physical style, use of space and
audience proximity.
The techniques and approaches used in the programme in connection
with theatre/drama and music have been inspired by theoreticians and
practitioners such as Brecht, Heathcote, Boal, Dalcroze and Orff.

25

Ownership means that the student participates actively in the course to acquiring knowledge, as he or she has already contributed in each ‘meeting’ with knowledge. Thus, emphasis is placed on the participatory procedure and the interaction, while power relations
between educator and educated are excluded, see: Prentki.
26
(Eisner, The Kind of Schools We Need: personal essays.)
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CONSIDERATION OF OUR PHILOSOPHICAL ANALYSIS
AND FRAMEWORK
Contextualising our contemporary world
The theoretical and practical ideas outlined above have been useful
guides and influences in our project, but these influences, many drawn
from earlier histories, must be contextualised in our contemporary world,
which is the world in which we and our young people live. As indicated in
the Introduction to this chapter, it is a disturbing and contradictory world of
great and growing imbalance. A world in which there is a crying urgency
for redefinition and
for the re-ordering of
our cultural and educational norms and
for the truth and the
truths of difference to
emerge in pursuit of a
way forward for humanity to survive and
reassert itself.
Our systems of
governance and education must be reassessed, re-defined
and re-constructed.
The lies and imposed
orthodoxies of the
dominant must be
examined and revealed, in the construction of a new
educational and social reality of our own
making, in the construction of an inclusive and humanist pedagogy as a contribution to the
process of human growth and development. We must examine our existential state of ‘being’ in order to engage in the experiential processes of
our individual and collective ‘becoming’.
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As educationalists and citizens, we must see ourselves as subjects and
agents of change in order to engage self-critically in building the new. And
all this, not in a context of our own choosing, but one in which we have
been exploited as non-creative objects within the confines of an agenda
constructed by those in power who are accustomed to determining the future of humankind and who do it aggressively.
Historically, people engage in change and move towards individual and
social transformation not because they feel like it, but because they have
no choice; there is no neutrality in these difficult times, but there will be an
outcome and it will be made through the decisions we are taking now.
“Truly I live in dark times,” Bertold Brecht told us in his poetry just before
27
World War Two. We are again living in dark times, in most parts of the
globe; the over-riding question remains: what are we, as educationalists,
going to do about it?
As we indicated above, the period of the mPPACT programme’s formulation and its development into the mPPACT Course was marked by largescale political, social and economic change and transformation, at a global
level.
As citizens, teachers, cultural activists, theatre workers, pedagogic
theoreticians and educational practitioners, we have witnessed the continuing obscenities of wars waged by those political leaders who see
themselves as the leaders of men and nations; we have witnessed the increased ferocity and partial collapse of the anti-human and repressive
‘free market’ neo-liberal racketeers with their international deceit. We have
experienced the increasing marginalisation of radical humanist ideas and
with them the merciless repression and mis-education of our young people. The ‘culture’ we increasingly inhabit is a ‘synthetic culture’,28 a consumerist culture not of our own making, but one constructed and imposed
by others.
We have borne witness and experienced much of the dehumanising
processes of managerial repression in the orthodoxies of our ‘leaders’’
systems of ‘schooling’. We have seen the growing alienation of our children and young people and the increased marginalisation and the cultural, political and pedagogic undermining of our fellow teachers. We have
experienced the constructed orthodoxies of fear as they escalate into the
growth of state- planned paranoia with the accompanying development
and implementation of restrictive law making and punishment systems.
27

28

(Brecht.)
(Constantino.)
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The abnormal has increasingly become normal, the lie is represented as
the truth and we have been subjected to the normalisation of fear itself as
the reality of what it means to be human. We have been obliged to endure
our systems of governance in collusion with the owners and manipulators
of the communication systems as they have striven to protect their power
by using it to inculcate a culture of individual and collective terror of the
‘other’ and isolation in the ‘self’ for all our fellow human beings.
Many are now citizens, or non-citizens, of countries financially controlled by transnational corporations, by corrupt systems of antidemocratic governance, by thought police, by priests and madmen, by
those who conduct the insanity of murder in the name of their Gods, and
of political leaders whose communication currency is deceit itself and
whose representatives speak the language of lies. We inhabit a world
where truth itself has been the first casualty. A Global World wherein the
claiming of the title of ‘Citizen’ is being permitted only by secretive men in
secret places, the men behind the men behind the guns. Welcome to
Guantanamo! Welcome to the ‘new world order’ of G. W. Bush, of Tony
Blair and their predecessors and accomplices who were in power during
the period of our development of the mPPACT project.
We have witnessed theft from the children of the already poor in most
parts of the world, of the little they own: their identities, their futures and
even their dreams, stolen from them in the name of democracy and ‘future-building’. And all this in order to prop up and resuscitate a corrupt and
dishonest banking system because our ‘leaders’ tell us there is no other
way.
We have seen increased intervention and regimentation in the schooling systems in many parts of the world, including the E.U., with the increased commoditisation of the modules or curricular units. We have seen
the remorseless imposition of ‘testing’ in order to ensure that our children
are passed as ‘fit for purpose’ commodities to occupy the places in the
order of things envisioned by our governments and the labour market.
Systems of accreditation, grades and certification have grown to ensure
that the commoditised children have been properly ‘educated’ to occupy
their designated societal roles.
Our accredited ‘awards’, certificates and diplomas from our schools and
universities have become passports or entry visas to the world of success
for the upwardly socially mobile as conditional tickets for their inclusion
into the dominant culture. For many more, our education systems have
proved to be the opposite: a passport to the hell of the marginalised and
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dispossessed at worst and the preparation for the functionary role of
worker ants at best.
Our teachers are tested with attainment targets in order to ensure that
as ‘good citizens’ they have fulfilled their responsibilities to the state infrastructure and can therefore proceed up the career and economic ladder.
The curricular targets are now so tightly organised and restricted in many
countries to ensure that there is no room for the subversive weed of
imagination to grow, let alone flourish, between the cracks.
The production line is here and the only question is who produces the
best ‘products’ the most cheaply and with no distressingly human side effects like doubt, uncertainty, dreams, wants, needs, fun or unauthorised
ambition. It is for many no longer possible for the critical, doubtful, unorthodox or questioning citizen, or non-citizen, to imagine or dream of a different world.
There is, and has been, a growing recognition in educational journals
and the public press that the systems of schooling are failing both our
young people and teachers as citizens. It is also seen to be failing the society which seeks to include them in its dominant orthodoxies by creating
a culture and education system which ‘schools’ them into attitudes of resentment, alienation and hopelessness. The relentless re-focusing of the
curricula in response to notions of ‘employability’ has led to the marginalisation, exclusion and closure of many contributions from the creative arts.
Much of the T.I.E. (Theatre in Education) movement in the UK has disappeared because of the government’s successive policies toward the arts
and education and the deliberate cutting of funding to the arts educational
companies. Edward Bond, in the Guardian newspaper:
At the heart of every tyranny there is ritual; at the heart of democracy there is drama. But we have lost the one freedom without
which all other freedoms, democratic and spiritual, are empty; not
just the freedom to speak but even the freedom to think; we have
lost the freedom to be creative. Our imaginations are controlled by
the market, and what passes for drama is decided by accountants.
This is why T.I.E. is being shut down.29

29

(Bond.)
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Contextual reality and other ways of seeing
In some mPPACT partner countries like Denmark, the governments’ education and schools system is not nearly so repressive and, in other places
too, there are many examples of good inclusive arts practice and good
teaching. But they exist largely because of the purpose and commitment
of good teachers and some visionary head teachers who constructively
find imaginative ways around the required demands of the orthodoxies of
the state.
Our reconsideration of the functioning and practice of state systems of
‘schooling’ is not new:
Schools have the effect of tempering the subversive potential of
education in an alienated society because, if education is confined
to schools, only those who have been schooled into compliance on
a lower grade are admitted to its higher reaches. In capital-starved
societies not rich enough to purchase unlimited schooling, the majority is schooled not only into compliance but also into subservience.
30

Ivan Illich, in the same book, went on to warn us:
The number of satisfied clients who graduate from schools every
year is much smaller than the number of frustrated drop-outs who
are conveniently graded by their failure for use in a marginal labour
pool. The resulting steep educational pyramid defines a rationale
for the corresponding levels of
social status. Citizens are
‘schooled’ into their places. This results in politically acceptable
forms of discrimination which benefit the relatively few achievers.
In many parts of the globe things have got a lot worse in recent years.
There is, however, another way, another way of seeing, another way of
listening and hearing, another way of being, another pedagogy. There is a
more human way of organising our lives and our collective infrastructures,
including our politics and our educational realities, which may prevent us
from inheriting “the anger of the damned” from the children and citizens of

30

(Illich, Celebration of Awareness: A Call for Institutional Revolution.)
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the future or drowning ourselves and others in the despair of the seas of
the forlorn.
There is the potential for the realities of what the Greeks meant by
‘schole’, leisure for the pursuit of insight! Without our insight and the insight of our children, humankind is indeed in a perilous state. As adults we
are obliged to admit that our legacy as it stands is ethically, morally, infrastructurally, economically and politically, profoundly unsound. Central to
this unsound legacy is the way we persist in educating or not educating
and failing to facilitate our children’s growth and development. Whilst our
governments, except, of course, those of the USA and Somalia, are bound
to the UN Convention of the Rights of the Child, we all largely ignore both
our legal and human responsibilities in this regard.
In the midst of our current
global mayhem we, the
mPPACT partners and fellow
educationalists, have sought to
understand each other and,
from examining and sharpening the contradictions between
us, to learn clearer ways to
articulate and develop the pedagogy of hope, dreams and
realities for ourselves with our
children. We have sought to
identify and re-design a
pedagogy which encourages
the pursuit of insight and creates the conditions for reflection,
re-consideration,
reconstruction, ownership of the
self and recognition of both the
self in the other and the other
in the self. We have sought to
reconstruct a pedagogy which
recognises the interconnection
of ideas and realities where the capacity to imagine and construct the new
and appropriate human world is taken as the principal purpose. We have
questioned ourselves and asked what are our strengths and our weaknesses.
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What do we know, what do we think we know and what do we need to
know? What are our opportunities and what are the threats to our development both as citizens and educationalists? We have been engaged on
a journey of deconstruction and reflection, of re-construction, of analysis
and imagination. We have been on a journey of imagination and the exploration of our contemporary realities and those of our children and young
people. As Brecht taught us in his work on his major pedagogy,
31
“Taught only by reality can Reality be changed”

On imagination
Edward Bond currently advises us:
we are made human by our imagination, it is the source of all our
values … the faculty through which we create ourselves gaining
autonomy and responsible social affiliations … It is not fantasy as
most people think. It is the most logical of all our faculties. Through
it we become either human or inhuman. Because when the imagination is not creative it must be destructive. (personal letter, 1997)
The imagination is centrally concerned with creativity, criticality and the
development of our ability to seek and find the interconnectedness of ideas,
conceptual frameworks and realities - even in our dreams. It enables us to
locate and analyse events in history and in the present - real or imagined world. It is therefore a key to our ability to participate in change and to articulate and make real our collective transformations in the process of “naming our world”, as Freire indicated, and of creating and building the future
that we choose.
Imagination is either creative or destructive. There is no passive
state in between. We need to imaginatively understand human problems so that they - and we - do not become destructive. We solve
them only by being creative. It is not the vitality of our imagination
that makes this necessary; it is the urgency of the problems. This
makes imagination the basis of human education; because nothing
else teaches the imagination other than the imagination - the im31

(Brecht, Bertold (transl. Carl Mueller).)
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ages, language, emotions, stories, records, which are the substance
of imagination. Without imagination, facts may still have meaning
(consequences), but they cannot have value. This means that all
facts may become destructive, just as all tools may become weapons - part of the Death Culture which abuses the economy and
technology - if the imagination is not creative. Increasingly, the
economy provides us with weapons and toys: the gadgetry of the
market. The things we need for a good happy life - peaceful cities,
unsmirched countrysides [sic], efficient medicine, healthy food, are
the gift of the demos. Instead, our way of life tends to shut up individuals inside a solipsistic Virtual Reality - so that we become voyeurs at our own sickness and destruction. Childhood becomes a
time of disciplining; youth is made a ghetto; adults spend their lives
trying to recover from their upbringing and education; and old age is
made an infirmary. If the imagination is not creative it must be destructive. (Edward Bond, personal letter, March 1996)
The major threat to the exercise of the imagination are the gatekeepers, mind police and gallows masters on the road to hell where our capacity to dream comes ready fashioned within their paradigms of ‘correctness’
and ‘aspirational needs’ and wherein only their dreams of institutional
power and ‘consumerism’ can be allowed to occur and succeed …
The ideas of the ruling class are in every epoch the ruling ideas,
i.e. the class which is the prevailing material force of society is at
the same time its ruling intellectual force. (Marx)32
If these ideas denigrate or incapacitate our ability to dream and in our
dreams to seek to make sense of our own ‘otherness’ and the ‘otherness’
of others, then as educators we will have pedagogically failed. We will
have constructed a curriculum which is part of the apparatus of a dehumanising culture. We, as consumers of that ideology, become the agents
of our own oppression and it is this internalisation of the culture of fear
which renders us afraid or ashamed of our dreams and so
enables our
death-like incorporation into the mission of the self-seeking dominant social order. We wear the mask of ‘normalcy’ placed on us through our own
fear of the ‘other’.

32

(Marx, Karl, Engels, Frederick.)
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Two teachers from a school in Liverpool completed their mPPACT training and returned to school to
a very unpleasant situation in their class and indeed the whole school community. To encourage the
children to lead the search for reconciliation within the class, mPPACT methodologies were employed.
The family of one particular child had become the victim of racial abuse. The police dealt with the ‘out of
school’ incidents, but within school the victimisation continued. Even at the young age of five, the pupils
in the class started to isolate the child from their games, birthday parties, etc. Through consultation with
mPPACT trainers, it was agreed that a black puppet would be introduced to the class, the scenario being
that he had to leave his previous school because he was unhappy there. The children had to look after
‘Isaac’ and incorporate him into the class activities. Isaac became involved in all areas of class life and
before long he was perceived and treated just like any other pupil.
When the teachers felt the time was right, the racial abuse that was a reality in their classroom only a few
weeks earlier was placed upon Isaac. Identical details of the incidents were recalled as if they were Isaac’s
story. Children were encouraged to discuss how Isaac must be feeling and even act out how the people
around Isaac could behave in order to resolve the situation and make Isaac feel happier. Lots of alter‐
natives were offered and explored by the pupils and the teachers found that they were able to let the
children lead the drama as they took on the role of bullies, parents and themselves as Isaac’s peers.
The connection between the racism and that imposed upon the puppet was made explicit in order to
ensure that the pupils made the link to their classmate. The teachers noted that the relationships within
the class changed dramatically for the better following the puppet scenario.
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On transformation
The process of transformation, from the ideal to the real, of ‘making real’,

is a central process in all human endeavours. It was the driving force of
both Einstein and before him of Galileo. Taking an idea, an image, a representation or a manifestation and making it real and making it reveal itself, is a pro-cess of transformation that lies at the heart of civilisation. The
discoveries of science and the revelations of art would be impossible without these important human faculties.
For the individual, transformation or change is a fact of life. The passage from birth to death is a chain of transformations that occur at a biological level. Psychologically, too, transformations occur throughout the life
of an individual in the transition from child to adult, the process of acquiring knowledge or skills, the forming of relationships and the changing demands of old age. These psychological processes can be made conscious
and are thereby possible to control.
Conscious awareness and controlled application of the journey from the
ideal, the imagined, ‘what could be’, to the real, the tangible, the ‘enacted’,
is the work of every
creative
individual
and the faculties for
so doing are shared
by all humanity. This
is what validates art,
because this is the
creative
process.
This is also why ‘art’
is often marginalised, banned, censored or controlled in
repressive forms of
governance.
Reflection
and
transformation
or
reason and imagination, are, just as much as speech or action, an integral part of each and
every human being and central to the creative process. They are crucial
tools for survival, for adaptation. We make order out of chaos - individually
and collectively - through testing, experimenting and disagreeing in the
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search for agreement, in order to create the next step in action. We test
our understanding and the accuracy or appropriateness of our newly constructed meanings by doing, by changing and by the deeply human process of adaptation. Adaptation is learning. Learning is transformation.
Transformation is a movement from one state to another. In order that
transformation may occur, some representation of the ‘second state’ must
be formed. This is the work of the active imagination. And, followed by reflection, this process engages the reason to analyse, question and transform again, engaging the whole ‘being’ to achieve another state of ‘being’.
The individual performs the basic human processes of learning and adaptation. In considering the creative process, we can see a clear relationship
between the dynamic, self-transforming, socially conscious individual as
an imitator of the creative principle, and the conditions, the forms which
contextualize, restrain or liberate the faculties of creativity.

On Being and Becoming33
It is the responsibility of art, and in particular the arts of theatre, in constructing provocative disturbance in its representation, to articulate the
creative principle and to encourage the widest possible use of this innate
faculty. Whether we define our work as Theatre in Education (T.I.E.),
Drama in Education (D.I.E.), Theatre for Development (T.F.D.) or Community Theatre, the key question is: what is our relationship to the creative
process? How do we facilitate the creative process in ourselves and others? How do we enable our own ‘becoming’ from our current state of ‘being’?
We as arts educationalists must engage in this process or we cannot
work co-intentionally with our young people.
In order to establish a co-intentional practice:
we must determine our agenda, our aims and objectives - collectively, mutually - with our young people as equal participants.
So that we can move forward, change, construct ourselves and our future:
that agenda must be rooted in the basic principles of what we agree we
need to enquire into, gain knowledge of, find out about and experience.

33

With reference to Pammenter, D., Mavrocordatos, A.
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If we do not engage truthfully and co-intentionally with our young learners,
they will read our deceit and put on the self-protective mask of ‘consent’
which is not ‘consent’ and of agreement which is disagreement wearing
the mask of compliance. They will not trust us or their engagement with us
and will correctly view us as part of the system of dis-empowerment and
coercion.
As the creeping monoculture of the American dream engulfs more of
the planet, the diversity we feel to be a true reflection of our art and our
society can only be created with the use of the faculty of active imagination which we all possess. Theatre, as a social and psychological agent of
transformation, should provide a model of the creative principle that the
spectators or participants can also apply in their own social, political and
psychological realities.
The need now is no longer to reflect a ‘true’ human reality defined from
above - as such ‘truth’ can only ever be relative - but to imitate ‘the creative principle of created things’ and transform reality through the drama
process as the learning process. New conventions stem from an understanding of the creative potential within every human being, rather than
the inevitable shaping of the individual by social conditions or ‘nature’; and
a new orientation within theatre and drama is the inevitable consequence
of placing ‘the creative principle’ at the heart of the drama discourse, and
of all our work.
Cultural and educational intervention is only the beginning and the
process of transformation is never complete. We are all simultaneously
engaged in both ‘being’ and ‘becoming’. That will always be the case; but
the central question remains one of ‘ownership.’ In whose world are we
‘being and becoming’? We must answer it in the realities of our practice,
together with our children and young people.
Is it our world or somebody else’s?
Do we own ourselves or does somebody else own us?
Can we yet “name our own world”, as Freire urges us to do?
As educationalists we must examine this question pedagogically and
find an answer in order for transformation to begin, remembering again
Brecht’s dictum that “taught only by reality may reality be changed”34

34

Op. cit.
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What was our collective project task?
The task of the mPPACT project and course has been for the last three
years to
uncover, re-construct, re-invent; to imagine and create the
pedagogic and practical
ways
through
which we can contribute to the building of a
richer, more human
future. While much of
the world’s reality during the last four years
has been experientially gloomy, the opposite is also true. It
has been increasingly,
of necessity, at the
same time full of hope.
This is one of the contradictions of our days - which we all must sharpen to the point of shared
recognition; because such hope and potential for our children and young
people must be contextualised accurately if we are to succeed in constructing the pedagogic dialectic. We live with our children in the concrete
world as well as in the world of our dreams and imaginations. Both must
be recognised as constituent elements of reality which must be articulated,
agreed, and, if useful pedagogically, become part of the agency of
change and transformation.
Our current lived experience may be contextualised as one of disturbance, of uncertainty. The pedagogy we construct will be reflective of this
context and this disturbance with its uncertainty.
Learning springs from the need to know, the pressing human need to
understand and make sense of disturbance and contradiction in our world
in the search for survival and progress. In this world of disturbance and
contradiction we have sought to construct co-intentional dialogue as citizens and artists; we ask, we share, we discover, we interconnect our realities, we question them, we propose, we invent and we, like children, discover and reveal our processes of transformation.
Creative learning does not start with somebody else’s ‘shoulds’ and
‘oughts’. It does not start with somebody else’s decisions and interpreta-
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tions of the world which they insist that we should understand and live by.
These views and opinions exist only as the starting point of a dialogical
construction of meaning for those growing into their own world. It does not
start with a ‘finished’ view of somebody else’s world and their orthodoxies
into which, to ensure happiness, we simply have to find our place and quietly fit into a system of coercion and constraint as the chattels of somebody else. This is the world of fear, of violence, of rejection and the source
of the deep-seeded need to transform the infrastructure of oppression into
which we have been schooled. This is the world of powerful controllers
whose ‘logic’ and ‘goodness’ has been extended to us and in which we
should be content to play the roles they have assigned us. A world in
which we should accept without question, as quiet con-sumers, the indoctrination and infrastructures of communication and manipulation. This is
the world of fragmentation, of isolation, of silent marginalisation and lonely
despair. It is the world of the functionary, the apparatchik and the antiliberationist.
As participants and partners we have sought to create a potential and
practical
pedagogy
which enables us with
our
children
and
young people to escape from this deliberately
constrictive
world.
We
have
sought instead to develop our own creativity, our own criticality,
our own capacities in
questioning and our
own imaginations dialogically and collectively. In so doing we
have constructed our own art and our own re-invented pedagogy which
we hope will be of value to others in the building of a more useful world.
It is interesting to remind ourselves that what we mean today for
‘school’ and ‘schooling’ is, in the words of Ivan Illich,
to designate a form of child care and a rite of passage which we
take for granted […] We forget that this institution and correspond-
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ing creed appeared on the scene only with the growth of the in35
dustrial state.”
The pressing question for us all today is: we know what schooling is,
we know where it came from and whose interests it was invented to serve,
we know its historic and contemporary social function and what it is doing
and being, so what must we do next, what is our responsibility for its ‘becoming’ and in whose interests do we act now?
What is the pedagogy mPPACT is now proposing?

What did we do? Where did we start? What are we offer
ing?
We, the partners and practitioners, individually and collectively, have been
engaged on the journey of examining, of historicising, of contextualising
our being, our values and our realities. We continue to explore those considerations,
questions and realities of
the ‘self’ and the
‘other’; and through
this dialogical and
practical process we
take action in building and constructing
our own practice.
We recognise and
celebrate that this
process is never a
‘finished’ scenario;
we consider this
process with our
children as the action of building our
own collective future, instead of becoming functionaries and apparatchiks
whose task is to impose the ‘finished’ and closed darkness that is con35

Op. cit.
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structed by others who are failing and jeopardising the future of humanity
itself.
It is this deeply human process of reconsidering and re-historicising our
sense of being in pursuit of our becoming for and with our children which
is one of the driving wheels of a radical humanist pedagogy. However, at
this stage of human development, we and our children must not and do
not seek small or gradual change; we require societal and pedagogic
transformation.
In order to survive, to be a part of the humanising practice of our own
development and the security, safety and development of others in dialogical communication, we must begin with ourselves and our own realities. We must begin with a re-consideration and reflection, a reconstruction and regeneration of our places of collective expression and learning.
We must start with the reformation and articulation of our values, our ethics and our rights in our schools, our gathering places, our communities
and our forms of social and political organisation as part of the ownership
and control of the world in which we live.
We are re-defining our identity and our humanity, as thousands before
us in different spaces, times and places. This is the re-discovery of Education as the Practice of Freedom that Paulo Freire speaks of.36 It is the necessary and profoundly human pedagogic quest of all of us, of all those involved as practitioners of the arts as education. It exists in opposition to
the imposed orthodoxies of the powerful. It is the driving wheel of those
most in need of change: the powerless and dispossessed.
Even in these dark times, as Leonard Cohen tells us:
There is a crack, a crack in everything
That's how the light gets in.
That's how the light gets in.
37
That's how the light gets in.
When we first met, as practitioner-partners, we recognised that we
were not new in seeking both to re-theorise and develop a practice of reconstruction and transformation. We collectively knew of many other theoreticians and practitioners who had travelled this road before. There were
many models containing good advice from Bruner, Dewey, Jung, Illich,
Freire, Vygotsky, Piaget and others. There were many models and
practitioners drawn from the history and contemporary practice of
36
37

(Freire, Education, the Practice of Freedom.)
(Cohen.)
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tioners drawn from the history and contemporary practice of Community
Theatre, Political Theatre, Theatre in Education, Drama in Education, Alternative Theatre, Theatre and Media for Development and so forth, all
containing much useful advice.
What was new was our purpose to draw from our research and our own
practice as well as the work of others to produce a coherent contemporary
model. This took elements of previous practice to fashion a useful alternative pedagogic tool for implementation for and with our colleagues in the
E.U. spheres of educational provision. Much of our resource and purpose
also was to be formulated into a Course which we hope will be of value to
those working in both the formal and the non-formal contexts of educational arts practice. We needed to construct a Course which, as a focus
point, together with its participants, was continually unfinished, continually
in its own process of being and becoming, continually as part of its process and application being re-considered and re-constructed.
We began our journey by asking questions of ourselves.
Who are we, what are we and why are we here? What is our self view?
What is our world view? What do we need and what do we want? What do
we Know? What do we think we know and what do we not know?
We began to ask questions of our own histories and our own identities.
We began the process of co-intentional enquiry and research into our own
state of being.What is my life story?
Why is my life story as it is?
Why is your life story as it is?
Why does my story disturb you?
What does our dialogue achieve?
Why and by whom are our voices silenced?
Why is our world as it is?
Why are power and control as they are?
In whose hands are our realities and why?
Who or what is determining our futures and in whose interests?
How were we schooled into acceptance of the thinking and power strategies of the dominant social order?
Who determines our place within that order?
Who and what conditioned us into acceptance of this order and its structure as a ‘finished’ world in which we are obliged only to locate ourselves
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and accept our placing by others?
Who fabricates and constructs our culture?
What are our norms, our values, our ethics and our rights and who determines them?
Why in history do those in control permit or not permit our cultural creativity, our theatre, our dance, our music, our rituals of identity and communication and indeed our posing of our own questions?
Where do the dominant orthodoxies come from and why?
Why do we permit such ideas and other people’s orthodoxies to define
and determine our identity and sense of identity, our hopes, our dreams
and crucially our rights?
Who controls the means of communication and in whose interest? Where
does our path lead?
What must we change?
How do we make transformation?
What were the significant changes and turning points in our histories, our
own lives and those of our families?
Why did they occur? Where did they occur? When did they occur?
What do we learn from these stories and from the lived experience of
these others?
What would we do now?
What courses of action are open to us?
What do we have to change?
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Developing teachers’ existing skills or furthering understanding of certain method‐
ologies has been a large part of the mPPACT project to date. It has been particularly
exciting, however, when teachers with limited experience of performing arts or a
child‐centred approach to teaching have embraced mPPACT methodologies, albeit
reluctantly at first.
One head‐teacher from the UK foresaw how beneficial the mPPACT training would
be for one of her teachers and insisted she attended. Jenny admitted herself that
she liked the children to sit and work quietly on their own and do as they were told.
She also made it clear on day one of the training that if she were asked to do any
“singing or dancing” she would leave the course.
Her journey was perhaps the most significant of all. Having explored her own life
map, she went home to work with her nine‐year‐old son on his. Realising how pow‐
erful this was as a stimulus for conversation in the family, she asked her entire class
to create their own life map too.
“It is amazing how little you know about the children in your class,” she proclaimed
when visited by an mPPACT trainer in her school. She explained that even she had
been in tears when her class shared their life maps and during the ensuing discus‐
sion, at which point shared‐life experiences were identified and individuals realised
they were not alone.
These pupils went on to share their life maps (and the resulting performances they
had devised) with the other mPPACT participants at the celebration event. Jenny
did, however, feel it was more fitting that each individual’s ‘life’ was presented by a
friend. This, she felt, was more appropriate after the experience of sharing and
bonding had been so prolific.
Since her mPPACT training, this teacher has started each new academic year with
life maps as she believes there is no other way to get to know one’s class so inti‐
mately in such a short space of time.

On disturbance and the sharpening of contradictions
In determining the goals of our collective journey and the things we would
need, we also began to ask questions of the skills we collectively held and
to experiment with them in relation to the question of representation. How
do we represent? What forms of representation and participation do we
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have and which do we need to use to sharpen contradictions, to disturb, to
provoke reflection and reconsideration? We began to explore the questions of theatre/communication forms in relation to content. Are these
questions separable at the point of presentation in the event making of
theatre/drama practice?
We found we had different skill bases, some in theatre making, writing
and devising; some in drama, film, photography; in project-based theories
of learning and teaching; in pre-school education programme design; in
the potential and use of colour and design; in drawing; in the area of aesthetics, painting, dancing; in music, in different forms of writing; in forms of
articulation; in the use
and construction of spatial awareness; in the visual, the audio and kinaesthetic. We had skills in
research and analysis,
and crucially in storymaking and telling. There
were various skills in interviewing, enquiring and
interpreting; in facilitation
and in the creative devising and delivering of
multi-faceted performance work.
We found we had skills in the construction and making of meaning and
communication. We had skill bases drawn from the fields of sociology, political analysis, and cultural theory. We had skills as educationalists in different contextual realities, managerial and organisational skills and the
universally shared capacities as social, educational and cultural activists.
We had different preoccupations and obsessions, as has any social
grouping with differing and often confrontational perspectives on the combined work we were undertaking; but in pursuit of clarity of purpose and
our own development of co-intentionality, these contradictions were sharpened to the point of creating a shared dialectic, new decisions and
shared co-intentional potential outcomes. We had sometimes fierce arguments about target groups and our own collective capacities. With whom
should we work? With what age ranges? Can we work with pre-school
children? We began to be critically reflective of what we thought we knew
and open to the potential learning from others through the praxis of dia-
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logical education. Our dialogues were often triggered by the use and development of practice; by the individual and collective experience of ‘doing’ rather than the loose consensus style of discussion and verbal
agreement. All of our disagreements resulted in collective agreements and
ways forward into practice.
We began to invent, to share and develop our collective abilities and
creative imaginations and share the skill of critical analysis as praxis. We
began by experimenting in using these various skills in the representation
of our individual and combined life experiences (see: The Mirror and Life
Maps exercises in part 3: Games - Exercises - Techniques). Each was
learning about the self and the ‘other’. We had begun the action of practice-led co-intentionality through the creative struggles of co-creativity and
analytical reflection as dialogical forms.
We began to identify that theatre in its broadest definition is both an artistic medium for communicating and questioning human experience and
also a conscious and deliberate educational and social force for change,
which creates co-intentional dialogues for the exploration of our being and
for our praxis of becoming. It repeatedly posed us the questions; who/what
are you, who/what am I, and who/what are we in the doing of things?
Our theatre praxis is about the construction of disturbance drawn from
our reality, whether material or imagined. The process of making and remaking sense and meaning from that disturbance is the pursuit of change
and human development. These purposes are inextricably linked with cultural, social and individual transformation in both aspects. They are to do
with the way we perceive the world and the way we perceive ourselves
and others within it. As citizen artists, citizen teachers or citizen children
who participate in the cultural action of theatre, we are concerned with our
actions and the actions of others within this world and with the associated
questions of rights and responsibilities.
The above holds true whether we are observing the art produced or
whether we are constructing it. The creative action of constructing the
theatre’s content and the audience’s or participants’ experience of it involves the same processes, practices and questions. Our considerations
about what makes it of artistic, educational and aesthetic quality and value
are the same whoever is constructing it.
The achievement or impact of our decisions is utterly dependent on the
practice of communication and the contextual realities in which this communication occurs.
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It is through the people’s communication, their articulation of their realities, through this process of problem posing, naming and solving, through
this clarifying and sharing and through their insistence on their own real
communication and the rejection of the orthodoxies of the media and
communications giants, that solutions will be found and constructed on an
increasingly international level. There are considerations and questions in
this assertion which must be considered: questions of ownership, of
power, of community and collective will, and, centrally, questions of pedagogic control, of the intellectual, legal and social responsibilities associated with working on issues of citizenship and Children’s Rights.
Again, it is through the articulation of our individual and collective discomfort, anger, wrath and joy, our constant questioning and dissatisfaction with what we have achieved coupled with our deeply human cognition
of corruption and deceit, of unfairness and injustice, of being lied to or misinformed and of our will to assert ourselves and construct the reality which
we desire. Through this we will begin to activate and construct again the
beginnings of radical individual, societal and structural transformation.
This has become our pedagogic imperative and underpins the mPPACT
Course in relation to what we are and what individually and collectively we
are becoming with and for ourselves and the children and young people
with and for whom we work.
Much of what we garnered from and developed with each other in
these formative stages provided the basis of what has re-emerged, after
different developments and experimentation and re-focusing in the delivery of each of our pilot projects as the final but ever-developing mPPACT
Course, as outlined in chapter 4.
It is crucial for the reader to understand that the emerging Course is a
conceptual framework for interpretation and re-invention and NOT a manual of necessarily sequenced specific activities, to be rigidly adhered to as
the ‘orthodox’ mPPACT procedure.

The conceptual framework shaping the mPPACT course
From the beginning, our work process was underpinned by the principle
and potential practice of the U.N. Convention on the Rights of the Child
and the Spiral Curriculum model drawn from Bruner and adapted by us
(as alluded to chapter two and in theoretical approaches above).
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Bruner’s model is an educational model which liberates rather than
constrains because each time the spiral turns it does so differently in a
new contextual reality. The constant repetition and revisiting of key components and considerations changes and deepens in complexity because
the context and content of the re-visitation has changed. It is a developmental vision of curriculum design which requires us to reconsider and
reflect on knowledge we think we know and have understood and to practice adaptation in the new cultural, social and lived realities and meanings
we encounter. It requires us self-critically and collectively to engage with
doubt - and its relationship to certainty - as we step into the new. It requires of us a constant reflection and creativity. It demands constant
evaluation and re-evaluation of our analysis and practice.
Bruner’s diagram of spiral learning, as illustrated here, can be readily
applied to reflect our developing process, and that of our participants in
the partner countries – whether in the course, in their schools, or in the
work of, say, a young people’s theatre collective.
In order to highlight the
parallels between all the
forms of work, the example
below describes the working sequence of a devising
theatre company, a drama
workshop group or any
group of learners in search
of devising and making art
as the process of education.
As a sequence of practice it outlines the stages of
the learning and doing of
both each individual and the collective group. It reflects the mPPACT
methodology of growth and development and is the learning journey we
practitioners have been on and the model which we have invited our
workshop participants and fellow participant teachers to undertake. It is
the experiential process of the mPPACT Course and programme. As such
it is centrally concerned with our contribution to the practice of dialogical
development towards the necessary transformation which our collective
future demands.
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1. OBSERVE
a. RESEARCH – ENQUIRE
2. RELECT
a. ANALYSE – QUESTION, CRITIQUE
3. PLAN
a. MAKE DECISIONS – CREATE AN OBJECTIVE
i. DEVISE AN ACTION, AN EVENT
ii. EXPERIMENT – PLAY - DECIDE ON FORM
4. ACT
a. DEVISE – WRITE – CONSTRUCT
i. REHEARSE + TEST THE ACTION
ii. SHARE – PLATFORM – MAKE THE EVENT
5. OBSERVE
a. EVALUATE – LISTEN
6. REFLECT
a. CRITIQUE, ASSESS
b. REFLECT + EVALUATE SELF
7. BEGIN AGAIN -the spiral repeats

The mPPACT Journey: adding the strands of self and
other
Bruner’s diagram goes some way towards manifesting the conceptualisation, development and delivery of the mPPACT programme, but it does
not represent the central notion of our being and becoming. This is the developmental interplay of the co-intentional experience of both the ‘I-memyself’ with the ‘you-yourself-other. The ‘self’, the individual, is in constant
dialogue both with the ‘other’ within himself/herself; and with the ‘other’ in
the self of another individual or group of individuals. The process of the
active learning spiral is exactly as above, but within its frame we are focusing also on the self development of the individual learner as the learning praxis develops.
The familiar intertwined strands of the DNA double-helix lend themselves to the task.
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The learning spiral (double‐helix): showing the interconnected strands of self and other.

1. OBSERVE
a. RESEARCH – ENQUIRE
2. EXPERIENCE (THE SENSES)
a. TO SEEM NOT JUST TO VIEW
b. TO TOUCH, TO FEEL, NOT JUST TO BRUSH
3. PLAN
4. ACT
a. DISTURB (EFFECT OF PERFORMANCE)
5. REFLECT
a. EVALUTATE
b. UNDERSTAND THE DIFFERENCES
c. CRITIQUE, ASSESS
d. LEARN IN RELATION TO THE NEW
6. OBSERVE (BEGIN AGAIN)
In our model we wish to highlight that learning and change are sen38
sate and that this should underpin our pedagogic considerations and decisions. This developmental model reflects the analysis and decisions

38

See also ‘the ten key points’ (the senses) later in this book [page 91].
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which have informed and created the mPPACT Course, whose structure
and contents are described in chapter 4 [page 60].
A key repetitive element from the drawing above is the process of reflection and evaluation as both an individual and a collective process.
The learning cycle of our co-intentional learner-centred pedagogy is
rooted in action and evaluation and leads us into reflection and creativity.
It is based on a view of the world which is unfinished, which embraces
change, which is rooted in the sense of both being and becoming and
permits a view of the interconnectedness of human experience. It is holistic, driven by need and predicated on the potential for action. It is profoundly about the principle of growth and developing ownership of our
learning, our identity and the decisions and actions we take in pursuit of
both our own development and that of the others in this transforming world
which becomes one of our own ‘naming’ and making. The on-going cycle
repeats and deepens and it permits us to be conscious of change in ourselves and the contextual world in which we live. It develops confidence, it
is dialogical and it both problematises and solves problems, rendering the
outcomes our own.
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Four:

THE mPPACT COURSE
Nikos Govas

Introduction
The course described in this chapter is the result of the mPPACT programme implementation in four countries, Greece, Cyprus, UK, Denmark,
during the period 2006-2009. This implementation included, among others, four full 35 hours mPPACT practical teaching for teachers in all countries involved, as well as a number of smaller workshops, applications in
schools, four mini-sharing festivals (mPPACT events), several feedback
meetings with teachers/trainees, headmasters and facilitators, dissemination presentations, writing reports, creating websites and forums.
The mPPACT Course is designed for teachers in formal education
(primary, secondary, vocational, adult, special needs) and/or youth workers/facilitators in non-formal education.
The Course does not just include a teaching part. Participants need to
implement this methodology in a school (or other learning) environment,
monitor their progress, share their work, evaluate and report it.
So, the full course consists of five stages:
1.
2.

The preparation
The training
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4.
5.
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The implementation (school application, monitoring)
The mPPACT event (the sharing event - festival,
evaluation, reflection, documentation)
The final reporting and award of certificates.

For a full mPPACT course certificate to be awarded, all five stages
should be successfully completed. Where the course carries EU credits
(ECTS) at University level, the outcomes will be assessed and accredited
according to merit before awarding the appropriate certificate.

The Course objectives
The mPPACT Course explores a broad range of innovative pedagogic and
arts-based approaches which require participants to critically reassess
how dialogical educational forms and the dialogue of theatre and drama
practices can generate a sustainable difference in the pedagogic frameworks of the future.

The Course aims
a) To conscientise teachers so that they may construct their own agendas
for cultural action and education as social transformation, using pupilcentred performing arts-based practices focusing on the creativity, criticality and imagination of pupils, and placed within their historical and social
perspectives.
b) to investigate questions of: ideology; individual and collective identity;
and the sociology of representations, of culture and of educational methodologies.
c) To foster new practices that implement a ‘co-intentional’, co-creative
and dialogical synergy between pupil and teacher.
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The Course facilitators and trainers
The mPPACT partnership includes academics in the fields of theatre and
media for development and theatre studies, theatre practitioners and artists, drama teachers in primary, secondary or tertiary education, sociology
educators and experienced educators in the fields of teacher training from
UK, Greece, Cyprus, Denmark.

Stage one: The Preparation
The main objectives of this stage of the course are to help participants become familiar with certain key mPPACT issues through a common bibliographical research and to have an initial personal elaboration on these
issues/concepts.
A selection of preparatory reading is given to prospective participants.
Some material is on the mPPACT website (www.mppact.eu), while others
are in the form of a bibliography.
Our world is changing faster than ever before. As citizens we and
our pupils need to reflect on our collective past as well as our present, ever-changing social context in this globalised world. Building
on our experiences of these, we need to determine the true shape
of our present and future realities in order that we can all, collectively, name and construct them for ourselves. The mPPACT
Course will point the way towards ownership, with our young people, of a co-intentional teaching praxis and curriculum. The
mPPACT process focuses on the identity of the self and the identity of the other, the foreigner, the strange one, the unknown ones.
This is to re-examine our material and intellectual foundations and
norms and so to restructure our patterns of learning in pursuit of
transformation. This means that learning and teaching methods
must be reconsidered. So too must we rethink our understanding
of normality. This in turn leads us to reconsider what we mean by
values, ethics, rights and their relationship to questions of ownership, power and responsibility. We are concerned with the notion of
the arts as processes of education, and education as the starting
point for attitudinal and behavioural change in ourselves and our
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pupils. So we need to redefine the pedagogic function of the arts
39
as, and in, education.”
Thus ‘co-intentionality’ and ‘ownership’ emerge as key elements for
‘transformation’. Participants are invited to think how ‘transformation’ is
related to ‘child-centred’ teaching practice.
Would-be participants also have the opportunity to exchange views with
facilitators via email or the mPPACT forum.

Stage two: The Training
This is the taught or workshop part of the course.
A group of 16-22 participants meet with facilitators for 35 hours of training, normally spread over 5 days. Working language is English, with local
language support as appropriate.
Below we describe the objectives, the methodology used and the actual
content of the 35 hours training.
Objectives of the training: to create a common language, to offer personal experience as to what an mPPACT methodology is, to develop
skills, to empower participants for the implementation stage.
Methodology of the training: the key characteristics of an mPPACT
training methodology are:





39

The training places the participant at the centre of the learning
process. It examines notions of the ‘self’ and the ‘other’, harnessing participant’s own creativity, criticality and imagination in pursuit
of a critical understanding of social context and the contemporary
realities of citizenship.
The training uses a combination of theory delivery and practical
performing arts-based floor work.
The training models and explores effective learning methodologies
drawn from a range of disciplines, including, i.a., theatre, music,
dance, performing arts, communication and representation practices (video, web). These are examples for consideration and are

www.mPPACT.eu as at October 2008
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rooted in many parts of the world, many cultures and different histories.
The training stresses the possibility that the mPPACT methodology may be addressed either in the classroom (during a single
lesson or as a whole project underpinning the existing curricular
subjects) or outside the classroom as an extra-curricular activity
where specific issues are researched. It is also used in a range of
learning spaces beyond the confines of formal education in nonformal education learning environments, such as youth centres.
It focuses on specific topics as appropriate to the combination of
participants. So, actual training delivery may vary according to any
particular combination of participants. The content and purpose of
the training is to train teachers to use mPPACT; the content of their
subsequent classroom work will depend on their specific circumstances and curricula.
As the whole course seeks to foster a new attitude to teaching
praxis, it is not down to the exercises in themselves, but to the context and the way they are implemented.

The content of the training
The training develops around teaching ‘units’, not always offered in a linear way nor in the same order. Within these ‘units’ several exercises and
activities are referred to here. Some of these can be found in part three of
this book. These are indicative and must be seen only under the prism on
mPPACT’s general methodology and aims, as mPPACT is not a series of
specific exercises, but rather an approach which affects the way teachers
and facilitators often use familiar exercises.
Characteristic terms used below, important in mPPACT, such as ‘co intentionality’, ‘being-becoming’, ‘transformation’, ‘ownership’ are explained
in detail in previous chapters in this book.

Unit 1: Group dynamics and preevaluation:
Several getting-to-know-each-other and complicity/communication exer-
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cises, together with dynamic images and other Image theatre techniques
are used to emphasise sensory awareness, develop negotiation skills and
utilise here-and-now objects to help participants retrieve and cultivate a
vast storehouse of images (visual images, auditory images, gustatory images, tactile images, kinaesthetic images).
Image theatre techniques are also used to form a base-line evaluation.
Key concepts include: observation, verbal/vocal expression and language production, physicalisation, characterisation, co-operation, trust.

Unit 2: Theory input:
Child-centred education issues and other teaching models are discussed,
together with key ideas of Freire, Vygotsky, Brecht and other theorists.
Several status exercises, improvisations and role-playing are used to
offer examples and personal involvement.
Key questions include: Is there a difference between schooling and
education? Who is constructing our schooling? Whose interest does it
serve? What are the Rights of the Child? How does imagination trigger
creativity? How can orthodoxies be questioned?

Unit 3: Personal EngagementExploration/Research:
Several performing arts approaches are used to help participants explore
views, express feelings, map personal stories and identities and to also
acquire performance skills.
Painting, dance, music and theatre/drama techniques such as stillimages, listening-retelling of personal stories, drawing of life-maps and a
range of presentation forms (masks, music, photography-video, dancemovement) are used. Role-playing and story enactment techniques are also
used to further develop personal engagement and empathy, to be followed
by distancing methods (hot seating, forum theatre techniques, etc) in order
to encourage critical thinking and the questioning of the orthodoxies.
Key questions include: How do we (or our students) ‘name the world’?
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What is our position in this world? What are our personal views on the issues involved? How do we (or children) understand this world? How can
we reflect on our collective past?

Unit 4: From Personal to Communal:
Using several art forms, participants are encouraged to share personal
stories (mapped during activities), focus on key moments, investigate
causes and effects and discuss common social issues/concepts.
They transform events/stories into plot utilising theatrical conventions to
create small pieces of performance based on common issues, they present these to the rest of the group and receive critical responses in respect to the art form used and, more particularly, with regard to the content.
The creating-presenting-responding cycle is repeated.
Key concepts/questions include: identity-projections of ourselves and of
the other-being and becoming something else. How do we transform the
personal into the social? What does the audience see and what do we
want it to see? How do we explore style and form? What does the audience learn by responding? How can we make use of provocation/challenge and disturbance to trigger change?

Unit 5: Evaluation and Development:
Participants reflect on and evaluate the training, their work and their own
development/transformation throughout the training. SWOT (Strengths,
Weakness, Opportunities,Threats), MSC (Most Significant Changes) and
image theatre are used and later results compared with those in the beginning of the training. Possible implementation in schools (or other learningwell as uploading relevant video and photographic material to the
mPPACT secure website.
On completion, certificates of attendance, including description of training content and time input during implementation, will be awarded by the
mPPACT partnership as a course validated by EU Lifelong Learning Programme – Comenius 2.1. If the course carries European credits
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(ECTS/Bologna framework) then participants’ work will be assessed and
accredited before making the appropriate award.
Key concepts/questions include: What are the strengths and weaknesses of such an approach? How do we trace our most significant
changes? How can we implement such a methodology in our own teaching environment? What tools of self-monitoring can we use for ourselves
and/or our students?

Stage three: The Implementation
Monitoring, which will have begun during the training, continues throughout the process.
After the training, teachers spend some months in their schools working
with mPPACT. They may choose to apply its methodology when teaching
a certain subject within the school curriculum or when researching issues
in cross-subject or interdisciplinary projects.
A short working plan is submitted and discussed with mPPACT trainers.
Progress is monitored though teachers’ and students’ journals, photos
and videos as well as through dialogue and exchanges on the mPPACT
website forum. When possible, mPPACT trainers may visit the school environment. Participants are strongly encouraged to use the mPPACT
internet platform to communicate with each another and with the mPPACT
trainers so that responses, views and feedback are available to all.

Stage four: The mPPACT event
At the end of the process teachers and their pupils devise performances
around the themes that have emerged from the children’s experience and
self-determination. These performances are shared as an ‘event’ (small or
large), either in the class or within the school (in a formal or informal situation) or as a mini-festival, where parents, other schools or the local community are invited. Complementary to the performances, during this
‘event’, short practical workshops and/or discussions with other students,
staff and parents may be organised.
Separate focus-group discussions (semi-structured interviews) with

68

THE mPPACT COURSE

both teachers and pupils during the event contribute to the ongoing
evaluation of the process.
In addition to these discussions, observation of the performances
serves in itself as an evaluation of process and participants’ achievement.
The group mapping and image work during this event (see chapter 6)
conclude the ongoing monitoring and evaluation process.
On another level, however, this event shifts the emphasis from the
trainees to the pupils. It is here that they may take a further leap in learning as they encounter others who have travelled a similar road and produced work on related themes, often with a different viewpoint. Here they
get to reflect on what they might not have seen as a separate process and
they move further into understanding of the other.
At the performative level, it serves as mentioned (chapter 1) as a celebration of the newly formed community and provides closure for the whole
process.
In the economics and logistics of these international courses, it may not
always be possible to draw participants and their pupils together again after a working break of four months or so. In that case the children, the pupils, the ultimate target of this initiative, will not always get the opportunity
to profit from these exchanges by coming together for our celebration of
closure and rite of passage into the mPPACT community and into the future.
With this in mind, where a final actual event is not economically viable,
we will substitute a virtual one. Throughout the training and the subsequent implementation in the field, teachers and pupils will be communicating through a secure social networking facility on the mPPACT website.
Pictures of the early exercises will have been uploaded during the training
period and messages exchanged. Work in the schools should be accompanied by a working online journal which could be co-authored by pupils.
The (separate) final performances will be filmed and uploaded to the secure site, whether in live web-cast, or simply resident on the site.40

Stage five: The final reporting and award of certificates
Participants will document all their work (including examples from proc40

Owing to data protection and child safety issues, this is likely to be on a closed-circuit,
passworded site. The videos will not be available to non-participants.
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ess/workshops, staff responses, the final event, monitoring outcomes).
They will submit a written report offering a critique of the whole process as
well as uploading relevant video and photographic material to the
mPPACT secure website.
On completion, certificates of attendance, including description of training content and time input during implementation, will be awarded by the
mPPACT partnership as a course validated by EU Lifelong Learning Programme – Comenius 2.1. If the course carries European credits
(ECTS/Bologna framework) then participants’ work will be assessed and
accredited before making the appropriate award.
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Five:

MONITORING AND
EVALUATION
Smaragda Chrysostomou

Evaluation is an integral part of every process in education. In addition, as
already described, the entire mPPACT programme has followed Bruner’s
spiral model, a process and multi-dimensional movement that pre-required
evaluation. Through the evaluative process, the two-dimensional model
became a spiral and gained depth, by the use of continual reflection and
redefinition.

Internal and external evaluation methodology
Participatory Monitoring and Evaluation (PM&E) was adopted as a method
for mPPACT. PM&E is not only a methodology but also a philosophy for
evaluation. It is based on the assumption that evaluation is best serviced
by the participants themselves, rather than an outsider, an unknown expert, who will bring ready-made questionnaires and collect quantitative
data. This model is now in common use, from major World Bank initiatives
on-the-ground in the South to the smallest community-based development
initiatives all over the world. However, the basis of this philosophy can be
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relevant in any project-type situation. It is more a method of project management and evaluation through a collaborative problem solving and generation of knowledge. It presupposes that everyone will be involved in all
stages and steps of this process.
For mPPACT the PM&E system holds true for both programme evaluation and -more importantly - for evaluation and monitoring of the course
itself - trainers, teachers, pupils. As co-intentionality was an important
value and one of the main goals of the mPPACT process, participation by
all stakeholders in as much of the process as possible (decision-making,
organising, monitoring, reflecting, evaluating) was significant.
To make this happen and to ensure the penetration through to all levels
of activity, an internal evaluator and ‘critical friend’ was appointed in order
to organise and manage the evaluation in all countries involved in the project, given the number of participating institutions and people of different
nations that were involved. The internal evaluator was responsible for organising the process of evaluation, create and translate the assessment
tools, suggest questions, create circumstances for in-depth discussions
and interviews, collate the data received and facilitate the process of reflection, always in co-operation and agreement with the participants and
partners. One of the roles undertaken during this process was to examine
assumptions about the project and its progress and to face up to contradictions and conflicts that could emerge. This process was important in
order for the spiral model to be accomplished. (An external evaluation was
also scheduled/arranged in order to verify the results and monitor the
process from a different angle.)

During the course:
In order to determine the
success of the mPPACT
Course (and therefore the
programme too) the course
evaluation focuses on four
areas, exploring both quantitative and qualitative information – facts as well as
impressions – and based on
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the objectives outlined earlier in this book.
1.
The course participants
a. Does the course help them to develop an integrated artsbased approach to teaching?
b. Does it foster their ability to revive pupils’ motivation to
learn?
c. Does it help them to develop new practices and a synergy
between pupil and teacher?
d. Does it help them to develop an alternative classroom
strategy to achieve a critical understanding of relevant social issues?
e. Has the course fostered or provided documentation and
supporting materials?
2.
Their pupils
a. Was there an impact on the teachers that emerged or was
evident in the performative outcome of the pupils at the
mPPACT event?

How this is done:
One of the techniques that were suggested in the project proposal, alongside more conventional tools, was the Most Significant Change technique
(MSC). This is a qualitative monitoring tool used to monitor and evaluate
projects from the start to the finish. It is designed to collect stories of significant change. It uses stories that provide insight into what people value,
and illustrate the way in which individuals make sense of situations. The
MSC approach is a useful tool for evaluating education programmes, as
conventional monitoring and evaluation tools often do not provide suffi41
cient data to demonstrate programme impacts. It is suggested that MSC
is suited to monitoring that focuses on learning rather than just accountability and is also an appropriate tool when the interest is focused on the
effect of the intervention on people’s lives.
Stories therefore were collected in all countries and through all cycles
of mPPACT programme. Teachers, pupils and partners and trainers were
given opportunities to remember, write, and describe important instances
during the process of the cycle, be it the training, the application, the final
41

(Davies, 2005.)

mPPACT manifest

73

event or even after the
An essential experience from the Danish circle was
end of mPPACT applicaabout the mPPACT methodology as an inclusive
tion. The collection of stopraxis. One of the participating Danish schools was
ries of course suffuses
a school for children and young people with severe
the drama process, so
disabilities. These children learned new communicanarratives that emerge
tion skills by working with mPPACT methodology.
through the improvisaThey created and performed a play about their own
tions especially - since
community and friendships. When they performed
they also embody the
this for other children, their play had a big impact on
other-than-conscious
the way the other participating children imagined
42
mind - and through any
how disabled children are as persons, and what they
presented scene are inare able to do.
cluded in this ‘collection’.
In the countries that
Afterwards a group of non-disabled children told their
teacher that they felt embarrassed about how they
completed the cycle in
have talked about disabled people before they exthe early years of the properienced how they contributed to the event. The
ject (Greece and Cyprus)
experience caused a transformation of how they saw
there were opportunities
themselves relating to people with different assumpfor meeting the particitions than their own.
pants after an amount of
time had passed and
From this it was evident to the teachers that
mPPACT is a teaching approach that can bring
therefore reflecting on the
people with different backgrounds together, to comprocess and its impact on
municate and share experiences. And this is true
their lives and their pupils’
whether we talk about differences of age, race, cullives. This process will
tural background or human disabilities.
continue during each
course
delivery
and
throughout the life of the programme.
Closer to the conventions of PM&E, although more physically based
than its parent, there is extensive use of exercises drawn from Participatory Learning and Action (PLA),43 which was developed at the Institute of
Development Studies (University of Sussex, UK).
A variety of other evaluation tools are used, from different methodological approaches, in order to ensure – to double-check whether conclusions
have been soundly drawn. Similar questions were explored through quantitative and qualitative methodological tools; for example, questionnaires,
group discussions and action-based evaluation.
42
43

(Mavrocordatos, 2006.)
(Journal of Participatory Learning in Action, n.d.)
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So there is a range of ways to monitor the proceedings and from that to
draw evaluative conclusions. These are a few suggestions, with some
more detailed notes below.
1.

Semi-structured interviews with individual and groups of teachers
as well as pupils
2. Questionnaires for teachers and partners/trainers with closed and
open-ended questions
3. Observation notes (by partners and trainers)
4. Reflection notes (by partners after each phase and teachers during
training and application)
5. Personal journals (by teachers during application of methodology
in schools)
6. Pupils’ journals, blog entries, etc
7. Comments written or scrawled on a (paper) graffiti wall (provided)
either spontaneously or in response to facilitators’ questions
8. Videotaping and photographing (during seminars, lessons,
mPPACT event)
9. Action-based evaluation (e.g. still pictures followed by discussions)
10. Group discussions (following on any of the above)

A note on actionbased evaluation:
More information on PLA
can be found online
through the Journal of Participatory Learning in Ac44
tion, as well as numerous
publications on the subject
from the Institute of Development Studies. To some
extent they have softened
the quantitative/qualitative
dichotomy in evaluation
praxis and discourse.
Mostly, the exercises
44

Ibid.
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are sculptural and graphic, but many can also be adapted to a performative framework. Two of these at least have been and continue to be key to
the mPPACT monitoring process. In our usage they remain qualitative. As
such, therefore, their results are open to interpretation, though the discussion that they generate can open depths which would not have been
plumbed with questionnaire or formal interview. This is why we insist, as
PLA practitioners would also insist, on the triangulation: the comparison of
data from different evaluation exercises, already mentioned above.

Still pictures:
The basic language for much of this is provided by the ‘still pictures’ much
described in the ‘Exercises’ section (part three of the book). Just as still
pictures can be used to explore attitudes and issues of a social nature,
they can also be used to express, depict and explore evaluative questions.
The mPPACT Course begins with an exploration of what pupil-centred
approaches might mean, what they are compared with, what the current
situation is in education and why we need to develop a new role for the
teacher. By inviting groups of participants to depict their perceptions, we
open an active and visual debate and also gain base-line data. So that
when at the end of the course we might ask for a fresh set of still pictures
on these topics – we should get a different picture.
A very standard action research evaluation task is the SWOT analysis.
Participants are asked to rate the Strengths, Weaknesses, Opportunities
offered, Threats encountered in relation to a given situation or project.
These can all be illustrated, with more fun especially in a classroom, by
physical depictions. Often the exercise can be simplified to depicting the
good side / bad side of a situation.
Still pictures are clearly more appropriate to a classroom situation than
a questionnaire, verbal or written. And, as has already been mentioned, it
is often the discussion provoked by a picture, or changes made to it by
others, rather than the picture itself, that reveals the information or ‘data’.

The Margolis wheel:
This is a chance, before the participants disperse for each one to become
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a consultant and advise the others. The exercise is described in the Train45
ers’ guide for PLA, citing the original exercise by Alan Margolis:
An intense and good experience to come near the end. This
enables participants to share and receive advice on real problems
and opportunities. It reinforces solidarity and mutual support. It can
also surprise people with their own ability to counsel others.
You need four-six pairs of chairs, facing each other, arranged in
a circle. As many circles of pairs of chairs as fit the number taking
part. Allow ten minutes for briefing and reflection, plus:
4 pairs of chairs – 25-30 minutes
5 pairs of chairs – 30-35 minutes
6 pairs of chairs – 35-40 minutes
1. Ask participants to
reflect and choose a
problem or opportunity they face or will
face. This can be in
their work and/or
when they return to
their institutions, or
be any personal
problem on which
they would like advice. Stress that everything that passes
is in confidence between friends.
2. Ask everyone to sit in a chair, any chair. Those on the inner ring
are counsellors, and those on the outer ring their clients. There are
three minutes only for each round of advice, roughly one minute for
posing the problem, and two minutes for the advice.
3. After two minutes, warn that only one minute is left. After three
minutes, all the outer ring (clients) move one seat in the same direction. The inner ring (counsellors) stays put. Repeat the procedure.
45

(Pretty, J; Guijt, I; Thompson, J; Scoones, I., 1995.)
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4. When the outer ring has gone round, counsellors and clients swap
seats. The process is repeated with the roles changed.

Tips and Options







Encourage note-taking, otherwise much will be forgotten. Notes
can be taken on the run, or two minutes or so can be set aside at
the end of each full circuit for making a personal record.
It may be wise to place people from the same organisation or department into different clusters of chairs.
If numbers do not fit, facilitators can take part, or volunteers can sit
out and observe, or an extra pair of chairs can be added to one or
more circles (in which case stop the bigger circles when the
smaller circles have finished their round).
Write down the times when change-overs must take place. (Otherwise it is easy to mess up the timing).

Group Mapping
This is the most qualitative of all our exercises
and generally great fun to
do when we have the opportunity to run a full
mPPACT event (with all
participants and their pupils present). It may be
introduced at the end of
the course, before moving
out into the application of
mPPACT in the field, as
part of the base-line collection of impressions as
to attitudes, pre-conceptions and expectations of the course. At this point
it is likely to be a small group, but familiar with one another and well
bonded.
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The exercise works like this:
The group is invited to look around them and identify some objects that
remind them of the week they have just shared. In silence and spontaneously they then place one or some of these objects together in the centre
of the space, so as to form a sculpture that is accepted as representative
or symbolic of the notion of ‘mPPACT’.
If music has formed part of the performative work of the course, then
that music may be introduced at this point to fill out the ambience. One by
one the group then begins to circulate, concentrating on the central ‘totem’, considering their position – do they embrace it, do they understand
it, do they like it, will it be useful to them? Slowly they begin to take up a
position, frozen (still image again), that shows their relation to it and also
their relation to the others in the group – how near, how far, in what position.
This may take some time, but when the facilitator senses the correct
moment [s]he calls for people to take their final poses. Hopefully this
should all be recorded on still or video.
The facilitator may then walk around and tap participants on the shoulder with the instruction for them to speak some inner thoughts. They may
be asked to complete the sentence: “In this position I feel …” or “From
here I need to …”, or “What I need is …”.
They may be asked to go quickly to the position they were in when they
first did the exercise (or first encountered mPPACT) – for reasons of comparison, or perhaps they could be prompted to go where they would like to
be. From here they could be asked to complete the sentence, “What I
need to do to get here is ….”
All this is qualitative food for analysis. The general tone, energy and
creativity of the exercise – a kind of group dance as well as a map of the
general ‘feeling’ – gives an impression of group coherence as well as endorsing the spirit of Communitas.46

46

Communitas is an intense community spirit, the feeling of great social equality, solidarity,
and togetherness. Communitas is characteristic of people experiencing liminality together.
[..... .. .... .... ] Communitas is an acute point of community. It takes community to the next
level and allows the whole of the community to share a common experience, usually
through a rite of passage. This brings everyone onto an equal level; even if you are higher
in position, you have been lower and you know what that is.

Source: http://en.wikipedia.org/wiki/Communitas
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PART TWO:
supplementary essays and signposts
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Six:

PHOTO ESSAY: USING CFSC TO
MEET THE NEEDS OF TODAY’S
STUDENTS
MAZI 15
Alex Mavrocordatos and Alan Thompson

47

This photo-essay was commissioned by the online journal MAZI.
It was published in the Journal in May 2008, in full colour. This
black and white version is reprinted here by kind permission of the
publishers of MAZI – the Communication for Social Change
48
Consortium (CFSC)
Mazi, which means "together", is the CFSC Consortium’s
online report on trends and issues in communication for social change. Bringing people together through dialogue and
elevating all voices are critical principles of communication
for social change.

47
48

(Thompson, A., Mavrocordatos, A.) The colour version continues to be accessible online.
(Communication for Social Change Consortium (CFSC Consortium))
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Students’ growth and their rights to that growth are best served in a
classroom where their needs and their experiences are at the centre of
their learning. Today’s students need classrooms where they can be creative, imaginative and critical.
Towards that end, the Comenius mPPACT project uses participatory
performing arts practices to foster innovative teaching throughout Europe.
The project engages contemporary social realities in the classroom and
targets primary and secondary teachers and their pupils.
The mPPACT’s programme is a blend of theatre for development and
theatre/drama in education methods, including the participatory educational principles of Paolo Freire.
Teacher training courses begin with baseline data collection, including
still images and tableaux depictions, as well as discussions of education
as they experience it and as they wish it were.

Trainee teachers in Cyprus depict perceptions of their country, focusing on
popular traditional dance and social cohesion
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Teachers create life maps, identifying and mapping out key memories and
turning points in their lives.

Some, like this woman, use artefacts from their childhood as a stimulus for
the flow of memory.
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Having shared their stories in small groups, Students discover common
elements and make them the basis for a five-minute devised performance—as in this play about rejection within a family.

Once a play is performed, the plenary group discusses it—its meaning,
context and social implications. The group may then present the play
again, clarifying meaning or exploring further alternatives.
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The formal program lasts a week, including both theoretical and practical
elements. The teachers then return to their schools and apply the
mPPACT process with their pupils for some 10 weeks. These are some of
their primary school pupils’ life maps from the U.K. programme.

In this drama, secondary-school students in Greece explore issues of
xenophobia and marginalization, issues affecting many communities and
schools throughout Europe.
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After 10 weeks, pupils and teachers come together to share their work and
compare practice as well as the content of the work. In Cyprus, students
invite members of the audience, including representatives from the Ministry of Education, to look at themselves and question what they see.

The play asserts that the system silences the voice of the youth.
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At the end of the play, actors engage the audience in debate.

In this scene, from another group’s play, the teacher herself is involved in
the student's drama. She shares her own feelings of being stifled by the
education system. She says, "I wake up every morning wondering why I
am doing this job"
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The drama tells the story of a student who becomes ill and collapses under the unrelenting pressure for academic success in Cyprus and Greece.
A student actor asks the audience, which includes a senior education officer from the Ministry of Education, to consider the causes of the problem.
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In response the education officer joins the actors on the floor asking, “Are
things really as bad as that?” He describes an occasion when he went
himself to a school to deal with a similar emergency.
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A student points out that the education officer was reacting to a crisis
when he went to the school, where as the students are calling for proactive policy changes. The debate gets heated, and more students share
their feelings of repression by the system.
As a result, the education department agreed to a meeting with the pupils during which the students will articulate their concerns and the need
for change, and the education department will listen and respond. Teachers and mPPACT project staff will attend as spectators.
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The courses end with a group-mapping participatory evaluation exercise
that culminates in celebratory song and dance.
Pupils and teachers were energised by the powerful debates and the
promise of a practical outcome. Pupils and teachers agreed that mPPACT
offered a constructive classroom atmosphere where pupils worked with
the teachers: a dialogical practice applicable not only to the humanities but
also extending to math classes as well.

The Socrates programme (now the Lifelong Learning Programme) is run
by the European Union’s Education, Audiovisual and Culture Executive
Agency. Under this umbrella, theComenius actions aim to enhance the
quality of education, in particular by encouraging transnational cooperation
between schools and contributing to staff development.
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Seven:

TEN KEY POINTS
Fotini Dimitriou

1.
2.
3.
4.
5.
6.
7.
8.
9.
10.

Change born from disturbance and challenge
The Ritual – The Law
Co-intentionality
Emotional Involvement (challenging emotions)
Non-Verbal Communication
The Senses
The Conflict, The Contradiction
The Unpredictable, The Unexpected
Space – Time
Interactivity

The list offers a dynamic guideline for those who want to use art as a people-centred, co-intentional means to explore and understand their own and
others’ emotional, social and mental world, and, through disturbance of
order and rules, to achieve the creation of a new reality and the change of
those strictly contracted social, personal and politic situations that are
imposed on them by society and the system and cause their innermost
conflict and oppressions.
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Change born from disturbance and challenge
Our world is constructed on complicated laws people must follow and respect, in order to establish harmony and avoid chaotic instability. Laws
and rules are indispensable, not only for establishing order, but also for
identifying and communicating personal and social realities. However, although laws have been established to maintain order and harmony, the
results are not always as expected. The excessive and sometimes pathetic attachment and discipline to laws and rules leads to the disturbance
of personality and to the oppression of emotions. The person is transformed into a docile instrument of restrictions. His/her life is put into
moulds and becomes imprisoned and oppressed, stuck on strictly constructed social, personal and political situations that are imposed on
her/him by society and the system.
To be able to change such a situation we need to realise how the rules
have been established. The answer is simple and complicated at the
same time.
Rules have been constructed from chaos, from nothingness and confusion.
The question that emerges from no order is, “What could have happened if
...?”. Violation is the source of inspiration, imagination and creativity. The deviation from law is the possibility for discovering something. Rules, however
good they are, demand changes, or freshness of the participants’ feeling will be
lost. The aim is the change. Brecht said that the philosopher is not the one
who can explain the world, but the one who can change this world; the change
of the way of thinking, the change of the innermost world, the change of the
system. This change is hard to achieve and the only way is through the violation of rules; the nothingness situation that can lead to the creation and the establishment of new realities; the disturbance as a weapon within art.
The more intense the disturbance is, the bigger the need a person feels
for change, because he is forced to look into the mirror of his soul and realise
that his safety is an illusion; and, released from restricted rules and laws,
feels saved to reconstruct his/her own reality and establish new laws.

The Ritual – The Law
When chaos is established by disturbance, the challenge is to go to the
other edge: the construction of a new law. A law is first and foremost an
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inner concept, and only then an external idea. It is impossible to work with
an object or a situation not knowing how it is put together. It is a necessity
to be able to identify the laws according to which an object is conceived. It
is also a necessity to be able to understand the rules according to which
others build and conduct their creation. Only then will it be possible to organise a field of shared actions. And only then will it be possible to revise,
reshape or change the law.
Knowledge of rules after disturbance and violation of the order gives
the participant self-confidence and encourages him/her to change, to
transform the laws. But only if he reads his own and others’ laws would he
be able to create new rules. And the most important: the highest level of
mastery involves creating a law not before, but at the time, at the moment
of creating. Pre-planning creation of a law could be cata-strophic; it could
definitely lead to a new oppression and to a new need for transforming the
law once again.
It would be vain to try to create a law before disturbance and violation
of the existing law. A rule can only be born, like the phoenix, from the
ashes of an existing rule that keeps body, spirit and soul trapped. Disturbance awakes the instinct of emotional and social survival. This instinct is
the force that leads to the need for the establishment of a new-born law.
The above circular (or spiral) movement is the model of personal and
social identity. This is a direct echo of the spiral structure that underpins
the mPPACT ethos.
Disturbance  rule  disturbance  new rule ...

Cointentionality
As already mentioned, the deviation from law is the possibility for discovering something, but only when someone can read his and others’ laws
can he create a new reality. A person’s identity daily suffers by strictly
constructed realities that are imposed by society and the system. Most
people accept this situation and try to convince themselves that they
should be pleased for the safety that society provides them. They become
observers of their life. To change this reality, a person must challenge the
order and disturb the rules. However, if somebody considers the
oppression that society causes him as a strictly personal case - even if it
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seems to be that way – it is completely wrong. Societies (micro or micro)
are communities and communities can operate only collectively.
Therefore, to challenge, to disturb a law and achieve changes is not
solely a personal case. Others’ identities and the emotional and cognitive
way they realise rules are essential. The knowledge and respect of others’
identity leads to a collective realisation of the situation. Someone’s rights
become others’ rights, and vice versa. The personal becomes collective
and the collective becomes personal. Each person has a unique personality and a unique identity, but at the same time is part of an in body constructed branch of other identities with common worries, oppressions and
conflicts.
The equality and respect in sharing, this co-intentional way of thinking
and feeling, is the weapon which can disturb the strictly constructed order
and lead to the establishment of a new reality.

Emotional involvement (challenging emotions)
It is not easy for a group of people, through disturbance, to achieve a
change of the order. As already written, co-intentionality is the weapon. To
acquire this weapon, participants must be opened, flexible and prepared
to accept and share the stronger instrument of human hypostasis: emotions. Emotional involvement in creation can transform an empty body into
a strong means, just because it contains simplicity, clearness and honesty. When emotions are involved, the result is not external or exaggerated. The result is clear, unique, real and powerful. No attempt for change
is strong and convincing if is not supported by emotional clarity. Emotional
co-intentionality means respect and sharing, but mostly means union of
those common feelings that can threaten an artificial stability and a vain
balance.

Non VerbalCommunication
Emotional co-intentionality can be hardly achieved. People are influenced
by society’s political, social and cultural restrictions. Repressed by their
own fear of being exposed, they obstinately avoid expressing their feelings. They believe that well-hidden emotions provide them safety. How-
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ever, this emotional repression not only doesn’t provide them safety, but
leads their minds to inactivity and transforms them into apathetic, easilycontrolled puppets with no volition and no opinion. This is the disgraceful,
cruel and evil well-structured plan of the system: an illusory safety that unconsciously leads to the burial of identity (mind and soul).
It is hard for people to express and share feelings; that is why they use
vague words to hide their innermost world.
The excessive use of script is the easier way to pretend to express feeling without expressing anything at all. It is easier to describe feelings and
avoid the danger of actually revealing them. That is the reason non-verbal
communication is crucial for emotional co-intentionality. Absence of script
forces a person not to be kind and clement with himself. Activities based
on non-verbal communication teach one to communicate thoughts, feelings and fears with honesty. Those involved in non-verbal communication
activities become a naked body, an open book, a transparency. Realising
the strength, the value and the importance of emotions is crucial for the
struggle against an undignified system that keeps its creations indolent.

The senses
The way we realise the world around us through the senses is essential
for communicating with others and for recognising needs, emotions and
thoughts.
Babies are investigating the world through their senses. The vision of a
colourful, noisy toy above a baby’s bed makes it laugh. And, astonished
by the colours, the will to touch it, to bring it close, to explore it is born.
Thousands of beautiful and strong emotions emerge; emotions that unconsciously enrich its identity.
Memories are related to the senses. For example, the smell of a shampoo brings to mind the memory of mother’s embrace, which means tenderness and love. The sound or the sight of the sea could be translated as
love, freedom, rest, even death, according to circumstances and memories.
The senses are a treasure of feelings and thoughts and, when kept
alive, help a person to preserve his/her identity.
Harmony and education of the senses is as important as education of
emotions. Vision (colours and lights), smell (aroma of personal and other
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world), sound, taste
and touch consist a
personal
rainbow
and, when united with
other personal rainbows, give rise to a
whole stream of emotions, thoughts and
images which can, in
a collective way (cointentionality),
preserve identify and
lead to change of the
world.

The Conflict, The Contradiction
Life is full of conflicts and contradictions, which function as the source of
confusion that leads to thinking, inspiration and creativity. As we already
mentioned, rules are the result of confusion, chaos and violation of order;
conflict is part of this chaos.
Conflict is never the result of one person’s responsibility. Even the reason of the conflict is never one. Relations are complicated and most of the
time the words said or the actions are not clear and are not real. Reasons
are mixed with excuses. Often the conflict is born from an excuse instead
of the reason. That makes a situation complicated, unpredictable and unexpected. And this is the strength of the creation, the untold, unexpected
script, which is in front of the eyes but is still covered. This creative
strength of conflict liberates a rainbow of contradictory emotions and
reactions which can co-exist. Laugh and cry, love and hate, pain and delight are mixed together.
An inner pain becomes stronger when expressed with laughing, than
with crying. Love and caring could be the untold script for the expression
of hate or violence. These contradictions lead a conflict to the edge,
cause disturbance to those involved and challenge them to search for
those changes that could settle the situation.
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The Unpredictable, the unexpected
Unfortunately, social and political problems are part of our everyday life.
The tragedy is that the frequency of these problems leads to a pathetic
acceptance of them as facts and indispensable parts of life. The sight on
TV of events related to realities such as violence, wars, drugs, isolation,
cruelty appears to be at the same level of interest as advertisements for a
mobile phone, cars and shampoo. We face these problems as being a
part of a movie with a bag of pop-corn and a tin of coca-cola. We are under the illusion that our vague safety is protected, because ’what happens
to others, never happens to us’.
Even theatrical performances that deal with such issues have not any
more the strength to touch people. During a performance some may cry
while others applaud. But what happens after the performance? What
changes in their life? Nothing. The frequency people come across the
same issues every day transform this reality into routine.
How can this pathetic acceptance of the cruel reality change? How can
people realise that what happens to others is their problem too, if they
are so used to ignoring the others’ identity?
What makes people indifferent is the fact that everything is clear and
the end is in front of their eyes before it comes. They accept a cruel reality
because they face it every day. What will happen if something completely
new, an unexpected situation, emerges? They are so used to living in their
routine of apathy and emotional repression that if something different
emerges they will be confused, they will lose control. The unexpectedness of a situation can cause a shock and draw emotions out of lethargy.
The non-thinkable is the motive for thought. The unpredictability that
requires a solution is the means for inspiration and creativity that leads to
the need for change.

Space – Time
Life and personal relations are directly related to the abstract notions of
time and space, according to the social, political and cultural background
of each person. Like the senses, space and time constitute a feed back
for memories, thoughts and feelings.
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Being in a field of ears of corn on a hot summer’s day could bring to
mind memories of a happy and joyful infancy with songs and the smell of
roast meat coming from home. The same setting could, for another person
with a different background, bring to mind memories of a war, refugees,
and desperate screams. This wild and severe beauty of memories is related to space, time and contribute to the survival of personal identity.
But how could all these identities with different and contradictory conception of time and space be combined for a common objective? It is exactly this contradiction, this conflict of feeling, thoughts and memories related to space and time that gives strength to disturbance and change. As
we have said before, it is the unpredict-ability, the uncertainty, of a situation that causes reflection. And the role of setting (space and time) is crucial since no situation can exist out of context.
The idea is to combine memories, space, time and the senses in a contradictory way, to achieve the unpredictable, the non thinkable, if we want
to achieve disturbance which can lead to the change of a situation that
causes oppression.
For example, a beautiful, sunny day: children are playing near the
beach. The smell of saltiness, the sound of waves, the taste of ice-cream
and the song of gulls give colour to this beautiful morning. Suddenly a
shot. A pause in time. No sounds. Children are lying down. They would
never play again. The war silenced their voice for ever. No life for them,
while around their frozen bodies the sound of waves and the song of gulls
are still the same. In this example we can clearly recognise the strength of
the unpredictable in relation to space, time and the senses. If the given
setting was a field of war, full of soldiers shooting and shouting at each
other and people crying, the cruelty of the situation would have been diminished.
It is the combination of contradictory memories, related to the same
setting (space – time) and the senses of people from different political and
social backgrounds that sharpens the disturbance and brings the oppression to the surface.

Interactivity
The continuity and coherence of the above nine points can help those involved not only share experience, explore and understand their own and
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others’ emotional, social and mental world, but also, through disturbance
of order and rules, to achieve the creation of a new reality which could
liberate them from their innermost conflicts and oppressions.
Most of the times the
oppression imposed comes
from an autocratic society
and an infertile system.
How can change, liberation
and
transformation
be
achieved?
A last and extremely significant stone is missing: interactivity; a strong weapon
which can lead to a direct
and dynamic relation, to a stichomythia, to a conflict between the oppressor and the victim. It forces the oppressor to feel that the safety of his/her
life is an illusion and that he/she is also a victim of oppression. In art, interactivity breaks the boundaries that keep the spectator far away from
what is happening in front of his/her eyes. The spectator is no longer observer of others’ lives. Others’ problems become his/her problems. The
attempt for a solution to social, political problems and the change of the
reality become his/her responsibility and concern. This interactive, cointentional relation between those involved (oppressor and victim) can
lead to the disturbance of those rules imposed by the system. The result
of this disturbance is not written in books, but it can be the motive for writing a book, because frequently interactivity leads to the diminishing of the
oppression.
As a conclusion, we will refer to a lived example of the strength that the
combination of the ten points can provide to individuals.
During the mPPACT event that took place in Cyprus, we witnessed a
micro-revolution of teenaged pupil-performers against the educational system and its representatives who were in the audience.49
The audience consisted of parents, teachers, mPPACT partners and
trainers, friends, Cyprus College staff and some representatives of the
Ministry of Education. Most were seated on the floor, though others were
privileged to have chairs provided.
49

This performance is featured in the photo-essay earlier in this book.
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The performances they had gathered to see were the outcomes of the
teachers’ (mPPACT participants’) work back in their schools since they
attended the taught part of the course. The performers were their pupils.
During one of the performances, a conflict emerged between pupilperformers and a senior education officer (representative of the Ministry of
Education) about the education system. A young teenager was standing
on the chair staring at the audience. Suddenly, he lost consciousness and
fell to the floor. The other actors started screaming; in shock and panic
they were running around trying to find a solution to the problem. Then the
young teenager rose slowly, he climbed back up onto his chair: with confidence now he directly challenged the audience and the representatives of
the Ministry of Education. The fainting fit was a device of theatre.
He addressed two questions to the audience: “Why must something
bad happen to arouse any real concern about school pupils? Why are you
now sitting on chairs while everyone else is sitting on the floor?”
The Senior Education Officer, perhaps shocked at
first, felt the need under this
pressure to take the stage
and enter what became a
heated debate. The outcome
was an agreement to meet at
a future time and continue
the discussions in a constructive manner. This was a victory for the performers. A dialectical resolution through
interactivity:
disturbance
leading to dialogue.
Later, audience members
remarked how small he had
looked in front of the pupils’
sincere soul confession who
kept bombarding him with
“why?” questions, that he
was obviously unable to answer. The difference between them was obviously clear. These teenagers
succeeded in liberating (releasing) themselves from their oppression; the
Senior Education Officer did not.
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The pupils’ presentations were powerful, dynamic and disturbing.
Braveness, dignity and confidence were characteristics clearly pictured in
student’ faces. They faced, with an impressive courage and strength,
those oppressions that the absolutism of the system and society imposes
on them and forces them to carry on their shoulders. With no fear of rejection or criticism or punishment, they stoke in the face all those who, hiding
behind the faded costume of authority and the artificial mask of power, decide for them, without them. They shot their arrogance and their hypocrisy.
These teenagers proved in practice that society must be constructed on
trust and respect of the uniqueness of each person’s personality and identity. And the pupils’ strength and courage was derived from a harmless
weapon they had in their hands: art.
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Eight:

MUSIC AND ITS VARIOUS
ROLES IN mPPACT
Dr. Natassa Economidou-Stavrou

Introduction
Music is a non-verbal form of communication that can convey feelings and
ideas through combined sounds and can provide a vehicle to explore alternative ways of communicating with others. Undoubtedly, music has a
power to influence mood, create scenes and bring people closer to each
other through sharing musical experiences.
Music represents a vital part of mPPACT theory and application process and its role is multi-dimensional and significant. This role varies from
the leading role in some activities, a guest star role in others and a supportive or a background role in many others. Despite the degree music is
involved in each activity, it has a significant effect and contribution to the
communication of meanings between the participants themselves and between the participants and audience.
The course participants experience music through the role of the listener, the performer, and the improviser.
Through listening to music, participants are given the opportunity to activate feelings and elicit physical, verbal and emotional responses to music.
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By performing and improvising, the participants are given the freedom
to express themselves, learn to collaborate with others through shared
musical experiences and find ways, through sound, to elaborate on issues
they want to stress. Music can be improvised after a stimulus, visual or
verbal, is given to the participants or is chosen by them. However, activities that involve instrumental improvisation in music can be done meaningfully in groups where there are participants who can play an instrument.
Although improvisational skills are not directly related to technique skills,
one needs to have at least some basic skills in music in order to be able to
improvise. An alternative to instrumental music improvisation in groups
with participants that have no musical skills at all, can be vocal improvisation.

Listening, performing and improvising musical activi
ties in mPPACT
Some examples of listening and responding to music




Music and movement are inseparable as they share the same
qualities. When we listen to music, we physically sense the
movement and when we
move, we silently hear
the music of our movement. Moving spontaneously in response to
music, making actions in
order to produce sound
or joining in movement
play with others, are activities that correlate
music and movement.
The mirror exercise is
an exercise that requires
physical response to
music by the participants and is very successful in establishing relationships between them. The group of participants is divided into
pairs facing each other. In the simpler version of this game one
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person leads and the other follows. Pairs are asked to move without a guide, in total concentration and in the beginning with very
slow movements, following the music. The selection of the music
to be used determines the atmosphere created and is of much help
in facilitating communication, co-operation and aesthetic outcome.
As it progresses, this exercise takes a theatrical, even dance, form
that derives gradually from the pairs and the groups. Without any
prior preparation, the groups move in harmony and in high cooperation level, responding emotionally and physically to music,
ending with movement which looks more like a dance.
The participants listen to short pieces of music that have been selected in order to communicate certain emotions and are invited to
create in groups, a still image representing those emotions communicated to them by the music.

Some examples of performing music






The drum is a musical instrument that has a key role as a communication tool through all the phases of the mPPACT Course. It is
used to remind everyone of starting again after breaks, it is used
to give the tempo in activities where participants have to move, it
corresponds to the beginning or the ending of the project activities,
and, last but not least, it is always there whenever any kind of musical activity is taking place.
Singing. Sharing a song that belongs to each group’s culture or
exchanged between the cultures if we are dealing with an international group, is an important collaborative musical experience, enjoyable and fun, which brings people closer. One example of a
song that has been used in the course is the African song “Siyahamba”. It is a song that is widely known in various places of the
world. “Siya-hamba” is a song where comic gender stereotypes are
reproduced (and can be questioned) with the men gathered at the
one side of the circle and repeating dynamically one word of the
song (hamba), while the women repeat with a high-pitched voice
but quite soft another word of the song (kueko).
Through the mPPACT Course, participants are continually called
to devise short performances on various social issues that are dis-
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cussed between the group. Music can have a particular role in
these devised performances, either in the form of singing, sound
effects or performing on an instrument. The lack of words and verbal communication can very successfully be replaced with music
and movement. Singing a melody, phrases from a song, using one
or two instruments to produce sound effects are often stronger in
communicating meanings than words.
Music can act as a background in various activities. It can discreetly present when participants are working on creating their life
maps or it can be un-noticeably there during the final phase of the
course, where the participants select their object-symbol for
mPPACT and creating the mPPACT sculpture at the end of the
course. Music may help in any phase of mPPACT in order to reinforce the creation of the desirable atmosphere or transmit certain
emotions.

Some examples of improvising music
The notion of ordinary creativity, the creativity of the ordinary person, the
creativity of any person,
is adopted in this course.
Since creativity is not an
all-or-nothing phenomenon, it can be encouraged and facilitated for
all. mPPACT focuses on
the encouragement of
the creativity, criticality
and imagination of its
participants in all the
spectrum of arts.
Musical
creativity,
mainly through the activity of musical improvisation, is apparent in the
course. Musical improvisation is defined as the spontaneous creation of
music with no intention to review or improve and it combines performance
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skills with communication of emotions. It can emerge from spontaneous
response to other participants/musicians or from response to a given or
chosen stimulus (verbal,
visual, etc). Sound effects, music and movement, all are explored
through improvisation, in
order to communicate
meanings to others.
From the very first
stages of the mPPACT
training sessions, music
can act as a means to
help the participants, both
teachers and students, to
get to know each other through improvisatory musical activities in the circle. For example, participants may introduce their names through rhythmic
patterns moving concurrently on a steady beat. In another instance, participants may be asked to think of something that characterises them, a
short phrase, and, while following a steady beat with stamping, they speak
out their phrase using a variety of pitch, tempo, and voice timbre. In both
exercises, the rest of the circle repeats the words, movements and actions
of each participant.
If the course is offered to music students/music teachers, it can take a
more central role as a ‘performing art’ form in its own right. mPPACT may
facilitate various improvisatory exercises, parallel to drama improvisations
or totally independent, which are not possible to take place within a nonmusic students/teachers group. Some examples follow on how we can
integrate musical activities with drama or visual arts,in groups where we
have participants with musical skills:


Participants with musical skills may be asked to improvise on their
instruments using participants’ life maps as a stimulus and source
of inspiration. It is amazing how successfully musicians can convey
the meaning of the life maps and come up with improvisations that
‘describe’ in a musical way the emotions and moods represented
in colours and shapes on paper. The activity is even more interesting when there is a sequence of three contrasting in colours,
shapes, moods life maps. Similarly, musicians can turn to music a
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still image made by their co-participants, trying to transform visual
stimuli to sound, and still manage to express the same meaning.
Taking the above one step further, musician-participants may be
invited to create their life maps using music, a musical map, instead of either drawing or dramatic forms.
Music can have the role of the guest star in a drama activity where
a pair of participants improvise theatrically in front of the group and
two musicians undertake one member of the pair each, the aim being to follow or even lead his or her action with musical improvisations on instruments.
Music may act as a means to ascribe musically very significant social issues taken from each country’s history. A sequence of photos dealing with social issues like, for example, war, disaster, refugees and death may act as a stimulus for free group exploration
and improvisation by participants performing on various instruments, without any prior preparation or rehearsal as a group. This
was the case in the Cyprus training course. The photo/music sequence of social issues can have a tremendous effect on the audience and can communicate feelings and emotions, even stronger
than verbal forms of communication can. Music in this activity is
not participating as an accompaniment for the sequence of photos
but as an equal partner integrating with visual arts in order to explore artistically a social issue.

Concluding remarks
As already mentioned, music is a very significant component for the project, as its use is embodied with mPPACT principles regarding creativity,
imagination, exploration, improvisation, co-intentionality, criticality, and its
contribution to the project’s aims is invaluable. The integration of music
with other art forms reinforces the methodology of mPPACT in enabling
the participants to discover, articulate and communicate their concerns,
their experiences and their meanings to others.
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Nine:

THE CASE FOR LEARNING
FROM THE EXPERIENCES OF
EARLY YEARS
Dr. Nick Owen

It is widely acknowledged that the Early Years practice of the pre-schools
of Reggio Emilia, Italy, leads much contemporary theory and practice in
the field of creative development in early years education across the
world. Reggio theorists frequently allude to the work of Bruner, Freire,
Dewey and Gardner in their writings; Reggio practice has arts, creativity
and the relationship of self to community at the centre of its pedagogy.
Whilst the field is problematic and contentious, its foundation on the following principles means that it is closely aligned to the principles that underpin the mPPACT programme:




Children are seen as competent learners who are resourceful, curious, imaginative, inventive and possess a desire to interact and
communicate with others;
The curriculum has purposive progression but not scope and sequence. Educators follow children’s interests and do not provide
focused instruction in reading and writing. Children’s learning is es-
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tablished through interaction with others, including parents, staff
and peers in a friendly learning environment;
The aesthetics of learning spaces are an integral part of respect for
the child;
The arts are used as a symbolic language through which children
express their understandings of their world; their peers, their families and their communities;
The visual arts are used as tools for cognitive, linguistic, and social
development and the presentation of concepts and hypotheses is
elaborated in many forms, such as print, art, construction, drama,
music, puppetry, and shadow play. These are viewed as essential
to children’s understanding of experience.
Documentation is an essential formative tool in assessment and
advocacy: documentation of children’s work in progress is viewed
as an important tool in the learning process for children, teachers,
and parents;
Teachers act as recorders (documenters) for the children, helping
them trace and revisit their words and actions and thereby making
the learning visible;
Supporting and enriching children’s learning through in-depth,
short- and long-term project work, in which responding, recording,
playing, exploring, hypothesis building and testing, and provoking
occurs.
Projects are child-centred, following their interest, returning again
and again to add new insights;
The role of the teacher is first and foremost to be that of a learner
alongside the children. The teacher is a teacher-researcher, a resource and guide as she/he lends expertise to children;
Teachers are committed to reflection about their own teaching and
learning. Educators see themselves as a provocation and reference point, a way of engaging in dialogue starting from a strong
and rich vision of the child;
Children, teachers, parents and community are interactive and
work together, building a community of inquiry between adults and
children. Communication and interaction deepens children’s inquiry
and theory building about the world around them; children thus acquire deep-seated, sophisticated skills of critical thinking and collaboration.
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Whilst the UK phase was initially conceived of as working in primary
schools, there is a case to broaden the focus of future mPPACT programmes to draw on Early years experience from future partners. The extension of the mPPACT project into the Early Years phase would
strengthen the programme and will demonstrate that the model is robust
enough to work across all educational phases and be capable of including
all groups of learners, of whatever age.

An mPPACT case study: Apple Tree Children’s Centre
Apple Tree Children’s Centre is described by the OfSTED school inspectors as a setting which:
Serves a very socially and economically deprived area… … Children’s standards on entry are very low. The school offers either
morning or afternoon sessions for most children, though a small
minority of vulnerable children stay all day. Around ten percent of
the children have learning difficulties and/or disabilities. There is a
growing number of pupils with speech and language difficulties.
(OfSTED, 2005)
This centre decided to form a Creativity Task Group, its role being to
lead In-Service Training and take responsibility for Creativity within the
centre. Its hope was that mPPACT training would be able to contribute
considerably to its development.
Two teachers: Dianne worked with 4-5-year-olds, and Jenny with the 0-4
age group. Encouraging parents to be involved was important to the centre and links into the recommendations of OfSTED. This offered another
dimension to the mPPACT programme: to provide opportunities for cointentionality between the setting, the children and their parents. Parents
were encouraged to come to an ‘In-School Event’, and taste a range of
activities outside in the school grounds. Teachers and helpers demonstrated activities with which the children had been involved during the
mPPACT phase. These activities included the following:
Floor Art: Following the theme of moving away from the more conventional
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creative activities with which children of this age are involved, chalk drawing on the paved area of the garden replaced paintbrushes and paper.
Children sat with the visitors and drew on the floor. Away from the chairs
and tables of the classroom, children not only drew but also incorporated
the environment around them within their pictures. Stones, leaves, lines in
the paving, etc, all came together to create their ‘art’. When the children
wanted to start again, they simply collected water in little buckets and
washed away their chalk markings.
Den Making: In an attempt to forge relationships with children’s fathers,
children had been involved with activity during their mPPACT work, and
were able to lead a large proportion of this activity with their own fathers.
The confidence children had gained from activities led to co-intentionality
in them being able to show and share activities with their parents.
Material: One area of the garden was strewn with a range of material.
Many colours, patterns, shapes and sizes were there and children were
able to demonstrate to their parents how they could ‘dress up’ with the
given pieces. During their mPPACT work, the children had been encouraged to move away from the traditional dressing-up activities (where rolespecific uniforms and costumes were provided - doctors, firemen, nurses,
etc) and to take ownership of the roles they were assuming through the
material. Again, thanks to their prior experience of this activity, the children
were able to demonstrate their imagination and creativity to the visiting
adults who were certainly unfamiliar with this different approach to the
more conventional ‘dressing-up’ activities. What is described here could
be seen as a simplified version of the use of prop work as described in
Cyprus. Although on a very basic level it is making an early attempt to
stimulate natural spontaneity and creativity: the symbolic use of props
gives a sense of the unexpected, the non-predictable…. … A piece of
cloth can be a bouquet of flowers, a grave, a river, etc.
The use of Story-telling was also a critical factor in the success of the
mPPACT programme at the Centre. Working with the families beforehand,
a favourite story was chosen and performed by the children as it was read
by Jenny. At various points, the children were asked questions by Jenny
and the audience to explore how the characters might be feeling at that
time. Occasionally, Jenny would give audience members a role to play
and the children would have to involve them in the proceedings.
The performance was repeated throughout the day with different
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groups of children and different audience members. Each performance
was different and a lovely moment occurred when all the ‘cast’ decided
that their characters would run off into the trees and bushes that formed
part of the school grounds. As Jenny sat there with the audience, she
calmly shrugged and said that she was sure the ‘characters’ would make
their way back at some point - “I hope”. The children performed alone, out
of sight but still in earshot, and then returned at an appropriate point to the
performing area. This was a clear demonstration of how comfortable the
children had become with the child-centred work. There was clear structure and boundaries to the activity, but the children knew that they could
take control of the direction and content. The children responded in role to
these questions. This could be seen as a form of basic interactive theatre.

Outcomes



‘In-School Event’ was well attended by parents.
Children enjoyed sharing their work with the visitors and developed
children’s confidence, creativity and ability to take control.

Although each activity had a leading adult, the children were clearly at
the centre of the work by performing, instructing, sharing or working with
the visiting adults.
Neither the children nor the visiting adults had any idea that they were
involved with the mPPACT methodology. This didn’t matter at all. It was
there amongst all the creativity and child-centred activities. In previous
evaluative discourses, some credence has been given to whether participants can communicate what mPPACT means to them and what understanding they have of the mPPACT methodology. Perhaps one significant
outcome of working with such young children in the UK phase is that we
as evaluators relied less upon how the participants could communicate
verbally and more upon what was actually demonstrated. Photographs
and video evidence were gathered by us at their event, which enabled
Jenny to contribute with a presentation at the main event.
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Ten:

ON THE EMERGENCE OF NEW
CREATIVE FORMS
Dr. Anna Tsichli

Along the road of the
mPPACT programme, there
have been several words
that have empowered, puzzled and been revisited by
the mPPACT team. Words
that have been used in the
workshops, words that have
been reshaped and then better understood. Amongst
them,
the
words:
cointentionality,
creativity,
imagination, criticality, ownership, collective growth.
These have been crucial to the essence and the potential of the programme itself.
Putting all the pieces together, the above-mentioned words character-
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ise and define the performative nature and dimension of the mPPACT
methodology. The ‘sharing’ of different social experiences, cultures,
disciplines and artistic expressions which have been
central to the process could
only be possible through the
understanding of all the
above. And then again, the
quest for everyone involved
would be to find a way to allow a collective artistic form
to emerge, a form that could
achieve and represent the
critical understanding of the
‘other’ (even within him/her)
and therefore foster the learning abilStories about kids bullied at school,
ity through creativity and imaginastories about missing sons after the
tion.
partition of Cyprus, stories about
The mPPACT team of educationfathers who fought in the war in
alists and theatre practitioners has
Afghanistan, stories about relationworked co-intentionally over the
ships with parents and kids, stories
three years to devise this pedagogiabout alcoholic cousins, stories about
cal practice that could incorporate
raped and abused girls, stories about
creative expression, mostly through
loss, stories taken from the everyday
world of us and of our pupils: all these,
performative principles, in order to
and more, kept emerging in the
present, question, understand and
mPPACT practical sessions for three
reshape the contemporary social
years. Oppressed and secluded
realities of the teachers (mPPACT
people, unheard voices, stories half
training participants) and their pupils
articulated, unfinished wishes, pieces
(learners).
of this world that were unravelled and
The creative process develops
shared.
through the exploration and exSo much more to be said. So much
change of the skills of the members
more to deal with. So much more to
of the group (both teachers and pucome out. The knowledge and the
pils). The process aims at the sharsharing of these stories could provide
ing and development of the creativa new approach to the way we react
ity, the imagination, the criticality and
to what we experience, to what our
the communication abilities of the
kids experience.
participants as well as at the awak-

116

ON THE EMERGENCE OF NEW CREATIVE FORMS

ening of their awareness of themselves as active members of their community in order to challenge and question the prevailing orthodoxies.
During the four cycles of the mPPACT implementation in the four countries, different artistic forms emerged, each time depending on the participants (mPPACT trainers, teachers and pupils – age, politics, culture, social background).
With this in mind, the mPPACT team had realised the need to discuss,
explore, exchange and experience creative skills from the start, and certain
key exercises took root as fundamental and core activities in the training. The
example of the Life Maps is indicative of the various forms (music, painting,
oral account, metaphor) and the various levels of involvement and creativity
(the participants have the right to keep parts untold or otherwise expressed)
as well as of the awareness (social and personal issues) that can be engaged
in the process.
The idea of ownership in the creative process is a key element to the
evolution of the collective artistic form, together with the need to express
and communicate certain ideas and experiences expressed by the group.
In chapter 3, page 54 of this book, we read that:
“We began to invent, to share and develop our collective abilities and creative imaginations and share the skill of critical analysis
as praxis. We began by experimenting in using these various skills
in the representation of our individual and combined life experiences. [… …] We began to identify that theatre, in its broadest
definition, is both an artistic medium for communicating and questioning human experience and also a conscious and deliberate
educational and social force for change, which creates cointentional dialogues for the exploration of our being and for our
praxis of becoming. It repeatedly posed us the questions;
who/what are you, who/what am I and who/what are we in the doing of things?”
During the Greek phase many theatre techniques, like hot seat, and still
images, were used during the training. They featured in the presentations
of the pupils and also in the collaborative workshops run by the participant teachers in the mPPACT event at the end of the whole course. In
Cyprus there was an emphasis on music - even in the presentations of the
life maps by the participants to the rest of the group. Furthermore, reflection on the first mPPACT phase led Cyprus to the use of more elaborate
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theatrical elements (costumes, props, use of space, metaphorical expressions, etc). Props had already been used symbolically in a range of activities and this continued throughout.
Within this process of
the discovery and encouragement of the different
artistic forms that come
together in the mPPACT
process, it is important to
realise that the role of the
educationalist is to inspire,
to give impulses and suggestions and also to draw
back and let the diverse,
innovative, creative artistic
forms and tendencies develop within the group.
It remains to point to a
key ingredient in the evolution of new forms through
improvisation and workshop
processes
like
mPPACT. And that is culture. Each participant,
each pupil of that participant back at their school, will have brought with them a different ‘baggage’ of lived cultural reality and context, different perspectives. If
‘allowed’ and given space and credence, the contribution of these to the evolution of new and ‘owned’ forms cannot be underestimated. This is crucial.
The forms and modes of artistic expressions that emerge mirror and
represent collectively the cultural realities of the students. This process of
sharing and exchanging celebrates co-creativity, freedom and transformation. It is also vital that in the process of developing and bringing those
forms together to produce a presentable result (a video, a public performance or a small-scale presentation in the classroom), the meanings and
the ideas walk along with the artistic forms. The creation of stories plays a
key role to all performative arts and forms of creative expression. Costumes, setting, props, light design, singing, dancing, music, masks, video,
photography - they all stimulate the senses and reflect the context. Spatial
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awareness, interactivity as well as distance from audience (use of a stage,
a screen, a classroom, etc) become means and forms to symbolise, imply
or clearly point out meanings and create dialectics.
They all have to be clear choices that have been made, and thus
owned, by the group. All of these often create disturbance or appeal to the
unknown territories of the audience’s mind and senses, sharpening the
context and making the representation a learning process in itself.
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PART THREE:
practical considerations
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PRACTICAL CONSIDERATIONS:

ACTIVITIES – EXERCISES ‐
TECHNIQUES
Nikos Govas

What follows is a few of the activities, theatre exercises and drama techniques used while working with mPPACT methodology.
As emphasised, mPPACT is not a series of specific exercises; rather, it
is an attitude, an approach which affects the manner of implementing often familiar exercises (those that follow or other). So, those who want to
make use of the exercises and techniques to develop their own mPPACT
activity, workshop, or even a whole project, are strongly advised to read
carefully the aims and objectives of mPPACT, its course description and
its methodology in previous pages of this book.
The exercises below are listed under categories as:
1.
2.
3.
4.
5.

Communication, co-intentionality, trust
Exploring body language and skills
Exploring attitudes and issues
‘Self’ and the ‘other’
Monitoring and evaluation
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The above categorisations are only indicative as most of these exercises can easily fall into more than one category.
Most of these are very familiar and commonly used exercises and/or
games. They belong to a much bigger tank of exercises and activities
used all over the world by drama teachers, in acting schools, by devising
theatre companies or simply by children playing in the streets, of course in
variations and for different purposes in each case. As such, we believe
that all children and theatre/drama practitioners may claim ownership.
Nevertheless, depending on how and why (aim) they are used, a combination of such games/exercises can develop into a meaningful and purposeful ‘drama activity’. Furthermore, a combination of such drama activities within a theoretical framework may develop into a coherent ‘strategy’
or ‘methodology’.
It is beyond the scope of this book or of the mPPACT training to explore performance skills exercises in any significant depth. Teachers are
not expected to be or become theatre directors; however, many of the exercises described below also have a skill training aspect and function; for
example, status or still-dynamic images exercises. The dynamic images
may function both as research tools and as a
discrete performance
form in itself.
These exercises are not designed or described here as a cookery book
– to be followed slavishly. The good cook and the mPPACT trainer will
adapt to each
circumstance: thus, a particular group of teacher-pupils
will evolve its own version of an exercise.
The mPPACT methodology encourages this.

COMMUNICATION, COINTENTIONALITY, TRUST
“Everyone who…”:
This is a nice energiser exercise. It may start as ‘the fruit salad’ game and
then develop into a ‘getting-to-know-us-better’ activity. The members of
the group sit on chairs forming a circle. We choose three fruits (banana,
pear and strawberry). Each participant in turn chooses the name of one of
these fruits. The facilitator, standing in the middle of the circle, names one
of these fruits. Those who have chosen the name of this fruit stand up and
seek another chair to sit on. The person who remains in the middle of the
circle takes the lead and continues the game by naming a different fruit;
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he or she can also say “fruit salad”, in which case all participants should
change seats. There is one restriction: those who seek another chair to sit
on may not simply move one step sideways to a vacated chair next to
them.
Continuing the previous game, he or she who remains in the middle
calls “everyone who…”, adding a characteristic he/she has. This characteristic can be something random or can refer to moods, tastes, life style,
such as “everyone wearing black…” or “everyone who likes swimming in
the dark”, etc.
Comment:
This exercise develops gradually and turns from a simple game that favours movement, creates a pleasant atmosphere, breaks the ice among
the participants into a game of revelations as members of the group get to
know each other better. At the same time this exercise helps the group to
synchronise and co-operate and activates the directness/immediacy of
drama communication.
Importantly, It can also be used to express or identify different attitudes,
interests, responses and in an evaluative mode expectations of, say, the
forthcoming workshop. (See ‘Monitoring and evaluation’ below, and chapter 5.)

“Three truths and a lie”:
All sit on chairs forming a circle. Each one pairs with the person sitting
next to him/her and exchange information about their lives. The task in this
exercise is to present each other to the group, saying three truths and one
lie about him/her. The other members of the group have to find out what is
true and what is not.
Comment:
Through this activity the persons in each pair get to know each other while
using their inventiveness and their expressive presentation skills. In addition, this activity aims at getting to know the others and self-concentrating
a) when the person next to us is giving out information and b) when the
truth and the lie are presented the members of the group are required to
listen carefully and guess what the lie is. Additional objectives are activat-
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ing the participants’ imagination having an introduction to presentation
skills.
The better the presentation by the members of the pair and the more
imaginative the lie the pair chooses to say, the more difficult it is for the
group to guess right, leading to a pleasant and euphoric atmosphere.

“Leading the blind”:
There is a great number of ‘blindfold’ exercises used in many different
ways by facilitators for a range of purposes, including trust and, its opposite, power.
The group divides into pairs. A is the ‘guide’ while B is the ‘blind’. B
touches with his or her palm the palm of A and is left to be guided in the
room. The general direction is that everything is done in absolute silence
and with no colliding with other pairs. The game may also develop, as long
as the ‘blind’s’ trust is gained, in a touch game. A encourages B with
movements to feel an object; the ‘blind’ takes as much time as he or she
needs to discover what this is. The guide can change the rhythm of the
movement in the room (slow walking, running) as well as the level of
movement (standing up, crawling and lying down). Then, the exercise is
repeated with the ‘guide’ playing the part of the ‘blind’.
Furthermore, pairs may change.
Variation:
The participants, with closed eyes, one behind the other in a ‘blind train’
fashion, with music accompaniment, leave the room and move into another room or outside in the open yard or field. They may be leaded to
touch objects, to identify partners, to feel trees, hear sounds.
Comment:
In this way the group becomes aware of the different levels of communication existing between the pairs. With subtle movements, the ‘guide’ can
make this change in a way that the ‘blind’ does not realise it. In general,
fast communication and dexterous change can be achieved in groups that
have acquired some coherence or are constituted of relatively experienced members.
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Moving into another room or work-space in this way is a positive beginning for ‘group’ formation as it requires self-concentration and the sense of
complicity. It helps too bodily, emotional and mind liberation. The participants ‘unconsciously’ left at the ‘entrance’ of the room their daily concerns
and thoughts, they empty their mind of every-day, routine thoughts, and
they became open to accepting their new ‘role’ in this small and new
community within the room.

“The energy sticks”:
1.

2.

3.

The group is divided
into pairs and each
pair takes a stick (best
bamboo sticks approximately
1.5-1.8
metres long) and holds
it between their palms.
They walk around trying to keep the stick
from falling down.
Moving around leads
to moving the bodies in
different rhythms and
levels; in the meantime, the members of the pairs develop communication between each
other and they exchange energy and trust. At first this exercise is carried out with open eyes, then one in each pair closes his or her eyes
and the other takes the lead. In the end both parties of the pair have
their eyes closed and all levels of relaxation, communication and
creativity that the pair has reached are put to a test.
More pairs are joined together and continue the exercise; their level of cooperation and energy exchange is disseminated in the
group.
In couples again. The facilitator asks the pairs to leave the sticks
aside and continue with the exercise as if they still hold them. In
order to keep the same distance between them the two parties of
the pair need to be highly concentrated.
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The ‘all as one’ complicity exercises:
a) “Moving or stopping together”
All move in the room following the ‘stop’ and ‘go’ directions by the facilitator. After a while they try to stop and start at the same time without anyone calling any signal and without anyone leading.
Variation:
It helps if the facilitator tries the “only one move” or “only two move”
exercise before the above. Sometimes it may be better just to launch
into the task of all stopping at the same time without ever any stop/go
instructions. This develops the listening and feeling, awareness of
body and presence of others in a space.
b) A step from the circle:
All stand in a circle. The task is that at a signal (more difficult without
any signal) either all take a step forward at the same time or all take a
step backward or all remain in place. This exercise can be tried with
eyes closed and may have a ritual, ceremonial character.

“Touch the four bases”:
Four chairs are put in the room to signal a rather large square. All members move in the perimeter of the square, and, with a facilitator’s signal,
freeze in a position. They need to remember the exact position/posture of
their body at the exact spot. With a new signal they have 30 seconds to
move around trying to touch all four chairs (‘bases’) and return to their initial spot and original posture without touching anyone. Then, the same
procedure is repeated but now they have only 20 seconds to touch the
‘four bases’ and return to original positions. The same must be repeated in
10 seconds. As this becomes more difficult, facilitator allows 30 seconds
to the group to discuss what the best way to solve this issue is.

mPPACT manifest

127

“The river”:
Role-playing is used in this activity. Facilitator draws two parallel lines on
the floor symbolising a river. He explains that all live in a village lying between a mountain and a rough river. Each one must think who he/she is
(gender, age, profession, and relation to others). They all speak of himself/herself to the rest of the group. Facilitator informs them that a huge
fire has burst on the mountain and is moving very quickly towards the village. There is no escape. The only solution is to cross the rough and dangerous river. No-one can do this on his/her own without help. ‘Villagers’
are given 30sec to remember
who the rest are (their identity).
A group of six teachers from the Danish
Now all must co-operate in
school in Assentoft moved their entire
order to cross the dangerous rivclass of 55 pupils to an open area outside
the school building, setting it up to repreer.

“The fairground”

sent a refugee camp. The pupils took on
the roles of refugees while the teachers
acted the parts of the authorities – social
workers, police, Red Cross officers.
For a full week – during school-time – the

This is essentially a problempupils were living as refugees with limited
solving activity using the teacherresources of food, clothes, water, books,
etc. There was no electricity and indeed no
in-role technique.
internet access and mobile telephony. A
The teacher and all particilot of the time there wasn’t much more to
pants work in role as a solution
do for the refugees than just waiting and
to a problem is sought. Small
being checked by the authorities.
fairground
based
games/activities help set the
After that week the pupils were working
scene at the very start which
more engaged than ever with subjects that
also highlight how much the parrelated to issues of refugees across the
globe: geography, politics, history, interticipants know about fair-grounds
culturalism, international affairs. etc.
collectively.
For the remainder of the activAlthough this Danish example was not
ity, the participants work in 7
undertaken for the same primary and
groups and the relationships
thematic purposes as the fairground, it is
within those groups are estabworth considering the parallels between
lished and explored early on.
the two project-based activities.
They are the owners and operators of one section of the fairground, e.g. The Haunted House, The Big
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Wheel, etc. In role as the manager of the fairground, the teacher introduces a problem that has to be solved. Essentially it is a problem that requires one of the 7 groups to leave the fairground unless an alternative
solution can be found. Using resources provided by the teacher that include letters, scale versions of the fairground site, statistics, charts,
graphs, profits, etc, the groups must work together to find a way to harmoniously (or perhaps not)
solve the problem of who
should leave.
As the participants realise they need more information to make their decision,
the teacher steps back and
allows the group to formulate their own plans – perhaps surveys/polls are conducted,
meetings
held,
presentations delivered, etc.
There is no official ending
to this drama until the group
find one. The teacher can
support and give direction if it
is deemed appropriate, but
this works best when the
group get that real feeling of
being in control of the way in
which this project progresses.
Comments
Whilst this activity starts as a mathematical problem, many subject areas
can be explored as the project develops. This activity can be done in a few
hours or over a series of weeks, depending on the depth one wishes to
reach and the time available.
This is a safe environment for people to take on a character and behave differently.
The teacher leads the drama quite tightly to start with, but gradually
hands over the control to the participants as decisions made by the group
dictate the direction it takes. Many Citizenship- and family-based issues
can be explored using this activity.
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This does not necessarily need to be a fairground. Different scenarios
can be constructed according to any particular theme and issue to be
studied and explored by a group of learners.

EXPLORING BODY LANGUAGE AND SKILLS
From image to concept or story:
In these activities participants make use of their bodies (trained to be as
expressive and dynamic as possible) to create images without any concepts or themes given to them beforehand. The images created may later lead them into concepts, issues and stories. So, it is a ‘from image to
concept’ activity.

“Aim for spaces! (A4S)”
This is one of the many ‘freeze-go’ exercises that may develop into more
complex drama activities. Participants move around the room (no bumping), aiming for the spaces between them – like bumper cars in the fairground – following the sound of a drum or tambourine. When the drum
stops, all freeze into a random shape or image. They are encouraged to
make use of all space available and of ‘the low, medium, high levels’, i.e.
lying on floor, sitting, standing. No other instructions are necessary at this
stage, as the focus is to help bodies change from a passive ‘everyday’
body to an energetic ‘expressive’ body and, most importantly, to be able to
maintain this expressive body when motionless in the still image. Participants are invited to inspect and later discuss these images and their potential meaning: since ‘every picture tells a story’.
Occasionally, and in order to have minds also alert, the instruction may
change into “freeze when the drum beats and move when it is silent”.
Further, when the drum stops, everyone has to follow the instructions,
such as “two shoulders together”, or “three noses together” or “five backs”,
which lead to touching and even more complex images. The exercise also
introduces a method of dividing into random sub-groups for future exercises.
Developing this activity, when the drum stops participants are invited to
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freeze in relation to other partners to create more complex images. One
needs to react to the bodies of the other participants who are moving or
dancing or are present in the room.
Comment:
Making use of the space (stage) and different ‘levels’ are performance
skills that may be used while participants are asked to create small
scenes.
The ‘everyday-passive body’ turns into ‘stage-expressive’ and achieves
higher levels of alert while moving according to the rhythm of a drum.
When it freezes, the image carries all the energy the body had when moving and is ready for the next action (‘potential energy’).
This exercise (and ‘holiday photo’ below) is often useful in introducing
the notion of meaningful still pictures as depictions of relationships or as a
starting point for narrative explorations.
It also can be used to introduce further, more focused or sophisticated,
still images exercises, or to generate spontaneous expressions of a current mood (personal and group dynamics). Participants show their emotions, their moods and communicate among them in the room through an
interactive process. The starting point for this situation is the body dynamic that sparks the passing to the sphere of imagination and to ‘think’
while acting.
It is of defining importance for the facilitator to be experienced for the
development and best possible use of this exercise which can be turned
into a form of synthesis. A prerequisite for this is the appropriate choice of
body attitudes that will encourage the others too to give answers with a
creative and expressive zest.
Alternatively, the facilitator asks the group to create a ‘holiday photo’
in a ‘still picture’ form. Either in plenary or subgroups, this may be done by
using the ‘one-at-a-time’ technique: for example, the ‘daughter’ enters first
and sits on a chair facing ‘the cameraman’. One-at-a-time, all other family
members take their place within the photo frame and in relation to those
already in the picture. The photo freezes and the audience are asked to
recognise relations, identities, power structure.
Further development may lead to Moving the picture: With the facilitator’s signal, i.e “move”, all in the picture move slowly (in slow motion) for
only a few seconds until they freeze again. This can be done with facilitator’s signal, i.e “pause”, or, in case of well-trained group, actors may start
and/or stop at the same time without any signals (see other complicity ex-
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ercises). The audience is again asked to recognise new relations, identities and possible stories.
This goes on with more “moving” and “pausing”. Those within the action
always consider the comments received by audience. (See also still pictures, below.)

Playing with status
1. High-Low: Half of
the group is playing “high status”,
“the powerful” and
looking up to the
rest. The rest of
the group is playing “low status”,
“the suppressed”
and looking down.
All move around
the room interacting and maintaining their status.
Then, still in their status, they work in pairs, improvising little dialogues.
2. Several status levels: Every group member selects secretly (use
playing cards) a level of power from 1 to 10, 1 being the lowest and
10 the highest. The exercise may vary whether participants know
or not their own level of status:
a. Knowing own level. All know their own status number. All
walk around, meet with others and greet each other, keeping the level of power chosen. Then, all group members silently form a line finding their place one beside the other
depending on their level of power. The facilitator asks “Who
are you?” and “Why are you in this position?” The people
defend their choices by supporting the role they choose. If
they are not convincing enough, they can trade places with
the person next to them, etc. “Disputes” within the group
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occur mainly at the higher status levels. Some may climb
on chairs and other furniture so as to move upwards to
higher status levels. The people last in the row, with the
lower status, may have lowered their shoulders and by the
end of the row they have kneeled.
b. Without knowing own level: All hold their card up above
their heads in such a way that it becomes visible to all. Nobody knows his own card, but then everybody else knows
their partners’. The participants may walk in the room and
appraise each other according to the status of each person.
Task: similarly as above, to determine position in a common hierarchy.
3. Shifting the status level: The group works in pairs. Each member
of the pair is secretly given a status level (from 1 to 10) to start
with. Pairs start improvising small scenes with very little data (example: “married couple during breakfast”, or “waiting for the bus”,
etc). During the improvisation they should shift slowly their status,
either to higher or lower level. The well-known exercise Master &
Servant may help exploring several level statuses and the shifting
as the “master” asks the “servant” to bring him/her a cup of tea.
The more obvious case is to play this with the master playing high
status and the servant low. Try the opposite.
Comment
Status exercises form a large part of actor training, since most dramatic
scenes have to do with characters shifting and competing for status. It is
useful also to work in pairs exploring shifts in status. Several types of
masks (neutral or commedia) can be used in status exercises as the
status level may be portrayed not by facial or verbal expressions but by
body posture.

EXPLORING ATTITUDES AND ISSUES
In these activities participants are given a concept or an issue and then
they are invited to create still, dynamic or moving images.
Images develop from given concepts. As in similar activities, everyone is walking while the drum is drumming and stops when this stops; the
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facilitator utters “sea” (or “family”, or “immigration”). All assume a dynamic
image related to the word.
Comments: Participants may portray “the sea” in a rather naturalistic representation, i.e. miming playing in the sea, diving or imitating swimming,
but through this exercise imagination could lead to “associations”, i.e.
body image may express the terror one felt when in a diving accident (expressionistic forms are best in this exercise).
Similarly, participants, individually or as a group, are invited to use still
but dynamic images to non-verbally express their views or feelings on certain issues, i.e “use bodies and props to create a sculpture to express your
view on childhood, or on schools or on education or a classroom where a
child-centred method is applied …..”, or “use props to create a sculpture
and take a position which represents your feelings and/or thoughts in relation to the sculpture and to other participants”, etc.
The above activities may also use “Thought tracking, Replacement
and Hot seating” for a better understanding of the topic. The facilitator
may freeze the action and touches one “actor”. He/she may speak out
“who he/she is”, “what he/she is doing”, or may verbally address directly a
“co-actor” on stage. This “thought tracking” or “hearing the inner voices”
technique can also be used as a “character development” exercise as new
elements of the “character portrayed” may be developed. In other cases
the “replacement of role/character” may be used. Audience is asked to
enter the scene, take the place of a character and propose a new movement – development (see more in A. Boal’s “forum theatre” method). “Hot
seating” is a technique where an actor takes a seat facing the audience,
which asks questions. The “actor” answers “in role”.
Comments:
1. This technique serves the following objectives:
a. It continues the technique of the dynamic images that proceeded, expanding its usability;
b. and it creates a need for performing synthesis through images, with theatrical economy and aesthetics, and helps to
clarify (visual) meaning.
c. It serves as a tool for research and a stimulus for the group
to investigate a topic and express its views. It is an alternative way to assess the views of the group as these are
mapped in the construction of the image
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d.

for the facilitator is a tool to help him or her understand
where the group stands on the given issue
e. it provides a language for its development.
2. Issues related to the exercise of power and social stereotypes
are usually obvious in the image formed and can be used for
discussion or further visual exploration.

Still pictures I:
This follows any of the freezing in a position (still picture) or body sculptures introduced above (A4S, etc). A participant or group of participants
takes up a position as a frozen sculpture, or is moulded like clay by other
participants to illustrate a
concept, idea or problematic
issue. This could be in response to the facilitator’s instructions, or a spontaneous
expression of the participants’, depending on the
workshop context. It may be
symbolic or naturalistic. Having already used these exercises to hone visual narrative
and pictorial skills, we can
now examine the images and
discuss their meaning. They
can be altered to refine the
problem, show another aspect, or indicate a solution in
the style of Boal. As ever, the
discussion may be more important here than the picture.
And they may lead to action. A sequence of pictures may be the basis for an improvisation that
further explores the given issue. A sequence of still pictures, like a story
board, may be devised to chart a passage, like stepping stones of meaning, through an otherwise improvised scenario.
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The potentials of this exercise are limitless, since it offers a separate
language of expression and performance.

‘SELF’ AND ‘OTHER’
The mirror exercise
The group is divided in groups facing each other. In the simpler version of
this exercise one person leads and the other follows. In this version, pairs
are asked to begin by sitting cross-legged opposite each other on the floor
and, maintaining constant eye contact, to
move simultaneously in
slow movements in the
beginning
with
no
‘leader’ discernible.
Comment: The facilitator observes the pairs to
confirm that this condition is observed; that is,
there is no leader discernible with both parties on equal terms.
Success is based on the
undivided concentration
and focus on what they do and in communicating with the eyes. Subtle
signs and whispering disorganise rather than promote communication.
Development: After the pair achieves an implicit mutual agreement in their
movements, they may move to other levels vertically, horizontally, and they
can touch each other. The movement develops into free movement, similar to
dancing, with each partner dependent on the other for balance, positioning,
etc. When communication has been achieved and the pair moves in the room
spontaneously and inter-dependently, the facilitator calls the pairs to join up
and they, in their turn, keep on moving in groups of 4 leading when appropriate and possible to 6 until all participants work and move together, still appar-
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ently with no leader. Then the process is reversed, back to 6, back to 4, back
to 2 resuming their original sitting position.
Comment: This exercise is a body dialogue through which we explore
space and we function on the basis of equilibrium. As it progresses, this
exercise takes a theatrical form that derives gradually from the pairs and
the groups. Without any prior preparation, the groups move in harmony
and at high co-operation level. Using the appropriate music is very helpful
in facilitating communication, co-operation and aesthetic outcome. For the
exercise to work there must be no verbal communication or winks and
nods or silent physical instructions between the participants. The exercise
is useful for concentration and focus purposes in preparation for the next
‘life map’ exercise.

From the individual to the social: The ‘life map’ activi
ties
This working method of
mapping personal stories
is based on the view that
it is not possible for the
participant to understand
and change the world if
he or she cannot understand the situation he or
she is in. It is not possible to face reality and
reach critical awareness
if he or she does not
start scrutinising who he or she is - his or her own identity. Realising his or
her reality leads, in the end, to a realisation that helps the individual take a
critical stance towards the relation system around him or her, so that
through dialogue communicate with the others and move from the individual to the social level. ‘Self’ and ‘other’ constitute basic concepts defining
our course at all levels of our lives. If we consider nothing given and the
world changeable, the journey to critical approach and change can be effectuated after we manage to get to know ourselves. And, “we cannot
transform the world if we do not transform first our own selves”.
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This work on Identity is central to the mPPACT strategy. We have our
public face and our private self and both exist in relation to our behavior.
Our self view, our world view and our perception of the other are central
elements and considerations in terms of our learning and our individual
and collective action and development.

1)

2)

3)

4)

5)

6)

This working method usually develops in five stages:
Mapping personal stories, i.e. participants are encouraged to map key
moments of their
personal lives (using
drawing,
music,
speech, etc; see examples below).
Sharing, i.e. in small
groups of 4-5, participants share their
personal stories, trying to focus on the
most important/key
moments and most
importantly on the
social reasons that
caused them.
Creating and performing a new common story, i.e. participants, still in small groups, decide to portray a new story on the common or stronger elements of all
personal stories. The story created is performed to the rest of the
group.
Responding, i.e the audience comments on the performance both in
regard to its content and its form (asking questions and/or use other
drama feedback techniques).
Re-creating and developing of the story, i.e. participants consider audience’s comments, develop their research and sharpen their performance, which is again shared in front of the whole group.
There are various ways to trigger the mapping and sharing of personal
stories in order to create a new common story (stages A & B), such as
working with ‘life maps’, or by using an “object that has a particular
significance” for the individual or “the narration of a short story” that
has played a special role in his or her life, etc.
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Example 1: Drawing life maps:
1) Mapping of personal story: Everyone in silence (accompanied by
soft music) creates their own ‘life map’, as a drawing that represents
the core of their being, key turning moments in their life, decisions that
had to be taken, moments of justice – injustice, dreams, power, oppression, the journey about and through things that happened in
his/her life. In this life journey there is a beginning – the starting point
and the paths that life took until today. It could be paralleled to a river
that has a starting point and makes its course through obstacles and
deviations until the river flows to the sea. The sea is where we are
now.
The facilitator asks the elements that will be incorporated in the life
map to be articulated around the following questions: Who are you?
What’s your story? Which are the most important events in your life?
Which were the turning points in your life? Which events changed the
way you see the world? Who silenced your voice? What were the moments when you felt oppression, injustice, weakness?
Comment: It is one of the basic ways in which we can work on ownership and the reconsideration of our identity and history,50 the turning
points – points of changing course, that define us in our meeting with
the others and a way that helps reflection and analysis.
2) Sharing personal stories: Later, in groups of four or five, the personal life maps are shared. Key notions or issues from each one’s
personal life map are noted, creating a list. Then the group decides
which of these notions or key
issues they have in common or consider most important. They note two or three of these.
3) Creating a new common story and a small performance based on
a social problem which came out from sharing life maps. Each group
presents their small performance to the rest of the group.
4) Responding: Audience is asked to recognise the main aim and objec50

Ownership means that the student participates actively in the course to acquiring knowledge, as he or she has already contributed in each of this “meeting” with knowledge. Thus,
emphasis is placed on the participatory procedure and the interaction, while power relations between educator and educated are excluded. See Prentki, T. (2006) ‘Breaks of
Play’, in Govas, N., Choleva, N. (eds.) (2006), Theatre/Drama and Education: Creating
New Roles for the 21st Century. Proceedings of Athens International Theatre/Drama &
Education Conference. Athens: Hellenic Theatre/Drama & Education Network.
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tives of the story presented. Thought tracking, hot seating or forum
theatre techniques (action stops, a member of audience substitutes an
actor and performance is repeated) may be used to help the research
and development of the performance in terms of its objectives and
plot, style (depending on the art form used), acting skills (character
development) and, most importantly, towards disturbance and the
sharpening of contradictions.
5) The group is given more time to re-create its story and performance
and presented again. For this, life maps may be revisited (and developed).

Example 2: Using narration to map personal stories
1) Mapping personal stories: The group splits in pairs. Both A and B
close eyes and remember an important event happened in the past
week that made them very “angry” and one that made them very
“happy”. Then, A and B simul-taneously tell their stories without listening to each other. They stop and discuss: “How did the other try to
make you listen?” Then they repeat the same, making use of space,
gestures, pauses, volume. The aim, for each one, is to try overpowering the conversation (i.e. shouting, expression, more convincing, more
theatrical, try to rule the conversation, etc) so that the partner will actually remember the story heard. They stop and discuss: “Tell your
partner what to do so that you listen”. Now, A acts B’s story. B watches/observes carefully (1min). B closes eyes and remembers all details,
gestures, voice, tension, the storyline, etc. Reverse parts: B acts A’s
story (1min). A closes eyes and remembers, etc. They stop and
discuss: “Significant stories vs gossip”.
2) Sharing the stories: Now, in groups of four (A and B of the same pair
should not be in the same group). Everyone in this new team narratesperforms the story of his/hers previous partner, trying to be as close as
possible to the feeling, the energy and the gestures of the story as it
has been previously said. The other three listen and take notes of the
“significant/key concepts” and the “conflicts” of the story, not its mere
description.
3) Deciding on a common issue and performing a new story: After
hearing the stories, the group members go into selecting a general
theme that combines the various stories (examples: “A tiresome day”
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and “Discrimination”). The team then tries to create and perform 3-4
scenes using elements from all personal stories. They may use any
forms of art (dynamic images, speech, masks, dance, music, etc) or
style (naturalistic, expressionistic, comedy, opera, etc). They define
the aim of their devised presentation.and write it down in one line.
Later, this can be used as a discussion point.
4) Then, as in previous examples, audience responds to the performance
and offers feedback.
Comment:
Some life maps may reveal sensitive issues (for example, child
abuse). But they may be masked through the natural instinct for
self-preservation. The facilitator/teacher must find out (improvisations, still images, discussion) whether this hits a chord with the
rest of the group. In the case of such a masked meaning, it may be
useful for the story/scenario to be taken on by a different group, fictionalised and exaggerated to protect its original author (and owner
of the story) in order to create a common meaning. If it’s too personal, then another action, beyond mPPACT scope, will need to be
followed up.
b) The perception of the story: Part of the process of the story making
is for its members to agree on the key words of the content of the
story. These key words and aim are written on a piece of paper. At
the end of the presentations, the audience is asked to guess a title
or key word. This procedure initiates a useful dialogue about the
feedback and appreciation of the staged action and the audience.
It also enables the devisors to evaluate their achievements and the
decisions they have made to re-form content and presentation
style.
c) Stages A & B are the ‘research’. Questions one needs to ask
are: What can we do with this research? What is the main issue
of the story? Who owns the decisions? To whom will this story
be presented? What is significant within these stories for the
audience?
a)

“Enacting a story: The battle and power games poem”
This also uses ‘role-playing’ and ‘teacher-in-role’ techniques. The third
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verse of the poem, The Charge of the Light Brigade, by Alfred, Lord Tennyson, about events in the Crimean War, is recited or distributed.
Cannon to the right of them,
Cannon to the left of them,
Cannon in front of them
Volley’d and thunder’d;
Storm’d at with shot and shell,
Boldly they rode and well,
Into the jaws of Death,
Into the mouth of Hell
Rode the six hundred.
1) Each one chooses a role: soldier, flag bearer, drummer, General, Major-General. The facilitator asks everyone to take a place in the room
and one by one the participants take on a role and character and join
and build a still image, a photo or traditional painting depicting the
moment the order to charge was given. A makeshift musical instrument produces the sound of a drum. The drummer starts playing and
everyone starts moving ‘very slowly’ (slow motion). One by one they
‘fall dead’ the moment they choose,
apart
from
the
General and the
Major General. As
they lay on the
floor, the facilitator
asks them to think
who they are, how
old they are, where
were they born?
2) Now that they know
who they are and
they had a powerful
experience, they repeat the activity. As they lay on the floor for a second time, they are asked to think about the night before the battle.
They get up and in groups they find themselves in the encampment,
the night before the battle. Most of them sit in groups.
3) They are asked to write a letter to their homes, a beloved friend, etc.
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This is their last letter. The General addresses the lined-up group before the battle for one ‘last’ speech.
4) The scene is repeated. As they all lay on the floor, the facilitator goes
from one to another and asks them to read him their letters. The sound
of the drum is heard as if at a distance.
5) The scene is transferred twenty years ahead. The General in the centre of the room is asleep, and has a terrible nightmare. In turn, all
those who died at that battle take a place next to the General’s bed
and tell him a phrase of their own triggered by their emotions and
thoughts on the preceding action. In the end the General says his own
phrase as an answer to them. The image freezes.
Comments: The preceding action required tension, self-concentration,
strength, calm and quiet. These conditions may not be given as directions but created through the dramatic event by the participants themselves as they are carried away in enacting the story. Such exercises
are particularly useful in constructing a story and a character, in working on status issues and various roles. It is a way to “narrate a story”
moving away from a dry historical report of facts and looking into personal stories that are hidden behind dates and casualty numbers. This
is an experiential way to talk about the absurdity of war. (We also may
use poetry or paintings as stimuli, e.g. Pablo Neruda’s ‘I’m Explaining
a Few Things’, Pablo Picasso’s ‘Guernica’, and others.)

MONITORING AND EVALUATION
Many of the exercises described above have multiple functions and many
are continually used as part of the ongoing participatory monitoring and
evaluation. This is further explored in chapter 5.
They may be used as a warm-up, when they open a session, they may
be used to introduce a performance ‘form’ to be explored later by participants when performing small scenes, and, when done in an early stage of
a workshop, they may give us a base-line evaluation.
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Still pictures II:
Adapting the exercise already cited (still pictures I), now for purposes of
monitoring and evaluation. The particular themes posed here by the facilitator may start with self or local and progress to questions of education,
and more specifically ‘pupil-centred education’. These images may then
form the base-line evaluation, i.e. they tell the facilitators where the group
stands as a whole and individually on the themes that will follow in the
course to come. The images exercises are repeated at the end of the
course, to see and compare what opinions, attitudes and perceptions have
remained the same or evolved. Thus, it forms the first point of base-line
evaluation as part of a longer cycle of Participatory Monitoring and Evaluation (PM&E), which continues throughout the phases of mPPACT. So,
once again, the key part of the exercise is not the still images in themselves but the discussion that they provoke.

Group Mapping:
Alternatively, one may use the socio-metrical method in order to see what
the participants’ views, understanding or feelings towards several issues
are. In the centre of the room we place three objects that the group chose
from those available in the room to symbolise, for example, the “childcentred attitude in education”, or even mPPACT itself. The group moves
slowly, self-concentrated around the objects. As the group moves, each
member of the group that feels ready takes his or her position in relation to
the object-symbol and in relation to each other. When everyone has taken
up their positions, the facilitator may touch them on the shoulder and asks
them to speak a sentence of their inner thoughts, e.g. “in this position I
feel …” (‘thought tracking’ technique). (This exercise is described more
fully in chapter 5.)
Comments: The strong symbolic meaning certain objects have may influence the group in a positive or in a negative way, so we are not able to
achieve our goal in a satisfying degree, this goal of our being seeing the
attitude of the group towards the specific issue in question. It may be safer
to select objects that are more or less neutral and do not evoke emotional
loads. This exercise is used at the start and again at the end as an activity
of evaluation and also of closure. This should preferably be after the im-
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plementation phase, to illustrate the journey taken by each participant. It
forms a key part of the qualitative internal monitoring of the impact of the
course on each participant and on the collective knowledge that has
evolved.
Alternatively, the facilitator says a word; for example, “school”, or “education”, or “child-centred attitude”. One member of the group is asked to
start a bodily synthesis or depiction of an image that corresponds to the
concept of this word; when the facilitator asks “What’s missing?”, the rest
of the members of the group, one at a time as in the family photo activity,
try to complement it. This time, each participant is placed in this developing image in relation to questions addressed to himself or herself such as
“What do I want to get across with this attitude of my body”, “What do I
represent with my body”.
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PART FOUR:
appendices
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Appendix 2:

mPPACT PARTNERS AND
TRAINERS

UNITIED KINGDOM
mPPACT’s Co-ordinating Institution is
the University of Winchester, which
aims to foster stronger participation from
groups currently under-represented and
widen access by working to raise aspirations and break down barriers to
participation such as those created by culture, geography and social and
economic factors.
Members of the mPPACT team from the Arts Faculty were among the
early architects of the TIE movement in UK and their theoretical and practical contributions to this field are celebrated world-wide. The teacher training work of the Education Faculty is complemented by that of the Arts
Faculty, which includes undergraduate and post-graduate provision that
focuses on Community Arts, Theatre in Education, Theatre for Development and Drama in Education
www.winchester.ac.uk
alex.mavro@winchester.ac.uk
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Alex Mavrocordatos (mPPACT co-ordinator, trainer)
Alex is Senior Lecturer at the University of Winchester. He works with
theatre and social media in a range of contexts, including both formal and
non-formal education sectors. His work explores the use of live/recorded
performance and improvisation to support marginalised communities in
the expression and articulation of their own concerns. He has worked with
street children, school teachers, development
workers, farmers and actors. In addition to his work on the MA Theatre and Media for Development at UoW, his international training and consultancy work has included
extensive training and evaluation programmes in Africa, Asia, the Pacific
and Europe.
David Pammenter (mPPACT trainer)
Dave is a theoretician and practitioner; theatre maker, director, writer,
academic and trainer of artists and pedagogues. He was Principal Lecturer at Rose Bruford College of Speech and Drama and at the University
of Winchester, where he teaches on the MA degree in Theatre & Media for
Development. He has been the founder and Artistic Director of theatre
companies and educational initiatives in many parts of the world and
founder member and director of the Belgrade TIE Company Coventry - a
model of TIE practice. He works extensively in Europe, Africa and Asia
and his theory and practice is concerned with the rights of the child and
cultural action as social change.

The Aspire Trust is an Arts Education Development
Agency which works in the field of creative and innovative
support for schools and communities in Merseyside and
beyond. Recently shortlisted for a Liverpool Daily
Post/Liverpool John Moores University Knowledge
Business of the Year Award, our work consists of three
interconnected strands:
Educational Research and Evaluation, focussing particularly on arts
based educational research;
Learning and CPD, working on programmes across all educational
phases in which arts and creative practice is the main vehicle for learning,
change and transformation;
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Production and Event Management, producing our own work independently or in partnership with other cultural organisations.
www.aspireuniverse.co.uk
nowen.aspire@btconnect.com
(+) 44 151 639 9231

Dr. Nick Owen
Nick has worked in arts education for over 20 years and was the first Head
of Community Arts at the Liverpool Institute of Performing Arts in 1994. As
Director of the Aspire Trust, he leads the research for the National Association of Writers in Education’s Writing Together programme, as well as
Closing Schools for the Future: a national research programme which examines what is lost from a school community during school closure. He is
currently editing Developing a Creative Curriculum: Innovative Teachers at
Work for Routledge, writing a chapter for the forthcoming Routledge International Handbook of Creative Learning and has recently published Planning for Creative Development in The Early Years Foundation Stage:
Theory and Practice (ed. Palaiologou, I.) for SAGE.
Alan Thompson (mPPACT trainer, mPPACT photographer)
Alan first worked in education as an actor for a touring theatre company.
After graduating from Chester University and spending ten years as a
classroom teacher (both in the UK and Canada), Alan started his own
consultancy business focusing upon creativity and technology within the
classroom. As well as working in schools all over England, Alan is employed by Wirral Local Authority as a Curriculum Consultant, devising and
implementing projects for teachers and children of all ages. As a trained
photographer, Alan finds as many opportunities as possible to use cameras and digital imagery within his work. Project managing mPPACT has
enabled Alan to further develop his strategies for creativity in the classroom at an international level.
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GREECE:
The Hellenic Theatre/Drama & Education Network (TENet-Gr) works to
increase the use of performing arts within
schools as a pedagogic tool, to develop approaches and techniques that
promote theatre both as an art form and a learning tool; to research and
explore the potential of drama as social intervention.
TENet-Gr organises numerous [inter]national training workshops, seminars and summer camps for teachers and young people. It holds the biannual Athens International Theatre/Drama & Education Conference.
TENet collaborates with a range of organisations at a national and international level and is a member of IDEA.
Its many publications include the Education & Theatre journal, and through
its web site it offers a plethora of educational material.
www.theatroedu.gr
giannouli@theatroedu.gr
(+)30 210 996 7678

Betty Giannouli (mPPACT trainer)
Betty is a sociologist and pedagogue. She has been an executive member
of the Hellenic Theatre/Drama & Education Network (TENet-Gr) since its
establishment in 1998. Her work includes planning and organising national
and international conferences, teacher training seminars, theatre workshops and projects for educators, children and young people. Her interests lie in the use of theatre as education, cultural action and social intervention. She is currently working on her PhD thesis on Theatre/Drama and
Pedagogical Practice at the Aegean University, Greece. Since 2008 she
has held the position of the President of TENet-Gr.
Georgina Kakoudaki (mPPACT trainer)
Georgina is BA, Mphil (Theatre Studies Dept, University of Athens). She
has been teaching drama and theatre education in primary schools, Athens Art High School and non-professional adult groups since 1993. From
2003 to 2008 she has been teaching theatre/drama education in the Theatre Studies Dept, University of Patras, and in the Pre-primary Education
Dept, Pedagogic University of Volos, Greece. Has studied dramatic art
and acting and participated as a performer in theatre and devised theatre
productions. Since 2005 she has been teaching theatre-history and
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dramaturgy in various professional drama schools. She is the author of
books such as Theatre Education/Aesthetics (Ministry of Education publ.
for Adult Education).

The University of Peloponnese, Faculty of Fine Arts (Nafplio, Greece) aims to
cultivate and promote theatre knowledge,
combine performance practice with theoretical thinking, philosophical
analysis and scientific methodology and contribute to the study of performance studies at an international level. UoP enriches the regional cultural character of Peloponnese and contributes to the high level of university education in Greece. The Department of Theatre Studies includes undergraduate and, soon, post-graduate modules that focus on Theatre in
Education.
The mPPACT project engages with the theatre in education specialisation of the Department of Theatre Studies. UoP will undertake the dissemination and valorisation of the mPPACT methodology.
www.uop.gr
tsichli@uop.gr
(+)30 27520 47051

Dr. Anna Tsichli (mPPACT trainer)
Anna is a member of the Specialised and Laboratory Teaching Staff of the
Department of Theatre Studies, Faculty of Fine Arts, University of Peloponnese, teaching “Devised Theatre Practices”, “Production Management”
and “Directing”. She has devised and directed performances, video art
and happenings. She is a co-founding member of the Hellenic Association
of Theatrologists and dramaturge of the Kinitiras Dance Theatre Company. She has participated in European festivals, congresses and research programmes and workshops. She has taught at The Central
School of Speech and Drama and at drama schools, detoxification centres, arts centres and schools in Greece, Switzerland and UK.
Christina Zoniou (mPPACT trainer)
Christina is a member of the Special and Laboratorial Teaching Staff
(EEDIP) in the Department of Theatre Studies, Faculty of Fine Arts, University of Peloponnese, teaching “Acting” and “Applied Social Theatre”.
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She is a theatrologist, theatre director and educator. Currently she is doing
her PhD research at the University of Thessalia on theatre and intercultural education. She is also a founding member of the non-profit organisation Osmosis-Centre for the Arts and Intercultural Education.

Directorate of Secondary Education
of Eastern Attica (DSEEA-Gr) is a
Public Educational Authority. It is a regional educational authority of Ministry of Education and Religious Affairs
of Greece. It is responsible for educational and administrative matters of
145 secondary schools of general and technical education, both of state
and private sector. DSEEA-Gr is responsible for approximately 3500
teachers and 30000 students, age 12-18 years, and covers an area of
over 30 municipalities at the north-east suburbs of Athens (Eastern Attica).
DSEEA’s “Cultural Projects” sector has a long history of co-ordinating
projects and networks within schools, usually as an extra-curriculum activity. It also has a strong background in theatre/drama-in-education and
media projects and organises in-service training courses, dissemination
events, festivals and conferences.
http:// dide-anatol.att.sch.gr
govas@theatroedu.gr
(+)30 210 604 6493

Nikos Govas (mPPACT trainer)
Nikos has worked as actor, musician and director. In 1994 he founded
Theatre Lab Company in London (“Hellenic Foundation Award 1997” for
directing Anagnostaki’s “The Parade”). He has been a secondary school
teacher since 1982, cultural programmes co-ordinator for DSEEA-Gr since
1998 and theatre tutor in many INSET courses, Universities, Municipal
Theatres, etc. In 1998 he founded the Hellenic Theatre/Drama & Education Network and was its president until 2008. In 2002 he was awarded
the international “Grozdanin Kikot award”. He is editor of the Education &
Theatre journal. In 2001 he published the book For a Creative Theatre for
Young People.

mPPACT manifest

157

CYPRUS
Cyprus College was founded in 1961 and was the first
private higher educational institution to be established in
Cyprus. Its purpose has been to provide a well-rounded
education. The educational purpose of the College is to
create an academic and social environment, in which
students are challenged, guided and supported to develop and achieve
their personal and professional goals. Students are challenged to develop
as independent, effective, active, rational and creative thinkers who appreciate and respect social, moral and ethical values. In addition, the
graduate programme offers the students the opportunity to extend and
deepen their knowledge of specialised disciplines and secure additional
training for greater occupational competency.
http://www.cycollege.ac.cy/
n.economidou@euc.ac.cy
(+) 35722713151

Dr. Natassa Economidou-Stavrou (mPPACT trainer)
Natassa is Assistant Professor in Music Education at the European University Cyprus. She has a BA in Music (University of Athens) and MA in
Music Education (University of Reading). Her PhD is from the University of
Athens in the field of Music Curriculum. She presented papers in International conferences regarding the Music Curriculum design and evaluation, teacher education and interdisciplinary approach in pre-primary
school music classes. Her work is published internationally (journals and
books). Since 2005 she has been National Co-ordinator for Cyprus of the
European Association for Music in Schools. She is currently Secretary of
the Board of Directors of the Cyprus Music Institute and member of the
Board of Directors of the Cyprus Gender Research Centre.
Fotini Dimitriou (mPPACT trainer)
Fotini studied English Language and Literature in the National University
of Athens and Theatre in the Higher School of the National Theatre of
Athens. She gained Master of Arts in Drama Education and Cultural Studies (University of Warwick, U.K.). She worked for five years as actress and
director in the National Theatre Organisation of Cyprus and in other theatrical groups of the country. She taught Creative Drama in the University of
Cyprus for three years. She worked for seven years in Special Education,
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teaching therapeutic drama. She works as a theatrical teacher at public,
elementary education. She teaches Voice and Diction at the Department
of Communication in Higher Education. She teaches Drama for children
and teenagers in her own theatrical workshop.
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DENMARK
VIA University College, Social Education
Studies Midt-Vest is responsible for educating
social educators, social educator assistants and a number of other educational activities within the field of pedagogy and social education. After
finalising their education, the graduates will work with children and young
people, with physically and/or mentally disabled persons and persons with
social problems. The educations cover a variety of subjects and methods
for learning. Amongst these the subject Expression, Music & Drama which
is the subject the VIA UC mPPACT participants teach. VIA UC has a longstanding tradition of working with creative approaches in relation to learning and social development, which is why the mPPACT project suits the
fields of development in relation to our educations.
www.viauc.com
tsu@viauc.dk

Karsten Petersen (mPPACT trainer)
Karsten has an MA in Drama and Theatre Education; he is a lecturer in
drama, teaching drama practice and theory of arts-based education; he is
process consultant and teacher for people with special needs. He has a
broad experience with professional theatre and music groups in Denmark.
He developed an arts-based concept of teaching people with learning disabilities, described in the book Det Kulturelle Spring (The Cultural Jump).
He has worked with organisations for disabled artists all over Europe, organising events, tours and exhibitions. He also works towards the development of programmes of arts-based education for people with autism.
Jens Sorensen (mPPACT trainer)
Jens is a lecturer in drama at Via University College since 1994, teaching
Drama, Theatre, Music and Art. He has an MA in Drama and Theatre
Education. In 1983-1994 he has been a teacher for young people with
learning disabilities at Center for Education, Skive, Denmark. He also
worked as an actor and instructor in the professional theatre group “Group
38” in Aarhus, Denmark, since 1983. He has been an instructor from
Herning Drama and Theatre College (1982) and a teacher from Via University College, Skive (1979).
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Arne Tannebek (mPPACT trainer)
Arne studied Education (1984) and Drama at the University of Aarhus
(2002). He has an MA in Communication (2006). Since 1989 he has been
working on Forum Theatre, Mime and TIE. Today he works as a drama
teacher and theatre director. He is currently giving master-classes on
theatre directing and workshops on body language. He performs and
teaches Forum Theatre.

European Performers House is
located in the town of Silkeborg in
Denmark. It is a non-profit private
foundation, providing adult education
and in-service courses for adults,
teachers, artists and others who will
learn the performing art disciplines (theatre, music or dance) or who will
learn how to use or integrate artistic methods in their professional life.
Performers House will open a Danish folk high school in April 2007.
The school will offer basic learning, where the performing arts have a
dominant position in the learning methods. The aim is to service possibilities for social, cultural, and professional meetings between people
from different cultural and professional backgrounds. Its director is Lars
Illum.
www.performershouse.dk
ilum@performershouse.dk
(+)45 86 800 820

Independent:
Dr. Smaragda Chrysostomou (Internal evaluator and ‘Critical Friend’)
Smaro is Assistant Professor for Music Pedagogy and Didactics, Faculty
for Musical Studies, National and Kapodistrian University of Athens; has
also worked as a music teacher and in-service trainer. She has many publications related to her work in Greek and international journals and edited
books. She is on the Advisory Board for the International Journal of Education & The Arts and in Bresler, L. (ed.) (2008). International Handbook
of Research in Arts Education. Springer. She is on the International Edito-
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rial Board of the International Journal of Music Education – Practice. She
has recently published her book titled Music in Education: The Dilemma of
Inter-disciplinarity (in Greek).
schrysos@music.uoa.gr

162

INDEX

INDEX
Aspire, x, 152, 153

Discovery learning, iv, 26

banking, 23, 36

Early Years, 109, 111, 147, 149,
153

becoming, 6, 11, 23, 34, 44, 45,
48, 49, 50, 54, 55, 57, 59, 64,
66, 116, 149
Being, iv, 44, 99, 149
Bruner, 6, 9, 11, 12, 13, 25, 26,
27, 49, 55, 56, 57, 70, 109, 147

Eisner, 29, 33, 148
Freire, 6, 12, 22, 23, 40, 45, 49,
65, 82, 109, 148
Goleman, 29, 148
humanisation, 23

child-centred, 30, 63, 110, 113,
133, 143, 144

Identity, iv, 31, 137

co-creative, 6, 7, 17, 61

Illich, 6, 12, 38, 47, 49, 148

co-intentional, 4, 6, 7, 11, 16, 22,
44, 46, 50, 53, 54, 57, 59, 61,
62, 92, 95, 100, 116

Imagination, 40

Comenius, ii, ix, x, xi, 6, 10, 13,
66, 69, 82, 91, 149

kinaesthetic, 28, 53, 65

Communitas, 9, 78
conscientisation, 23
constructivist, 24
Dewey, 23, 24, 49, 109, 148

improvisation, 6, 7, 104, 106,
108, 117, 132, 134, 152

LLP, x
Margolis, v, 75, 76
Ownership, 33, 138
Participatory Monitoring and
Evaluation, 12, 70, 143

mPPACT manifest

pedagogy, 3, 6, 11, 30, 34, 38,
39, 40, 46, 47, 48, 49, 59, 109,
159

Spiral, iv, 26, 55

PM&E, 12, 70, 71, 73, 143

Transformation, 44

pupil-centred, 4, 11, 61, 75, 143

UoP, 155

Social constructivism, iv, 24

UoW, 152

Socrates, x, 91

VIA, xi, 159

TENet, x, 154

Vygotsky, 6, 25, 49, 65, 149

163

