Working Towards a Co-Created Care-Centred Framework: Repositioning the Facilitator in Applied Theatre Research and Practice through a Discussion on Questions and the Adequacy of Answers.
By Aimee Williams

Abstract 
This study examines the often overlooked emotional, ethical, and pedagogical dimensions of applied theatre facilitation, highlighting the facilitator's dual role as a subject and co-researcher. While existing literature has primarily focused on participant experiences, this research addresses a critical gap: the sustainability and self-care of facilitators. Recognizing facilitators as reflective artists and emotional labourers in complex environments, the study investigates how they navigate their diverse responsibilities and the ethical and creative dilemmas that shape their practices. Employing the Williams Research Method (WRM)—a unique approach that integrates narrative inquiry, arts-based research, and critical reflection in a collaborative framework—the research involves twenty facilitators from South Wales over a four-year period. This practitioner-led inquiry explores the lived experiences of facilitation, the pedagogical and ethical challenges faced, and the strategies facilitators use to ensure their well-being. By viewing facilitators as co-creators of knowledge, this research challenges traditional hierarchies in arts-based inquiry and underscores the significance of well-being in effective facilitation. The findings aim to offer new insights into reflective practice and contribute to broader discussions on emotional labour, practitioner ethics, and sustainability in applied theatre, advocating for a more holistic, care-focused approach to facilitation.

Introduction
Facilitators of applied theatre play a complex and multifaceted role that is often emotionally intense, ethically demanding, and artistically rigorous. While applied theatre is recognised for its participatory nature and transformative potential, academic discussions have traditionally focused on the participants, frequently overlooking the significant impact on those who lead these initiatives. This study aims to address a critical gap in the existing literature concerning the self-care and sustainability of facilitators. By drawing on foundational insights from The Applied Theatre Reader (Prentki & Abraham, 2021) and practitioner scholarship (Preston, 2016; O’Connor & Anderson, 2015), this project positions the facilitator as both the subject and co-researcher in a collaborative investigation of the questions that shape their pedagogical and ethical experiences. Facilitators are not just passive conveyors of information; they are reflective artists, ethical practitioners, and emotional labourers. Their roles demand adaptive intelligence, relational sensitivity, and continuous creativity, often within environments characterized by instability, trauma, or systemic inequalities. The challenge of simplifying complex processes (Balfour, in Preston, 2016) highlights the emotional weight hidden beneath the facilitator's outward composure. However, there is a limited understanding of how facilitators interpret the questions directed at them, the inquiries they ponder themselves, and the responses they feel compelled to provide. Additionally, there is even less clarity on how they maintain their wellbeing amidst these challenges.
This study presents a practitioner-focused investigation into facilitation, inquiry techniques, and self-care using the Williams Research Method (WRM). WRM combines narrative inquiry, arts-based research, and critical reflection within a collaborative, ethics-driven framework that rejects extractive research methods. Over four years, twenty facilitators from South Wales will engage in a creative inquiry to explore their professional questioning and practices. By treating facilitators as active knowledge contributors rather than mere subjects, this research challenges traditional power dynamics and promotes a sustainable approach to reflective practice. It aims to offer new pedagogical and ethical insights into facilitation, highlighting the necessity of self-care for effective practice. This project enhances applied theatre scholarship and contributes to broader discussions on emotional labour, practitioner wellbeing, and the ethics of arts-based research.

Review of literature 
Applied theatre, known for its participatory and transformative qualities, imposes significant emotional, ethical, and creative responsibilities on facilitators. While much attention has been given to the participants and communities involved, the wellbeing of facilitators is often neglected. A research project focused on self-care for facilitators is both timely and essential, as existing literature, particularly in The Applied Theatre Reader, highlights the complex and emotionally demanding nature of facilitation. 
The Role of the Facilitator: Complexity and Responsibility
Facilitators play a notably flexible role in applied theatre. As Prentki and Abraham (2021) describe, facilitators can take on various roles—such as joker, director, teacher, artist, and provocateur—tailored to the group's specific needs and the project's goals. Their ability to adapt their approaches, create a supportive atmosphere, encourage critical thinking, and promote collaboration is crucial for the success of any applied theatre initiative. However, Balfour points out that the term 'facilitator' comes from the French word 'facile,' which means 'to make easy.' Yet, as Preston (2016, p. 152) notes, 'there is nothing easy about the process.' This contradiction emphasizes the emotional challenges of facilitation, highlighting the necessity of intentional self-care practices to sustain engagement in this field.
Aesthetics and Emotional Labor
The aesthetics of applied theatre stem from personal experiences, with participants' narratives serving as the primary means of artistic expression (Prentki & Abraham, 2021, p.10). Facilitators play a crucial role in shaping these narratives through various theatrical techniques, enabling participants to reframe their situations. While this creative process is beneficial, it also exposes facilitators to trauma and personal challenges, resulting in emotional struggles that can be both energizing and exhausting. Without adequate support and opportunities for reflection, facilitators risk burnout, a growing concern in the participatory arts field.
Agency and Ethical Complexity
Facilitators in applied theatre are crucial in creating spaces that promote the exploration of innovative thinking, communication, and behaviour (Prentki & Abraham, 2021, p.11). Nonetheless, this responsibility entails navigating intricate ethical dilemmas. Facilitators must recognise the limitations on agency within contexts and avoid making promises of change when structural obstacles are present. Striking this balance requires significant emotional intelligence, moral discernment, and continuous ethical contemplation. As ethical challenges arise, particularly in difficult circumstances or when faced with opposing perspectives, it is vital to prioritize self-care to maintain integrity and support their ongoing efforts.
The Facilitator’s Humanity and Pedagogical Approach
Facilitating applied theatre is fundamentally a personal endeavour. According to Preston (2016), facilitators immerse themselves in their humanity during this practice (p.152). They must be adaptable and open-minded, employing a teaching approach rooted in Freirean principles of dialogue, collaborative learning, and mutual transformation (Prentki & Abraham, 2021, p.15). This personal investment can enrich the facilitator's experience, as being 'alert, accessible, and receptive... enhances their own growth' (Preston, 2016, p.185). However, a lack of adequate support can lead to burnout. Thus, prioritising self-care is crucial for fostering resilience and sustaining the environment needed for authentic pedagogy and ethical engagement.
The Need for Practitioner-Led Research
O’Connor and Anderson (2015) argue that research in applied theatre should emerge from practice itself—from the “needs of practice and practitioners” (p.236). Thus, a self-care research initiative led by facilitators is crucial, as it explores their actions, emotional well-being, coping strategies, and work sustainability. The research question—how do applied theatre facilitators practice self-care, and which models are effective in ethically and emotionally challenging contexts? —addresses this need directly. They stress that impactful research must ask fundamental questions (2015, p.238). Investigating facilitator self-care is increasingly urgent given the complex challenges practitioners face.
Literature Conclusion
Recent research suggests that facilitating applied theatre is inherently a relational process filled with ethical complexities and emotional hurdles. Facilitators play a crucial role in creating environments that enable participants to express their autonomy, share their stories, and envision new community frameworks. However, the well-being of facilitators is frequently neglected and not thoroughly assessed. A research initiative focused on encouraging self-care among facilitators aligns with the fundamental principles of applied theatre—covering agency, ethics, aesthetics, and pedagogy—while also contributing to the discipline's sustainability. As Preston (2016) provocatively asks, what methods can we implement to establish a third space for understanding? One initial strategy could be to cultivate a supportive, appreciative, and revitalizing atmosphere for facilitators.
Aims and Objectives
Aims:
This research aims to explore and enhance the comprehension of discussions related to 'questions' among different groups of facilitators. It will concentrate on the ways facilitators perceive, engage with, and integrate questions into their individual practices and teaching approaches across various disciplines. By analysing their viewpoints, the study intends to reveal the intricacies and subtleties of how questions facilitate learning and professional growth, while also offering insights into the self-care techniques facilitators adopt in relation to their responsibilities.
Objectives:
Investigation of Practical Inquiry:
- To explore the different types of questions facilitators commonly face and their influence on teaching strategies. 
- To analyse the relationship between practical inquiries and the success of facilitation in various professional settings.
Investigation of Participant Questions: 
- To explore the different categories of questions that participants ask facilitators and how these inquiries affect facilitators' responses and teaching methods. 
- To assess facilitators' perspectives on the impact of these external questions on their instructional practices.
Investigation of Reflective Inquiry: 
- To assess the reflective questions facilitators, pose to themselves regarding their professional growth and practices. 
- To evaluate how these reflective inquiries contribute to facilitators' personal development, enhancement of teaching techniques, and overall effectiveness.
Investigation of Provided Answers: 
- To analyses facilitators' responses to inquiries within their practice and evaluate their perceived sufficiency. 
- To identify the challenges facilitators, encounter in delivering answers and solutions, and to assess the effects of these responses on both learners and facilitators.
Facilitator Self-Care: 
- To explore the self-care strategies utilized by facilitators to manage the emotional and cognitive demands of their roles. 
- To investigate the relationship between effective self-care practices and the sustainability of facilitators' methods.
Ethical Consideration 
This research initiative investigates the wellbeing of professionals in education, community, and wellbeing sectors, emphasizing ethical engagement, reflexivity, and mutual respect. It aims to create a reflective space for practitioners to share their experiences, challenges, and needs, recognizing the pressures they face while prioritising others' wellbeing. The ethical framework promotes a reciprocal and respectful process rather than extraction. A key ethical principle is the importance of deep listening prior to intervention, as highlighted by Karp (in Banks, 2011, p.112), who advises researchers to avoid imposing preconceived solutions when entering new cultural or professional domains. Instead, they should engage as guests—listening, observing, and contextualizing. This method challenges conventional top-down research approaches and aligns with participatory methods that view practitioners as co-creators of knowledge rather than mere subjects. Banks (2011, p.113) also emphasizes that thorough prior research does not guarantee understanding of what is meaningful to participants, especially when collaborating with diverse professionals in sectors where wellbeing is influenced by specific, context-dependent factors. Therefore, the research must remain adaptable to participants' perspectives and refrain from enforcing normative ideals of wellbeing.
Douglas Steere's claim that 'to listen to another's soul into a state of revelation and exploration may represent the highest service one individual can offer to another' (in Banks, 2011, p.112) highlights the profoundly relational and ethical nature of listening. This project necessitates the establishment of secure, voluntary environments for such revelations, ensuring that involvement does not devolve into an additional form of emotional labour for practitioners who are already overwhelmed. The methodology recognises the capacity of creative and artistic endeavours to elicit insights that are frequently 'unforeseen and unpredictable' (Banks, 2011, p.111). Artistic inquiry can uncover unvoiced or unrecognised dimensions of practitioners' internal experiences, compelling researchers to approach with care and readiness, including the implementation of suitable support systems and ethical protections. Furthermore, Banks (2011, p.111) underscores that cultural exchange through collaborative efforts not only cultivates skills and knowledge but also fosters dignity, capacity, and transformative understanding. This project thus acknowledges and appreciates the reciprocal influence of the research process—how practitioners inform the research, and how researchers, in turn, are transformed by their interactions.
Ethical considerations emerge concerning intention and reciprocity. Nicholson (2005, p.169) poses a critical question in Applied Drama: The Gift of Theatre, regarding our expectations for returns on our efforts—whether it be participant transformation, professional advancement, or the satisfaction of funder requirements. This initiative recognises Derrida’s assertion that the ethical integrity of a gift is undermined when it becomes intertwined with transactional anticipations (Nicholson, 2005, p.170). Consequently, the project emphasizes the importance of the process rather than the final product, placing a higher value on care and collaborative learning over quantifiable results.
In parallel with these considerations, understanding the practitioner's role within a broader and critically engaged context is of utmost importance. The publication "Here’s One I Made Earlier: Dialogues on the Construction of an Applied Theatre Practitioner" emphasizes that an applied theatre practitioner must skilfully navigate and assert their practice within a landscape rich in critical discourse. This requires a reflective awareness of their own motivations, while also considering the needs of participants, advocating for a political vision, and facilitating a wider social impact. Additionally, practitioners must balance the various agendas of stakeholders who extend beyond the theatre participants. An ethically informed approach to these challenges is crucial for making sound decisions in practice (p. 59–60). This perspective aligns with the goals of the current project, where reflexivity, ethical judgment, and responsiveness to the diverse and sometimes conflicting needs of stakeholders are essential for sustaining responsible and transformative practice.
In summary, this ethical analysis emphasizes the necessity for this research to avoid extractive tendencies and to foster an ethics characterized by presence, humility, and authentic collaboration. It is through adherence to these principles that a significant and respectful exploration of practitioner wellbeing can take shape. The research will incorporate Baim’s Drama Spiral (Baim, 2020) , and the Brave Spaces framework developed by Arao and Clemens (Arao and Clemens, 2013), which will be integrated into the research design and methodology to collect data ethically and creatively for this project.

Research Design and Methodology
Methodology: The Williams Research Method (WRM)
The methodological foundation of this study is the Williams Research Method (WRM) —a creative, narrative, and collaborative approach developed by the researcher to address the unique complexities of applied theatre facilitation. WRM draws on a range of existing traditions in participatory arts-based research, including the influence of Augusto Boal’s Theatre of the Oppressed (Boal, 1995), Heathcote’s Mantle of the Expert (Heathcote and Bolton, 1995), Neelands’ Structuring Drama Work (Neelands, 2015), and the Six-Part Story Method developed by Lahad, Dent-Brown and Wang (Lahad and Dent-Brown, 2012; Dent-Brown and Wang, 2006).By synthesising these approaches, WRM was designed as a context-specific and ethically responsive framework that prioritises facilitator voice, relational inquiry, and aesthetic exploration.
At its core, WRM is built around the idea that knowledge is created through embodied experience, storytelling, and co-construction—particularly within the highly relational and affective contexts in which applied theatre practitioners work. Traditional research methods often reduce facilitators to observers or technicians. In contrast, WRM views them as introspective artists and reflective agents, who hold deep, tacit knowledge of their own practice and the ethical tensions it contains.
Rather than aiming to extract data from facilitators, WRM works through a shared, iterative process that centres collaboration and agency. It invites facilitators to explore not only what they do, but how and why they do it—and crucially, how they feel about it. It also acknowledges the emotional labour and personal stakes of their practice, providing spaces where those realities can be explored with care, creativity, and honesty.
Key Features of WRM
Creative Research Tools 
· Applied theatre methods such as Boal’s techniques (Theatre of the Oppressed) (Boal, 1995), Structuring Drama Work (Neelands, 2015), Mantle of the Expert (Heathcote and Bolton, 1995), and House of Games (Johnston, 2005).etc.
· Collage and Visual Symbolism: Participants express emotions through visual materials. 
· Personal Artifacts: Facilitators share meaningful items for deeper reflection.
· Story Framework: Six-Part Story (Lahad and Dent-Brown, 2012; Dent-Brown and Wang, 2006) and Storymaking (Gersie and King, 1990) aids facilitators in narrating experiences, emphasizing challenges and resolutions for enhanced reflection. 
(Appendix A)
2. Collaborative Coding
WRM uses a cooperative coding methodology, allowing participants to collaborate with the researcher to identify themes, metaphors, contradictions, and motifs. This ensures the analysis reflects facilitators' real experiences, avoiding simplistic interpretations. Participants retain editorial control throughout the research process, being encouraged to modify their contributions during narrative creation, thematic analysis, and public sharing.
3. Ethical Co-Construction
The WRM methodology is rooted in a commitment to ethical co-construction, challenging traditional hierarchies between researchers and participants. It promotes a collaborative framework where all contributors are recognised as co-researchers. Consent is seen as an ongoing negotiation, allowing participants to reflect on and adjust their involvement at various stages. To support emotional wellbeing and maintain ethical standards, the methodology includes regular group check-ins, trauma-informed facilitation, and optional referrals to wellbeing resources, guided by Baim’s Drama Spiral (Baim, 2020) and Arao and Clemens’ Brave Spaces (Arao and Clemens, 2013). (Appendix B)

Study Design
Participants
 The study will involve twenty applied theatre facilitators working across the fields of education, community engagement, youth work, healthcare, and social justice in South Wales. These participants will be selected to ensure diversity in age, race, gender, professional background, and facilitation style. All participants must be actively engaged in facilitation and willing to commit to a long-term, reflective, and creative research journey.
Duration
The research will be conducted over four years, broken down as follows:
· Years 1–3: Quarterly workshop cycles with participants, featuring creative inquiry, data collection, and collaborative reflection.
· Year 4: Data synthesis, collaborative analysis, writing, and dissemination. 
Workshop Cycles and Thematic Structure
The research will unfold through four major workshop cycles, each with a specific thematic focus:
1. The Roots and Journeys of Facilitation (Appendix C):
Participants explore how they came to facilitation—early experiences, mentors, motivations, and initial uncertainties.
2. Presence and Decision-Making in the Moment (Appendix D):
This cycle examines the real-time decision-making, improvisation, and ethical questioning that facilitators engage in during workshops.
3. Evolution and Legacy of Practice (Appendix E): 
Facilitators reflect on how their questions, doubts, and insights evolve over time, and how they manage growth, failure, and discomfort.

4. Reflection and Consideration of the Adequacy of Answers (Appendix F):
The final cycle delves into the extent to which facilitators feel they can find or offer satisfying answers to the questions they face. It explores unresolved tensions, contradictions, and evolving beliefs.
Each cycle will include collective workshops, individual reflective tasks, creative outputs, and thematic group dialogue.
Participant Recruitment
Recruitment will be conducted through existing networks, professional organisations, and practitioner forums within South Wales. The selection criteria are:
· Active engagement in arts-based facilitation (minimum 2 years)
· Willingness to engage in long-term creative and reflective inquiry.
· Commitment to attend all three years of workshops.
· Openness to collaborative and narrative research processes.
Special attention will be given to ensuring diversity, so that the research reflects a wide spectrum of experiences across class, ethnicity, disability, and geographical location within South Wales.




Timeline, Workshop Cycles and Thematic Structure Table

	
	
	
	FIRST QUARTER
	SECOND QUARTER
	THIRD QUARTER
	FOURTH QUARTER

	TASK
	NO. OF RESEARCHER
	PARTICIPANTS
	 

	Phase 1 of Research Project
	
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	The Roots and Journeys of Facilitation
	2
	20
	Year 1
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	Presence and Decision-Making in the Moment
	2
	20
	 
	 
	 
	 
	 
	Year 1
	 
	 
	 
	 
	 
	 
	 
	 

	Evolution and Legacy of Practice
	2
	20
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Year 1
	 
	 
	 
	 

	Reflection and Consideration of the Sufficiency of Answers 
	2
	20
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Year 1

	Phase 2 of Research Project
	
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	The Roots and Journeys of Facilitation
	2
	20
	Year 2
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	Presence and Decision-Making in the Moment
	2
	20
	 
	 
	 
	 
	 
	Year 2
	 
	 
	 
	 
	 
	 
	 
	 

	Evolution and Legacy of Practice
	2
	20
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Year 2
	 
	 
	 
	 

	Reflection and Consideration of the Sufficiency of Answers 
	2
	20
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Year 2

	Phase 3 of Research Project
	
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	The Roots and Journeys of Facilitation
	2
	20
	Year 3
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	Presence and Decision-Making in the Moment
	2
	20
	 
	 
	 
	 
	 
	Year 3
	 
	 
	 
	 
	 
	 
	 
	 

	Evolution and Legacy of Practice
	2
	20
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Year 3
	 
	 
	 
	 

	Reflection and Consideration of the Sufficiency of Answers 
	2
	20
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Year 3

	Phase 4 of Research Project
	
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	The Roots and Journeys of Facilitation
	3
	0
	Year 4
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 

	Presence and Decision-Making in the Moment
	3
	0
	 
	 
	 
	 
	 
	Year 4
	 
	 
	 
	 
	 
	 
	 
	 

	Evolution and Legacy of Practice
	3
	0
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Year 4
	 
	 
	 
	 

	Reflection and Consideration of the Sufficiency of Answers 
	3
	0
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Year 4




Analytic Strategy
The analysis will be participant-led and co-constructed, using a mixture of collaborative thematic coding and narrative synthesis. As themes begin to emerge across workshop cycles, facilitators will be invited to help define and name these themes. The researcher will support this process by acting as a dramaturgical and reflective guide—connecting individual insights with broader patterns.
The data collected will take multiple forms:
· Audio and video recordings
· Field notes and story transcripts
· Visual materials and collages
· Written reflections and creative texts.
Outputs will include:
· Peer-reviewed journal articles on methodology, ethics, and reflective facilitation
· Artistic portfolios highlighting creative outputs and co-authored stories.
· Poetic and narrative distillations of key insights
· Potentially, a manifesto for ethical, sustainable facilitation

Conclusion 
This research proposal seeks to explore a vital yet frequently neglected element of applied theatre practice: the wellbeing of facilitators, especially concerning their engagement with questions—those directed at them, those they ask, and those that emerge during their practice. By employing the Williams Research Method (WRM), the study aims to reveal the emotional, pedagogical, and ethical aspects that shape facilitation, while collaboratively generating insights with practitioners that can improve their sustainability and growth in the field. A key expected outcome of this project is to clarify how facilitators navigate the intricate role of questioning in their work. This includes acknowledging the educational significance of inquiry, the psychological weight of continuous ethical considerations, and the impact of both internal and external expectations on a facilitator's sense of efficacy. Through a highly participatory and creative research methodology, facilitators will be invited to reflect on how questions function not only as tools for learning but also as mirrors of their own uncertainties, aspirations, and ethical boundaries. By shedding light on the tensions and transformative potential inherent in questioning, this study will offer innovative conceptual frameworks for understanding facilitation as a dynamic and dialogic environment.
An additional significant outcome is the establishment of a comprehensive, practitioner-driven self-care model grounded in artistic and narrative methodologies. Frequently, self-care is viewed as solely an individual obligation, disconnected from systemic realities and communal support networks. In contrast, this initiative frames self-care as a fundamental aspect of ethical facilitation, rather than a mere luxury or secondary consideration. By prioritising creative expression, collective storytelling, and reflective dialogue, facilitators will collaboratively develop and document strategies that recognise the emotional demands of their roles, enhance resilience, and promote sustainability in their positions. This encompasses not only coping strategies but also frameworks for meaning-making, community engagement, and personal development. The ramifications of this research are both immediate and extensive. In the short term, the project will produce practical insights and resources for facilitators operating in emotionally and ethically complex settings. These resources will be disseminated through artistic portfolios, methodological publications, and community workshops, ensuring that the findings reach both academic and practical audiences. In the long term, this research has the potential to influence policy and institutional practices within educational, social justice, and arts organizations, advocating for the systemic acknowledgment of facilitator wellbeing as essential to the integrity and effectiveness of applied theatre.
Furthermore, by integrating ethical reflexivity, co-creation, and creative inquiry into its methodology, this project stands as a pioneering example of research that places a strong emphasis on care. It actively confronts extractive practices and underscores the significance of presence, humility, and mutual transformation. Consequently, it not only investigates but also embodies the values it advocates, providing a framework for future arts-based research that is rooted in ethical collaboration and artistic integrity. This research highlights that the challenges encountered by facilitators—and the strategies they adopt—are fundamental to applied theatre, rather than merely ancillary. By evaluating the effectiveness of these strategies and the environments in which they are applied, this study promotes a more sustainable, reflective, and human-centred approach to facilitation. In doing so, it pays tribute to the complexity, vulnerability, and creative courage of those who create spaces for others, asserting that their wellbeing must be prioritized in shaping the future of the field.
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Appendices 
Appendix A
Introducing the Williams Research Method: A Reflective Framework for Practice-Based Inquiry
In practice-led fields such as applied theatre, community, education, and wellbeing, traditional research methods often struggle to capture the depth of personal reflection and embodied knowledge central to practitioner experience. The Williams Research Method offers an innovative, arts-based approach to self-reflective inquiry. It draws from narrative, drama, and visual methodologies to create a generative space for facilitators and practitioners to explore the origins, evolution, and meanings embedded within their practice. Rooted in the structuring of questions as a methodological device, this framework centres the practitioner’s lived experience through reflective journey-making.
At the core of the Williams Research Method lies a structured set of guiding questions, inspired by Gersie and King's (1990) Storymaking in Education and Therapy. Their book presents thirteen thematic clusters of questions—ranging from existential inquiries such as “How do you explain the beginning of the world?” to deeply personal prompts like “Have you ever been called creative or uncreative?” and “What have you created for yourself?” (Gersie and King, 1990: 78–79). These clusters do not merely gather information; they initiate reflection. Their form and sequence naturally create a kind of inner dramaturgy—a reflective arc that can be translated into workshops, arts-based research practices, or personal exploration.
Building on this conceptual foundation, the Williams Research Method develops an inquiry-led reflective practice grounded in the notion that “the beginning” is a critical threshold for self-understanding. By starting with questions about origin—of self, of practice, of purpose—the method proposes that deep self-reflection is most fruitfully anchored in the exploration of beginnings. This approach recognises that practitioners often overlook the formative forces that shape their work, yet these origins frequently hold the key to identity, motivation, and growth (McNiff, 1998; Schön, 1983).
The method is delivered through a range of applied arts practices, including Augusto Boal’s image theatre and Forum Theatre techniques (Boal, 1995), Dorothy Heathcote’s Mantle of the Expert (Heathcote and Bolton, 1995), and other embodied processes such as House of Games and Structuring Drama Work (Neelands and Goode, 2015). Visual and material tools—such as collage-making and personal artefact sharing—support the emergence of symbolic and affective meaning (Leavy, 2015). Participants are encouraged to engage with a six-part story framework, enabling them to narrate the evolution of their practice through a lens that includes challenge, transformation, and future orientation (Gersie and King, 1990).
This approach aligns closely with the principles of Applied Theatre as Research (ATAR), a methodology that integrates creative practice and critical inquiry, treating theatre-making processes as a legitimate form of knowledge production. As Nelson (2013) argues, performance is not only a communicative outcome but a way of generating, analysing, and sharing meaning. ATAR foregrounds practice-as-research (PaR), where understanding emerges through embodied doing, not solely through textual analysis.
Central to both ATAR and the Williams Research Method is the principle of embodied and situated knowledge. Recognising the body as a site of meaning, this research honours lived experience and the affective, symbolic, and relational dimensions of knowledge (Conrad, 2009). Reflexivity and positionality are also key: the practitioner is not a distant observer, but a co-inquirer whose identity, context, and history shape the research (Prendergast and Saxton, 2009). The Williams Method’s emphasis on personal origins directly supports this reflexive stance, asking researchers to consider the roots of their practice and the beliefs or experiences that guide them.
The methods are dialogic and co-creative, inviting collective authorship and resisting top-down knowledge structures (Gallagher and Neeland, 2011). Whether through movement, image, or shared story, both frameworks embrace polyvocality and multiplicity, recognising the complex, non-linear nature of reflective practice (Gallagher and Neelands, 2013). As participants engage in iterative cycles of improvisation, reflection, and revision, they generate not only insight but also new modes of inquiry (Nelson, 2013).
Furthermore, ATAR and the Williams Research Method share a commitment to social and political engagement. Inspired by Boal and Freire, both seek not just to reflect the world, but to transform it (Thompson, J., Balfour, M. and Hughes, J, 2009). Within the Williams Method, asking about the origin of one’s practice can unearth inherited narratives of power, control, or authority, prompting practitioners to consciously reshape the legacies they carry forward.
In terms of dissemination and documentation, both methodologies challenge traditional academic forms. Performances, visual artefacts, field notes, and storyboards are treated as valid, rigorous outputs (Denzin, N.K., 2018). As Leavy (2015) affirms, arts-based methods allow complex emotional and experiential dimensions to be shared in accessible, multi-modal ways.
Rather than privileging verbal or linear analysis, the Williams Research Method honours metaphor, ritual, and embodied knowing. It is particularly suited to artist-researchers, facilitators, and educators who seek to understand their practice not only through what they do, but through how they reflect, feel, and evolve (Barone and Eisner, 2012). This method offers a replicable yet deeply personal approach to inquiry—positioning reflection not as a retrospective act, but as an active, creative, and generative process.
In sum, the Williams Research Method introduces a reflexive structure for arts-based practitioners to investigate their practice as a living, storied landscape. In conversation with the wider tradition of Applied Theatre as Research, it affirms that self-reflection is not a peripheral act, but a core methodology—capable of transforming both practitioner and practice.

Appendix B
The Williams Research Method: A Reflective-Ethical Self-Care Framework for Facilitators
Facilitation can be beautiful, messy, exhausting, and deeply meaningful. This framework was born from a need to care for ourselves as we care for others—especially when working in education, community, and wellbeing spaces. Rooted in ethical practice and inspired by The Drama Spiral (Baim, 2020) and Brave Spaces (Arao & Clemens, 2013), it invites facilitators to slow down, reflect, and sustain themselves through relational and creative care.
Guiding Principles
Reflexivity as Daily Practice
Being self-aware helps us stay grounded. We carry complex roles; often caught between systems and the people we serve. As Taylor and Warner (2006, p.60) remind us, we must “be reflexively aware of our own motivations.” This means checking in with how we are really doing, noticing when we are nearing burnout, and staying curious about our own power, fears, and boundaries.
Bravery Over Comfort
We cannot promise safety—but we can create space for courage. Arao and Clemens (2013) remind us that we cannot guarantee safety, but we can work hard to create conditions for bravery. That includes for us. Ethical facilitation asks us to show up honestly, with care and consent—for others, and for ourselves.
The Four-Fold Self-Care Practice
1. Practitioner Grounding
Ethical facilitation starts with how we are doing. Baim (2020, p.164) stresses the importance of “skills, ethics and values... including training, support, supervision and ongoing development.”
 Am I rested? Held? Do I have somewhere to talk, reflect, decompress?
2. Group Ecology
A healthy group supports everyone—including the facilitator. Baim (2020) points out that readiness matters: “The group’s ability to support the person who is telling their story” Affects the entire process.
Is the group dynamic nourishing or draining me? What needs shifting?
3. Boundaries with Care
It is easy to give too much. Nicholson (2005, p.170) asks, “What do we expect in return for our work?” When our self-worth depends on outcomes, we lose balance.
Where am I over-extending? What expectations are weighing me down?
4. Framing and Follow-Through
How we prepare, hold, and close spaces affects how they (and we) feel. Baim (2020, p.165) calls the Spiral “a kind of roadmap… not a cookbook.” That means flexibility, boundaries, and real aftercare.
Do I have time and support to decompress? What structures support my own recovery and reflection?
In Closing
This framework is an invitation—to stay present with yourself while you hold space for others. It is about ethical care, not just for participants, but for you. When we listen, reflect, and act from a place of grounded care, we do not just survive the work—we make it more sustainable, meaningful, and just. Self-care, here, is not a luxury. It is a practice of integrity.
Appendix C
Workshop 1: The Roots and Journeys of Facilitation
Title: Exploring the Practice of Practice Facilitation
Purpose:
This workshop invites facilitators to explore the personal and historical dimensions of their journey into the role. It is about origin stories, identity formation, and early influences that continue to echo in the present.
Workshop Flow & Activities
Opening Ritual: Arriving at the Beginning (10 min)
· Grounding: Breath, brief body scan, gentle movement to "unpack the day"
· Circle Check-In: "How did your story as a facilitator begin?" (1–2 sentence answers)
Act I: Mapping Origins
Activity: Story Sculptures (15 min)
· In pairs: Share a 2–3-minute story about how you came to facilitation.
· Partner creates a frozen sculpture of the storyteller’s journey using their body.
· Switch roles, witness, and journal:
What stands out in my story? What emotions or energies live there?
Optional Prompt:
· Add a gesture or sound to the sculpture that expresses a turning point or call in your journey.
Act II: Threads of Influence
Activity: Guiding Voices Tableau (20 min)
· Create a group tableau representing early influences on your facilitation practice (mentors, models, childhood lessons, cultural messages).
· Layer in voice or movement: What did they teach you about leadership, power, or holding space?
· Witness & reflect:
Which voices still echo? Which ones do I need to revisit, reclaim, or release?
Discussion Prompts:
· How much agency did I feel at the start of my journey? How has that shifted?
· What do I carry into each session—intentionally or unconsciously?
Act III: Rupture and Rebirth
Activity: Threshold Walk (20 min)
· Solo reflective walk across the room, pausing at three marked “thresholds”:
1. A challenge or rupture in your practice
2. A moment of rebirth or transformation
3. A place of renewed clarity or commitment
· At each threshold, choose a movement, sound, or word that embodies that phase.
· Re-walk the journey for the group (optional), or journal:
What changed me? What supported me? What part of me emerged stronger?
Act IV: Naming the Space, You Hold
Activity: Image & Word Weaving (20 min)
· In trios, share answers to:
· What words do I associate with facilitation or holding space?
· What feelings arise with that work? Do they shift over time?
· Create a group image or short scene using those words and gestures.
· Reflect:
How do I care for myself in the spaces I hold?
Closing: Designing What is to Come
Activity: Ideal Space Sketch (10 min)
· Draw or describe your ideal facilitation space—internal or external. Include:
· Who is there.
· What it looks and feels like
· How long you would want to stay.
· Whether you would share it
· Optional sharing.
Closing Circle: One word or image to carry forward from today
Materials Needed:
· Paper and markers
· Open space for movement
· Optional props (scarves, chairs)
· Journals or notebooks
Guiding Questions:
1. How do you explain the beginning of your practice? What led you to become a facilitator? How did you come to make this decision?
2. What role do you feel you play in shaping your practice and its outcomes? How much do you feel in charge of what happens during facilitation? Who or what influences this sense of agency? How?
3. What do you see as the most important aspect of beginning a new practice space or session? How do you prepare for beginnings?
4. What stories or models of "guiding" or "facilitating" were shared with you early in your life or career? Who shared them? In what context? How have they stayed with you?
5. If you mentor or train others, how do you explain the role and responsibilities of a facilitator? How has this explanation changed over time?
6. What were you taught about leadership, power, or guidance as a child? At what point did your understanding of those ideas shift? How did that shift affect the way you practice facilitation?
7. Have you ever experienced a personal or professional 'rebirth' in your practice? What were the circumstances that led to that transformation? What was it like to navigate the change? Who or what supported your shift?
8. What words do you associate with facilitation or holding space? How do those words resonate with your identity or values? What feelings come with the work of facilitating? Do these feelings ever shift? When or why?
9. Have you ever been labelled as a ‘good’ or ‘bad’ facilitator? How did that labelling affect your self-view or practice? How did the label come to exist? What choices do you have in relationship to that narrative now?
10. In terms of inner and outer space, how do you go about creating or re-creating your facilitation spaces? What do you address in your own internal world as you prepare? What do you address externally?
11. What have you created within your practice that nourishes or supports your own growth? How intentional was that creation?
12. What have you created through your facilitation that now lives independently of you? (e.g., a process, a group dynamic, a culture, a ripple effect)
13. If you could design or create the ideal facilitation space, what would it look like? Who would be there? How would you shape it? Would you share it, and with whom? How long would you want to stay there?


Appendix D
Workshop 2: Presence and Decision-Making in the Moment
Title: Exploring the Questions Facilitators Ask Themselves in the Moment
Purpose:
This workshop centres on in-the-moment awareness and decisions. It explores how facilitators adapt their stance, manage internal signals, and respond intuitively or consciously as situations unfold.
Workshop Flow & Activities
Opening Ritual: Arriving in the Now (10 min)
· Grounding: Breath, body scan, gentle movement
· Circle check-in: "How have you arrived into this space?”
Act I: Meeting the Moment
Activity: Living Questions Tableau (15 min)
· In pairs or small groups, create frozen images for:
· “What is this moment here, right now?”
· “What am I listening for beneath the surface?”
· Witness, then briefly journal: How do I meet this moment with care for myself?
Act II: Playing with Roles & Responses
Activity: Stance Shifting – The Four Roles (20 min)
· Explore embodied role play of:
· Guide – Imaginary journey / Colombian Hypnosis
· Mirror – Neutral mirroring
· Anchor – "Chinese Pushing" / Push back.
· Amplifier – Soundscape building
· After each: Pause to reflect—Which role nourishes or drains me? What does my body say?
Discussion Prompts:
· Who or what shapes my stance right now?
· What support do I need to meet this moment with care?
Act III: Inner Terrain – Signals and Shadows
Activity: Sensory Check-In (15 min)
· Gentle solo movement with prompts:
· “Where in my body is there resistance or clarity?”
· “What am I holding that’s not mine to carry?”
· Write or draw what arises.
Optional: Chair Game (10 min)
· Explore power, control, and leadership by arranging and moving chairs to represent belief systems or patterns.
· Debrief: What am I unconsciously leaning into? What can I release?
Act IV: The Story I Tell
Reflection & Image Work (20 min)
· Solo or in trios: Embody and reflect on:
· “What story am I telling with my silence, posture, or intervention?”
· “Who am I performing for?”
· Create a still image of the facilitator you wish to be when centred in self-care.
Closing: Doorways and Emergence
Activity: Drawing the Future (10 min)
· Draw the doorway of this moment. On the other side, sketch or write:
· What future is trying to emerge?
· What will I carry forward from today?
Closing Circle: One word to carry forward
Materials Needed:
· Paper, markers
· Open space for movement
· Chairs for symbolic work
· Journals or notebooks
Guiding Questions:
· What is this moment here, right now? How are you meeting this moment? What are you listening for beneath the surface?
· What role do I need to play in this moment—guide, mirror, anchor, amplifier? Who or what is shaping my stance right now?
· What is needed for this moment to feel satisfied or content in this moment? What support do you need to achieve this? What impact will this moment have on you?
· Which past models or teachings are showing up in how I am responding now? Are they helping or hindering me? Am I acting from memory or from emergence? Which one would I like to partner with?
· If someone were watching this moment to learn about facilitation, what would they see in me? What story am I telling through my posture, silence, or intervention?
· What old beliefs about power, control, or leadership might be active right now? Are they guiding me unconsciously? Do I need to loosen or lean into them? Is it the story I want to tell?
· Is something in me shifting right now? Am I being invited to grow in real-time? What inner edges am I brushing against?
· What words or sensations are arising in my body right now? Are they pointing to clarity, discomfort, resistance, intuition? What are they asking of me?
· Am I feeling ‘effective’ or ‘ineffective’ right now? What judgments are arising about my performance? Who am I performing for?
· What kind of space is being held right now—tight, open, tentative, alive? What is my role in shaping it, and what is beyond my control?
· What am I learning about myself through this moment? Is there something here I can carry forward? What do I want to remember?
· What has emerged that I did not anticipate? What wants to live on beyond this session, even without me?
· If this moment were a doorway, what is on the other side? What future is trying to emerge here? How can I be a steward for it?

Appendix E
Workshop 3: Evolution and Legacy of Practice
Title: Reflective Questions on Practice for Facilitators
Purpose:
This workshop helps facilitators reflect on the broader arc of their practice—its evolution, values, patterns, and legacy. It is about seeing your work as part of a living lineage.
Workshop Flow & Activities
Facilitators asked to bring personal artifacts for reflection for this workshop.
Opening Ritual: Arriving in the Now (10 min)
· Grounding: Breath, body scan, movement to locate where you are in your "season of practice"
· Circle Check-In: "How have you arrived into this space—and what season does your practice feel like it is in today?"
Act I: Witnessing What Is
Activity: Living Practice Tableau (10 min)
· In trios: Create frozen images that reflect:
· “What does my practice look like today?”
· “What values or rhythms are present?”
· Witness, rotate, then journal:
What do I see that surprises or affirms me? How has this image changed over time?
Act II: Mapping the Evolution
Activity: Facilitation timeline (30 min)
· Solo walk-through space, and when you are ready, there is a table with an assortment of items. I would like you to pick an item that resonates with you or an item that represents your facilitation.
· Now share with your neighbour the significance of your item.
· Now you have 10 minutes to create a physical facilitation timeline, and I would invite you to note the turning point in your facilitation timeline.
· Share in pairs, then reflect:
What supported these shifts? What wisdom do they hold now?
Discussion Prompts:
· What relationships or experiences shaped my role?
· What is still evolving? What feels solid?
Act III: Lineage and Legacy
Activity: Influence Constellation (15 min)
· Use chairs or objects to build a constellation of influence—mentors, models, teachings (alive or ancestral). Min 1- Max 3
· Walk among them, speak aloud: What did you give me? What have I kept? What do I release? That is all said aloud. 
· Journal or draw your evolving lineage.
Optional Add-On:
· Explore internalized messages around power, authority, and control using still images or movement.
· Prompt: How do these patterns show up in moments of tension?
Act IV: Reimagining Identity
Reflection & Image Work (15 min)
· In solo or trios: Reflect and embody:
· What new word, gestures, or symbols describe who I am as a facilitator now?
· Who am I becoming? What story do I want to tell with my presence?
· Create a final image of your current facilitation self—a living representation of your legacy-in-process.
Closing: Doorways and Seasons Ahead
Activity: Practice-as-Organism Drawing (10 min)
· Draw or map your practice as a living being or ecosystem. Include:
· What season it is in?
· What care it needs?
· What is ready to bloom or decay?
· Add: What will I carry forward? What do I leave behind?
Closing Circle: One image, word, or wish for the next phase of your facilitation journey.
Materials Needed:
· Paper, markers
· Table with a collection of items (for timeline work)
· Optional props (scarves, chairs)
· Chairs or symbolic objects (for constellation work)
· Open space for movement
· Journals or notebooks
Guiding Questions:
1. How would you describe your practice as it exists today? What are its recurring rhythms, values, and surprises? In what ways is it similar or different from how it began?
2. How has your understanding of your role as a facilitator evolved over time? What events, relationships, or insights have shaped that evolution? What still feels in flux?
3. What patterns do you notice in how you begin sessions or projects? How do these openings reflect your personality or philosophy? What changes have you made over time?
4. What models or mentors still echo in your practice today? In what ways have you moved toward or away from their influence? What are you consciously unlearning?
5. When you support or mentor others, what do you emphasize about the craft of facilitation? Where does this emphasis come from? What does it say about your lineage of practice?
6. What beliefs about power, control, or authority, do you now carry into your work? How have those beliefs shifted with experience? How do they show up in moments of tension?
7. Can you name a moment that felt like a turning point in your practice? What changed for you, internally or externally? What conditions made that transformation possible?
8. What language has emerged to describe your style of facilitation? How do those words feel now? Are there new words you are reaching toward? What emotions are linked to them?
9. Have you received direct or indirect feedback that shaped your identity as a facilitator? What did you take in? What did you resist or reinterpret? How do you hold that feedback now?
10. How do you notice when a space is alive, and when it is struggling? What inner signals do you rely on? What external cues do you read? What adjustments do you make in response?
11. What practices have you created or adopted to sustain yourself in this work? Which ones still serve you? Which might be due for reinvention or release?
12. What has your practice set into motion that continues without you? How do you feel about what you have passed on, or what has grown beyond your direct influence?
If you imagined your practice as a living organism, what season is it in? What kind of care does it need now? What are you hoping will emerge next?

Appendix F
Workshop 4: Reflection and Consideration of the Sufficiency of Answers 
Title: Questions that Explore the Sufficiency of Our Answers to Practice
Purpose:
This culminating session supports a meta-level reflection—exploring how previous answers hold up over time. It sets the stage for iterative learning through revisiting, coding, and questioning patterns that emerged throughout the year.
Structure:
· Collaborative Coding: Participants revisit previous workshop responses (or documentation) to identify themes, contradictions, and growth.
· Inter-session Inquiry: A structured questionnaire is used between sessions to prime reflection for the next cycle.
· Future-Oriented Dialogue: What do our past answers tell us about what is next?
Key Focus Areas:
· What is recurring in our responses, and why?
· Which answers still feel true? Which ones need revisiting?
· What questions do we now feel ready to ask, that we were not before?
· How can we design the next iteration of this inquiry year to deepen insight?
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