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FOREWORD 

Art education – the link between school and community 

We often hear the phrase ― school – educational services provider. 

Usually our first reaction is to reject it as a typical example of wooden 

language. But what do we miss when we simply reject it? 

First of all, we lose the privilege of observing that the main mistake 

comes from the implicit gap between school and community, between 

school and the families of elementary school children, between school and 

people in the community, most of whom are statistically former students of 

the same neighbourhood school. But is there still a community or are we 

deluding ourselves? 

Secondly, we miss the opportunity to ask the real question. How can 

school become again the core of the community, of the entire society as a 

whole? 

The answer seems to be simple: by redefining school as a cultural 

centre, with education being the main task, but also nourishing the entire 

community through a complex of cultural activities. Institutional 

development should follow three directions: pedagogical, social and artistic. 

Two of the areas of the current curricular structure, Man and society and 

Arts respectively, should be applied to the entire community. 

Cultural/artistic activity with educational purposes does not undermine the 

pedagogical aspect, but it makes the community responsible for it, too. In 

this approach we should consider art and culture in the widest possible 

definitions, including the anthropological and sociological perspective. 

The controversy over schooling and un-schooling is nowadays under 

public scrutiny. Some accuse the school education system as a whole of 

being out-dated and inadequate. Aside from turning school into a “provider 

of educational services” and home-schooling there are, however, many 

other solutions. 

One solution is to encourage people to be more involved in the community.  

What can school learn from culture and art? First of all, how to 

rediscover the cheerfulness, joy and pleasure in a privileged place where 

learning and beauty, play and fiction, fictional worlds and the real world can 



come together. School is also the place where we learn to find meaning 

through role playing games, where we can imagine the future as any 

fantasy world. 

Moreover, bringing drama in school means the discovery of the child 

as a creator and as a spectator. Too often the creative aspect is obscured by 

normative planning, especially when we talk about social skills. Drama and 

dance develop the sociable, empathic person, opened to relationships, to 

dialogue, skilled and competent in solving complex problems through 

participation and group strategies. Current education must find a balance 

between the spectator-child and the creator-child, for the benefit of the 

future adult and the society. 

UNATC Junior is part of this effort; our demonstrative workshops are 

laboratories where we test teaching strategies in order to be able to bring 

drama to school. The pressure does not come from us, but from schools, 

including students and teachers. It is the result of a vivid phenomenon and 

the awareness of a necessity. Before we consider the difficulty, we should 

keep in mind that school must be a celebration of joy. 
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INTRODUCTION 

 

Based on play, acting is undoubtedly one of the most enjoyable ways 

to develop social skills. We all know that children who like what they do 

have the greatest achievements. Casual communication and the 

establishment of appropriate and harmonious relationships among peers 

are essential. That is why our proposal for drama education - the drama 

textbook - targets and covers these needs. In a constantly - technological, 

economic - changing world social dynamics are very important. The way a 

child (future adult) chooses his/her relationships and social groups can be 

guided and educated from childhood. Deciding “what I want to do/be when 

I grow up” will be easier if the child has the opportunity to know himself, 

express, experience situations or professions, as is the case with the 

complex play of acting.  

Drama Games Textbook for Elementary School is designed to train 

and improve attention, observation skills, teamwork, creative thinking, 

active imagination, language and vocabulary, physicalization as well as 

rhythm, voice (singing and talking), public speaking, (communication), 

according to their age and interests/skills. 

The acting courses proposed in this textbook harmoniously combine 

many arts and skills, such as: movement (sport and dance), speech (diction, 

language and literature), singing (vocalisation and music) and image 

(drawing, painting and handwork). Through games and exercises proposed 

during acting classes, we want to encourage children to respect and enjoy 

their own work and others’. The work during the course/workshop consists 

of the games created together, the decors and masks handmade together, 

the performances staged together, the songs and the dances created and 

practiced together. Teamwork, training and individuality development of 

each team member are essential to our educational program and our 

proposal. 



12 
 

The Drama Games Textbook for Elementary School is the result of 

two decades of efforts in the children and youth communities, where I 

worked as: elementary school teacher, actress, university instructor - in the 

Acting and Speaking Department, Assistant Professor, University Lecturer - 

Art of Acting, PhD in Theatre, Acting and Speech Trainer. 

This work is designed for all those who want to be an active part of 

the drama education process (kindergarten teachers, elementary school 

teachers, trainers), and it is addressed especially to those working with 

children aged between 6 and 10 years old. Drama education is a 100% 

practical activity, and this textbook is a useful tool for actor’s art workshop 

trainers; it develops not only the philosophical, sociological and 

psychological principles, but also the theoretical, pedagogical, 

methodological principles included. 

At the end of the day, the success of an actor’s class (or any class) 

depends very much on the grace with which the professor (professionally) 

coordinates the learning activity (experimentation) and the harmony that is 

created between its members (the students of the art workshop actor). 
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TEAMWORK 

 

Theatre has always existed. It has existed since time immemorial, 

and so far, it has followed its own path, living through and among people, 

reaching the crowds. It is a social form of art. Theatre and society have 

developed together. From the society described by Plato in the Republic 

and up to the present human civilisation, theatre has been part of people’s 

life. Its contribution to the development of society and civilisation lies in the 

very fact that the theatre still exists today. 

Theatre involves common interests and needs, put into practice as a 

team. Teamwork is the basis of any activity in the theatre, it is defining for 

its proper functioning, and only this type of work ensures its existence, 

continuity.  

Whether we are talking about an institution or about schools, 

groups and amateur bands, teamwork is what makes the wheels spin this 

complex mechanism generically named THEATRE, build by its members: 

specialists and trainees. So, we are talking about an organised group of 

people strengthened in time, and which through specific actions develops, 

transforms, changes the needs of a society offering drama products. The 

theatre had been the place where philosophical, sociological, political ideas 

of all times have flown as performances. The key to success in theatre is 

teamwork. Promoted, implemented and developed in all socio-professional 

environments, teamwork is the most social way to effectively function 

within human, socio-professional macro-groups. 

Theatre is a social art. Through his techniques, it leads toward one of 

the most effective forms of education: drama in education. This kind of 

education offers the direct, immediate way to introduce right now, right 

here the individual into the community - especially during the educational 

initiation - to support and train them in the spirit of respect for their peers, 

the team work efficiency, the benefits of belonging to a socio-educational 

or professional group. The role of any school is or should be to form the 
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future adults able to function in society, bringing their personal and unique 

contribution through their thoughts and actions (whether they will live here 

or abroad). Education through theatre facilitates precisely this formative 

process using its own form of expression: it works directly with each 

member of the group and individually within the group, and each member 

of the team has the opportunity to express themselves in public, due to the 

very nature of this type of education. Acting classes (drama education) are 

100% practical and based on COMMUNICATION between peers. 

In order to understand the importance of the (creative) individuality 

expressed in public, we must say first that this freedom and the way of 

cohabitation in society have been hardly gained along the evolution of our 

civilisation. This position/opportunity deserves to be studied, emphasised 

and taken into account by educational trainers. A brief sociological look at 

the phenomenon is, therefore, needed. 

The interest in man, his place and role in society has been developed 

throughout history by the enlightened minds of our civilisation. 

In ancient times, Plato1 proposed that people should be organised so 

“no one will possess any private property except for what’s entirely 

necessary ...” and “all these women are to belong to all these men in 

common, and no woman is to live privately with any man. And the children, 

in their turn, will be in common, and neither will a parent know his own 

offspring, nor a child his parent”2.  

Aristotle3 rejects Plato’s proposal on the possession in common of 

goods, women and children. He believes that man is a political animal and 

that his purpose is to live among people, in society. In Aristotle’s ideal 

society, gender equality is not accepted, slavery is not condemned, and 

people are classified in inferior and superior. Family, birthplace and later 

                                                           

1 Plato (427 BC — 347 BC) was a philosopher in Classical Greece, the founder of the 
Academy in Athens and the father of Western philosophy; He was Socrates’ student and 
Aristotle’s teacher. 
2 Plato, The Republic of Plato, Book III – 416d and Book V -  457d, translated by Allan 
Bloom. 
3 Aristotle (384 BC - 322 BC) was the philosopher of ancient Greece, the founder of the 
Peripatetic school, the founder of political science and the author of books essential to 
universal culture and civilisation. 
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education are essential in defining and establishing the place for each 

member of society. Leaving their flows and strong points, Ethics and Politics 

are two essential books to the history of humanity and to the evolution of 

civilisation. 

While in the Middle Ages man is not distinguished in the crowd, and 

the crowd obeys the two recognised and accepted great powers - the 

Church and the King4, Renaissance Humanism reorganises the relationship 

between man and society, the interest in man and his development 

becoming extremely important. 

The 17th century describes the evolution towards rationalism and 

individualisms5, and philosophers and thinkers such as Bacon6, Spinoza7, 

Descartes8 or, later, Thomas Hobbes and John Locke develop principles of 

the individual’s functioning in a society in which he is protected by human 

conventions, not theological ones. From the Renaissance to the Age of 

Reason, enhanced theories of the social contract were formulated and 

developed: one of the most important, “Grotius’ demonstration9, based on 

a simple idea: people are born to be equal and independent; they are 

                                                           

4 “From the Augustan doctrine derives, for example, the theory of ‘the two swords’. 
Supported by Pope Gregory the Great (540-604), this theory recognizes the existence on 
Earth of two types of power authorised by God: one, spiritual, is entrusted to ecclesiastical 
authorities who have all the influence in the religious field; the other, temporal, rests upon 
the king exercising it as he finds fit”, Michel Lallement, Istoria ideilor sociologice, Vol. I. De 
la origini până la Weber, traducerea: Marius Conceatu, Editura ANTET, Oradea, 1997, p. 21. 
5 “The classical age affects the assertion of the individual as an autonomous subject. 
Autonomy has been gained in various registers, such as truth, beauty, or justice. From this 
moment, notions only make sense by reference to the understanding power, sensitivity or 
conventions of the people, no longer judging by reference to a divine entity” - Idem, p. 31. 
6 Francis Bacon (1561-1626) is an English philosopher, father of empiricism, the author of 
Novum Organum Scientiarum (in which he described the inductive reasoning) and New 
Atlantis (a utopian novel). 
7 Benedict de Spinoza (1632-1677) was a rationalist, pantheistic Dutch philosopher, author 
of Ethics, Demonstrated in Geometrical Order. For him God is nature, the universe, 
metaphysical substance. 
8 Renee Descartes (1596-1650) was a French philosopher and mathematician; he 
introduced the use of algebraic calculus and founded the analytical geometry. He is 
considered the father of modern philosophy: “I think, therefore I am”, he wrote in 
Discourse on the Method. 
9 Hugo Grotius (1583-1645) was a renaissance Dutch jurist; he laid the foundations of 
international laws, based on natural law. 
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naturally empowered with a form of sociability that determines them, for 

the sake of the other, to conclude a contract for the formation of a society. 

The contract is a commitment of the citizens to respect others’ rights and to 

comply with the society-state. Pufendorf10 improved this scheme to some 

degree. He distinguished two essential contracts. In the first (pactum 

societatis), people leave the state of nature to enter the society. In the 

second (pactum subjectionis), the ruled-ones commit to obeying the rulers, 

whose mission is to work for the common good. Hobbes11 stated that the 

state of nature corresponds to the moment of social deconstruction. For 

him, nature... is seen as a state of an all-against-all war, a situation that 

must be overcome in order for society to be built... and, in order to benefit 

from their natural right to life, individuals conclude a contract to the benefit 

of a third. This third part is the state”12. 

Ideas about natural law (lat. ius naturale/lex naturalis) can be found 

in old Buddhist texts, in the Roman Law (Cicero) or in the works of ancient 

Greek philosophers (Plato and Aristotle), in Saint Thomas Aquinas’ 

writings13. They evolved during the Enlightenment, when the philosopher 

and English thinker John Locke14 developed his theories on social contract, 

natural law, property value and money, but also his important works on 

pedagogy and psychology: see his theory of the human mind (at first the 

child’s mind is the tabula rasa15). 

                                                           

10 Samuel von Pufendorf (1632-1694) was a German jurist and economist, philosopher and 
historian; he developed the theory of natural law created by Hobbes and Grotius. 
11 Thomas Hobbes (1588-1679) was an English mathematician, philosopher and economist, 
the author of Leviathan (a work that establishes one of the most important political 
theories of the Age of Enlightenment: the social contract theory). 
12 Idem, pp. 31, 33. 
13 Thomas Aquinas (1225-1274) was a Dominican monk, philosopher, theologue, author of 
important theological and philosophical works (Summa Theologiae). 
14 John Locke (1632-1704) was an English philosopher and politician, the father of modem 
empiricism and an important contributor to social contract theory. 
15 Tabula rasa is an epistemological term coined by John Loke ant it refers to the idea that 
individuals are born without mental content, like an empty board on which all knowledge is 
to be added. 
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The Age of Enlightenment was shaped by Newton’s16, Kepler’s17, 

Diderot’s18, Voltaire’s19 and Rousseau’s20 theories, by Kant’s21 philosophical 

principles, reason and progress being two main aspects taken into account 

in philosophical, mathematical, philological and sociological discourses. 

Promoting empiricism in counterbalance to the theories of Cartesian 

rationalism led human society towards the most complete definition and 

the most effective application of the social contract, regulating the family’s 

place in society, redefining the link between individual and society. 

The information mentioned above is meant to highlight a peculiarity 

of education: it is a mix of scientific and empirical knowledge. The study of 

mathematics involves the study of philosophy, history, psychology, just as 

the study of music involves implicit study of mathematics, history of 

philosophy and culture, and so on. Studying acting or drama education 

involves an amalgam of complementary theories, sciences and subjects that 

are connected to function specifically. Observing human behaviour is a 

prerequisite for study and teaching acting. Thus, theatre education involves 

the study of psychology, psychoanalysis, biology and anatomy, as well as 

philosophy, sociology, art history, literature and dramaturgy, dance, music 

etc. 

The specialist (the acting teacher or trainer, in this case) is the one 

who cultivates their job by improving their knowledge, skills and abilities 

throughout their life. Mihail Sebastian22 wrote a witty line in his play The 

Star without a Name, which warns about the risk of becoming superficial as 

a teacher. Miss Cucu (a Chemistry and Physics teacher) critics Marin Miroiu 
                                                           

16 Isaac Newton (1643-1727) was an English scientist and one of the most important 
physicists; he discovered and formulated the Law of Universal Attraction. 
17 Johannes Kepler (1571-1630) was a German mathematician, astronomer and astrologer, 
the author of the Kepler’s Laws (on planetary motion). 
18 Denis Diderot (1713-1784) was a French philosopher and writer, the author of Paradox of 
the Actor. 
19 Voltaire (1694-1778) was a French Enlightenment writer and philosopher. 
20 Jean Jacques Rousseau (1712-1778) was a French Enlightenment philosopher. 
21 Immanuel Kant (1724-1804) was a German Enlightenment thinker and philosopher; he 
inspired writers and philosophers (Kleist, Schiller, Goethe, Fichte, Hegel, Schelling).  
22 Mihail Sebastian (1907-1945) was a Romanian play writer, essayist, journalist and 
novelist, known not only for his plays (The Star without a Name; Holiday Games; Breaking 
News), but also for his Journal.  
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(an Astronomy and Mathematics teacher) that he spends too much time 

with his nose in books, studying stars and comets. The teacher’s answer is 

simple, honest: “I’m studying.” Miss Cucu’s reaction is significant: “You are 

studying?! That’s why you are a teacher? To study?!” 

The study of nature and man is essential to our evolution. Progress 

(raising living standards) does not simplify people’s lives, nor does it stop 

the loss of human lives’ in wars, but it tries to reduce the number of victims, 

to keep the planet viable. Preoccupation for Man, for Freedom, Equality, 

Brotherhood concepts paid with human lives, in revolutions, led to a new 

historical, philosophical and political era, from the beginning of the 

nineteenth century. 

An emblematic figure of this century and a personality that has 

changed generations through its works (Capital is one of the mankind’s 

most important books) is the philosopher, sociologist and founder of 

Marxism, the German Karl Marx (1818-1883). He defined society as a result 

of class struggle. Marxism23 predicted and sustained socialism24, 

degenerating into fascism25 and then communism26. The individual’s 

relationship with the state has been irreversibly altered on the one hand by 

technological development and industrialisation, on the other, by political 

movements and philosophical and cultural trends of that era. While in the 

XIX century, the wars were fought with firelocks and rifles, the beginning of 

the twentieth century brought new and powerful weapons and devices. The 

imminent danger of self-destruction as a species (by launching atomic 

bombs) is now possible and likely (see the Hiroshima and Nagasaki 

conflagration). 

                                                           

23 Marxism is an economic and social theory of the nineteenth century based on Karl 
Marx’s works, a German philosopher and economist. 
24 Socialism is an ideology that promoted the creation of a society without social classes. 
25 Fascism is a radical and authoritarian ideology that emerged after the First World War; it 
supports the creation of a totalitarian state with a single party and the creation of the new 
man. 
26 Communism is an ideology that sustains an egalitarian society (all its members are equal, 
they do not own property, everything belongs to everyone). 
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Herbert Marcuse27 studied and exploited man’s relationships with 

contemporary society, analysing the impact and interference of economic 

and political aspects in society and private life. Moreover, he took over in 

his writings the most important ideas in psychology, sociology, philosophy, 

anthropology, and linguistics. Thus, Marcuse developed theories and 

functioning methods of individualities within then communities by creating 

the one-dimensional Man and the one-dimensional society. 

In The Paralysis of Criticism: Society without Opposition, Herbert 

Marcuse draws attention to the major danger that jeopardises human 

species: human society is aware of the fact that the technological evolution 

has offered the possibility to destroy the human species by using the atomic 

bomb. As an endeavour to solve this problem, it develops more advanced 

technology to produce even more nuclear weapons, which increase the 

danger and possibility of total destruction: 

“If we attempt to relate the causes of the danger to the war in which 

society is organised and organises its members, we are immediately 

confronted with the fact that advanced industrial society becomes richer, 

bigger, and better as it perpetuates the danger. The defence structure 

makes life easier for a greater number of people and extends man’s 

mastery of nature. Under these circumstances, our mass media have little 

difficulty in selling particular interests as those of all sensible men. The 

political needs of society become individual needs and aspirations, their 

satisfaction promotes business and the commonweal, and the whole 

appeals to be the very embodiment of Reason. And yet this society is 

irrational as a whole. Its productivity is destructive of the free development 

of human needs and faculties, its peace maintained by the constant threat 

of war, its growth dependent on the repression of the real possibilities for 

pacifying the struggle for existence-individual, national, and international. 

[...]. The capabilities (intellectual and material) of contemporary society are 

immeasurably greater than ever before-which means that the scope of 

                                                           

27 Herbert Marcuse (1898 - 1979) was a German philosopher and sociologist and a 
prominent figure of Neo-Marxism. 
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society’s domination over the individual is immeasurably greater than ever 

before”28. 

Through its philosophers and thinkers, the mankind’s history has 

regulated the relationship between individual and society. It has developed 

sets of laws that regulate the coexistence of members in society. Affiliation 

to one group or another, awareness of ‘social functioning’, principles of 

state functioning, leadership structures, and the individual’s relationship to 

society, are all stages of knowledge that the person formally and informally 

goes through. From the very beginning of their life, the future adults 

become part of an organised system of human groups, from family to 

school and society. SCHOOL through its trainers (teachers and inspectors) 

should and keep up to date with the latest discoveries, researches and 

works in the field of education (pedagogy, psychology), philosophy, 

sociology etc. SCHOOL, through its representatives – TEACHERS, is 

responsible for the education of young people, especially the development 

of critical thinking.  

But as long as young people are not guided to reflect on the 

existence and role of each of the peers in the society, as long as terms such 

as individual, society, group, and community are not well defined and 

clearly assimilated by children and adults, the education system will 

produce only the doer, not the thinker. Therefore, the evolution of societies 

and the future of mankind will suffer the consequences.  

Throughout their training, the future adults are part of different 

micro-groups that they are going for training and development. So, they 

deserve to discover from their own experience what a team is, what its 

structure is and why it is important for individual development. They will 

discover step by step the world and the system in which they are involved. 

If the system is based on equality of chances, freedom of thinking, training 

and awareness of the place and role of the individual in society, all these 

will be part the educational, social, political system of that society. If 

politicians have little interest in education system, the educational process 

                                                           

28 Herbert Marcuse, The Paralysis of Criticism: Society Without Opposition, “Introduction to 
the First Edition”, https://www.marxists.org/ebooks/marcuse/one-dimensional-man.htm.  
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will rest on chance: ‘it is the man who blesses the place’ is an idiom that 

proves to be true and can be applied in this case. 

Why is it imperative to develop the child/young/adult’s ability to 

work within a team, along with the desire to belong to one? Because only 

the crowd emphasises individualities/personalities and only the team/ 

crowd/group/society supports/ensures evolution and survival: “The way in 

which a society organises the life of its members involves an initial choice 

between historical alternatives which are determined by the inherited level 

of the material and intellectual culture. The choice itself results from the 

play of the dominant interests. It anticipates specific modes of transforming 

and utilising man and nature and rejects other modes. It is one ‘project’ of 

realisation among others.  But once the project has become operative in the 

basic institutions and relations, it tends to become exclusive and to 

determine the development of the society as a whole. As a technological 

universe, advanced industrial society is a political universe, the latest stage 

in the realisation of a specific historical project – namely, the experience, 

transformation, and organisation of nature as the mere stuff of 

domination”29.  

1. Social groups 

a. Community. Group. Class. Team 

The study and analysis of these socio-human categories30 helps us 

realise their importance and impact in everyday life of people (adults and 

children). Being aware and knowing the operating rules of the groups in 

which you operate, your role and place in each of these groups, leads to 

being functional, actively acting within them, and even using all your 

                                                           

29 Ibidem. 
30 (Source: Oxford Dictionary) Group - a number of people or things that are located, 
gathered, or classed together. 
Community - a group of people living in the same place or having a particular characteristic 
in common. 
Class - a group of students or pupils who are taught together. 
Team - two or more people working together. 
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potential as an adult. As a parent, it is your duty to prepare your child for 

entering new groups, classes. 

Involvement in socio-human groups is essential for the training and 

development of the child’s ability to socially function. Being aware of the 

individual’s relationship with the community, the impact of the group on 

the social trajectory, knowing the principles of the functioning of human 

groups - these are important skills that children, young people and adults 

use throughout their lives. Children are, of course, the ones who will 

discover and experience them directly, as they access a human group or 

another, during their development. An early guidance provided by family 

and educators is always needed and welcome. 

As a child, one really wants to belong to someone. To belong is to be 

cared for, grown, nourished, briefly directed, loved by your family and if 

you’re lucky, living with you biological parents: mom and dad are your 

pillars of trust, affection and strength. They are your models and your 

world, especially in the first years. The more parents create a warm, active 

world for their child, the better the affective and cognitive development of 

the child toward good behaviour and sociability. Parents who make sure 

that their little child discovers places and situations useful for their 

development as a future adult, will help them gain the necessary skills. 

For a child to become a member of different communities or groups 

appropriate to their age leads to harmonious growth as an active part in the 

society. 

Parents’ fears or lack of information affect the child - the adult 

future - and stops or delays his/her development. I often meet parents who 

are looking for an excuse: “My little boy is shy! That’s it!” or “My little girl 

does not like to socialise, she needs time to accommodate, and then she 

becomes very active and communicative”. Parents or those who raise 

children are also their models in the early years of life. If the mother is 

single, the child takes on the fears, the insecurities because the connection 

between them is indestructible. If a single grandmother/grandfather is 

looking after the baby, the child will borrow the behavioural and affective 

model of the caregiver. 
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Entering a group - the kindergarten most of the times - is an 

important moment in the emotional and cognitive development of a child. 

The protective family helps the transition to society - the kindergarten with 

its novelties: a social and educational system to which the family is to 

integrate, adapt. Children directly interact with other children of their age, 

with educators, caregivers, cooks, nurses, all kinds of teachers. The same is 

true for parents and grandparents. They indirectly go through the same 

process of adaptation to a new situation: their child/grandchild attending 

kindergarten and functioning in this environment. 

Then it is the transition from kindergarten to school. In school, the 

child (and indirectly, the family,) makes the transition from one 

development cycle to the other by going through primary school, 

elementary school, high school and university. 

The purpose of this description is to explain the importance and aim 

of acting courses in the child’s educational development, from kindergarten 

to university and then to the socio-professional integration. 

b. Group structure 

Whether we are talking about community, class, team, all these 

categories refer to the term group. The structure of the group and the roles 

of each member are basic information useful to the child. The child needs to 

know where they are going and who they will meet, what they will do and 

why they will be part of that group. This training is important, parents being 

the ones to provide initial information. Educator is the second important 

pillar in educating and guiding the child. The faster the initial fears are 

eliminated, the more focus on education and establishment of the following 

tasks in the education process. 

The micro-group in the kindergarten and school reflects, on a small 

scale, the society in which the child is formed. Much of child’s reluctance to 

the community is generated at this stage if the entrance into the 

community is done without the child being prepared, without affective and 

informational support. 

When accessing a new socio-professional group, adults need to get 

informed and prepare for this experience. In the same way the child needs 

this training, but he does not have the tools for research. That is why family 
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support is essential. In the absence of the family, the little ones will manage 

on their own, facing difficult problems even for an adult, let alone a child. 

When we talk about family support, the care and affection invested 

by parents in adapting their child to the new tasks that came up with the 

entrance of the kindergarten, we describe an ideal situation. Ideally, 

parents approach this adaptation with care, affection, sensitivity; prepare 

themselves for this stage of their child’s life and their family. In fact, this 

process varies: family involvement in educating the child is a more or less 

beneficial or traumatic experience for the child, depending on the quality, 

presence or absence of parents in the lives of children. This topic is to be 

reconsidered: everything that happens around the child influences its 

further development, even the personal and professional options. 

The ideal is the harmonious family. The reality of each family, 

however, is anything but ideal. There are families where the mother and the 

father form a stable, balanced and happy couple - then the child has good 

chances to be well brought up and guided. But there are families where the 

mother and the father are married, but they do not form a stable couple. All 

tensions and abuses of any kind (verbal, emotional, physical) occurring 

between spouses directly and strongly affect the child, causing trauma the 

little one has to live with. Different trauma occurs in children’s lives when 

we also talk about absence/neglect/abandon, loss of one or both of the 

parents (death or divorce), living with grandparents or relatives or in 

children’s homes in the case of abandoned children in foster system. The 

family, along with school (through its teachers) and psychologists, should 

work together and provide the best conditions for raising, training and 

educating children. And when one of these components is missing, it should 

be made up for by presence and competence of others involved in the 

educational process. 

Any exaggeration leaves its mark on the child. Extremes are equally 

aggressive or damaging to the educational process: lack of emotional or 

informational support from parents, but also a too strong presence 

unbalances the child’s environment and the inner world. (I see parents/ 

grandparents who after bringing the child to school, stay by the classroom 

windows, watch them and even communicate with them through the 
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window at the beginning of the class in the primary school. Those parents/ 

grandparents dress, feed and wash the children, although they know and 

can do these tasks on their own etc.). 

In the kindergarten/school class, the structure of the group is 

defined as: the teacher coordinates a number of children of the same age in 

the educational process. The relationship that is established between them 

should be that of respect and good professional conduct, especially 

regarding adults involved in this process. Many times, unfortunately, those 

who lead the educational process don’t do their job properly, and children 

often suffer verbal or emotional, even physical abuses. They are completely 

unsupported by a teacher during kindergarten, school or in any personal 

development course. 

There are some aspects worth mentioning so you can understand 

the past events that have influenced generations of adults in our country. 

Right now, we have teachers reaching the retirement age and younger 

teachers trained after the Revolution in December 1989 (the first category 

has learnt and developed under communism, the former under post-

December Romanian capitalism, or exclusively after the fall of communism). 

Earlier (during communist regime), the Romanian education system was 

efficient, competitive, and the working methods with the students were 

diverse. Diversity was related to the area where the educational act took 

place (in the countryside or in cities), the schools’ reputation or the 

pedagogical availability of teachers, but also the plan that teachers had to 

fulfil with regard to the participants in different school contests. 

The (psychic, behavioural and physical) aggression was omnipresent 

in the educational system of the former regime. Physical punishments, 

emotional abuses, denigration and public humiliation of pupils or students 

who did not obey the rules of school or the temperament of the teachers 

who were leading the classes were all normal in the last decades of the 20th 

century in Romania. It does not mean that only the regime is at fault; the 

abuses were even encouraged in an era when freedom of speech didn’t 

exist and the citizens (adults and children) were attending performances 

honouring the ‘beloved’ ruler and his wife. 
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My generation (in the 80s) accepted, unaware of their rights, 

educational approaches more or less pedagogical, from its teachers. 

Teachers - many of them professionals in their field - had gaps when it came 

to the pedagogy, regardless of the subject they taught. Many of them did 

not realise that through their actions infringed on some of the pupil’s rights 

and those of the child. Spare the rod and spoil the child was the main 

principle and even some of the parents supported and fallowed the 

“educational model” of some of the teachers. 

With the change of regime, the Romanian world opened to the West 

and implemented Western educational models, but the flaws of the past 

are still visible in some teachers’ attitude or approach of the educational 

act. 

The care and attention many parents are giving to their children are 

a response (and compensation) to the disadvantages they have incurred 

during their educational training, coming both school and family. The 

former educational system made you feel guilty about who you are and 

your school achievements when your grade wasn’t 10. It was a competition 

between students and they were guided to develop not for their own 

benefit, but to satisfy the needs or the professional vanity of some teachers 

or parents. Many of the students of my age (I went to high school in 1990) 

chose high schools and later universities to please their parents or teachers 

and not for themselves. This social behaviour that has affected pupils 

influences the future development of adults. I am an educator and my way 

of working with people (children, teenagers and adults) was formed against 

the aggressions of the system I had as a student. It was not a conscious 

decision, much of my educational training, even when I opted for the 

Normal School - the Teachers Department. I wanted to become an actress 

because I had too much energy, I didn’t know how to burn it; then I wanted 

to become an actress to overcome my fears and traumas over my socio-

professional and psycho-emotional training both within the family and the 

school; I wanted to become an actress because I sensed the curative and 

educational function of the theatre. Only after graduating high school and 

later university, my job became easier. I was a young educator and then an 

associate professor at the National University of Theatre and Film “I.L. 
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Caragiale”. In order to work with colleagues, you must first know and be 

able to work with yourself. 

Coming back to the main idea, children are the most sensitive 

members of society; they must be protected because they are also the most 

important members, its future. Theatrical and acting education classes 

protect this treasure; they form and develop future sociable adults, 

individualities in training, creative and free to express themselves in public, 

capable of generating their own work in groups, through productions 

created in acting classes. They are developed and conceived taking into 

account the psycho-emotional and cognitive age and development of 

children and are deeply humanistic. 

Therefore, theatre education courses should be led by professionals 

- graduates of Specialised Actors’ Art, Pedagogy of Actors’ Art, or graduates 

of the Master Degree in Theatre Pedagogy (Drama Teaching). 

The Actor’s Art Courses have the aim to meet the children’s 

educational and educational needs. The main form of function within the 

acting class is the game. 

From childbirth until full age, according to the psychologist Jean 

Piaget, the child goes through several phases of the GAME, as follows: 

sensorimotor (early stage, represented by the sensory-motor development 

level between 0 and 2 years), preoperational (between 2 and 6 years), 

concrete operational stage - game with rules (between 7-12 years, with the 

child adapting to social) and formal operational stage. 

c. Bio-psycho-social development in the 6-11 year old group 

At the age of six, the child closes the circle of golden age, which 

starts at 3 years and reaches the peak at the age of six. 

From 3 to 6 years - during the pre-school period, the child attends 

kindergarten. Now he/she is part of a group that obeys rules. The child gets 

familiar with the new group during the three years of kindergarten. Now 

the transition from the family to a new, active, different environment takes 

place. The little one now realises that each child is different from him/her, 

that the older person is different than his parents and/or grandparents. This 

period is very important for their emotional and intellectual development. 

Both those who experience the education system of kindergartens and 
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those who do not attend the kindergarten go through accommodation with 

new persons (grandparents, babysitters or educators). The fear of 

abandonment caused by the detachment of the protective mother that 

children feel between 1 and 3 years, can be prolonged also during this 

period of emotional and cognitive development (fear disappears in time, 

provided that parents and teachers fulfil their responsibilities). 

Also between 3 and 6 years is the transition from concrete thinking 

to symbolic thinking, the use and improvement of language being essential 

in the development of the child’s imagination. 

The more the child feels the care, the affection, the respect of 

responsible parents satisfying their child’s needs, the less they experience 

fear of abandonment, distrust or delay of affective and cognitive 

development. When the child is socially integrated (children’s clubs, 

children’s classes, dances, games, sports), the psycho-emotional and 

cognitive development takes place in optimal parameters. The more the 

child is spoken to more often, the better their language improves. 

Acting classes efficiently fulfil emotional needs, social integration of 

the child, from the age of first childhood. Many of the fears and anxieties of 

children are triggered in the first few months of life if the baby does not 

receive the affection and care it needs. Parents are, in some cases, 

unprepared and unwillingly/without knowing, delay or block the emotional 

and cognitive development of their child. 

Theatre education makes it easy to integrate into collectives, it can 

start from the earliest age (when little children are accompanied by one or 

both parents and participate in games with other children accompanied by 

their parents). Parents often overcome certain fears and boost children’s 

self-esteem. Education through theatre is done exclusively through play; it 

is dynamic, active and direct. Children socialise, express themselves in 

groups and interact with adults specialised in theatre education. Through 

theatre education, the child has the opportunity to move from play to play, 

especially as theatrical play resembles the games. They have rules that the 

child must respect, in the absence of rules the game breaks apart. Many 

times, children propose new rules, rules that serve their needs or wishes. 

Later, especially the theatrical games, the children learn that the rules are 
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fixed and they have to be respected and only then can the game continue. 

Play has changed rules or no rules, but game always has rules, and kids 

learn to assume the position of a player. 

So, between the ages of 3 and 6, the child develops physically, 

emotionally and cognitively, improving their language, the ability to express 

their personality to be known or to be noticed when they come into contact 

with others. The gaps in their education will be easily noticed: authoritarian 

parents cause frustration, aggression, restlessness, or reluctance in their 

children; being careful, non-invasive, they allow their child to develop his/ 

her own personality, the parents who accept their children and stimulate 

their development have joyful children, confident, open to experiment with 

new games and to integrate in different children’s communities. 

Between the ages of 6 and 11 we talk about the school year - now 

the elementary school in Romania has 5 grades: 0, I, II, III and IV. It is a 

period rich in experiences and learning: now the development is taken to 

the next level: observation, attention, memory, imagination, senses 

(representations). 

Voluntary attention is not developed at 6-7 years. Only now does it 

begin to appear. Therefore, the exercises for attention proposed here are 

welcomed. We are also witnessing the development of language and 

memory. Memory is based on concrete, and imagination is, for the little 

student, a tool of knowledge. 

Personality development is closely related to the relationship with 

others and experimentation of new life situations. The child-parent 

relationship is essential to the psycho-emotional, cognitive development of 

the child, and the teacher is a model. Friends and colleagues are important 

to the small schoolchild. If we want to analyse each stage of development 

according to the age of the child31, we will notice that this analysis is general 

but does not apply to all. The psychological and physical development of 

each child occurs uniquely and differently, even if we can formulate 

                                                           

31 Psychology has formulated the following childhood development ages: infant’s age (0-12 
/14 months), aged (1-3 years), pre-school age (3-6/7 years), and school age (7-18 years), 
the age of the middle school or pre-adolescent (11-15 years) and the high school age or 
teenage age (15-18 years). 
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psychological peculiarities: “Indeed, in the dialectical unity of the process, 

we develop a distinct structural diversity of psychological characteristics 

specific to a certain age. According to some psychologists, those stages 

would represent different moments of development, characterised by a set 

of coherent and structured features. These features represent a typology 

specific to every age span, but it changes (P. Osterrieth, J. Piaget, R. de 

Saussure, J. Tanner, H. Wallon and R. Zazzo). 

…… 

Therefore, homogeneous childhood is not at all. 

…… 

In other words, at a certain level of development of the processes of 

knowledge (perceptions, memory, language, thinking etc.) we observe an 

appropriate level of development in affective and volition processes”32. 

2. Individuality. I AM – WHO AM I? 

The discovery of Who am I? implies a research that takes place 

throughout the life of each person. During the bio-psycho-social 

development, everyone goes through stages of awareness, completion, 

search, recognition of who I am: I realise who I am, know who I am, then 

discover who I am, I search, I seek, redefine who I am. It is a continuous 

process in which each of us defines who he/she is in relation to himself and, 

in particular, to others. 

Redefinition Who am I? occurs regardless of age and carries 

changes, nuances, new arrangements. Because we are a new ego, every day 

of life, with every experience of life. Freud33 and, to a certain extent, Jung34, 

                                                           

32 Anatole Chircev, Valer Mare, Paul Popescu-Neveanu, Ion Radu, Al. Roşca, Ana Tucicov, 
Beniamin Zorgo, Psihologie Generală, E.D.P., Bucharest, 1966, p. 138. 
33 Sigmund Freud (1856-1939) was an Austrian Jewish physician, founder of psychoanalysis. 
“Freud is the father of psychoanalysis, the researcher and the first to translate human 
behaviours through the perspective of sexuality manifested in the native-born state of the 
human being. To become acquainted with the vast Freudian opera requires familiarity with 
the concept of psychoanalysis, an original concept developed and imposed in universal 
medicine and psychology by the great Viennese physician of the late nineteenth century 
and the beginning of the twentieth century, Sigmund Freud. For medicine and psychology, 
he is what Stanislavski is for the art of the actor: the creator of a system. In Freud’s case, 
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both fathers of psychoanalysis - have spent their whole life researching, 

experimenting with the coordinates of Who am I?, the critical points, the 

possible therapeutic paths for recovering Who am I, when more or less 

traumatic events altered the inner balance. To Sigmund Freud and to Carl 

Jung we owe a tireless interest in the field of psychology and proper 

treatment of the individual affected by fear, anxiety, depression, nervous 

system diseases, behavioural deviations resulting from exposure to 

environments and inappropriate living conditions for any individual. If, until 

Freud and Jung, people did not receive any treatment or post-traumatic 

psychological counselling (the case history being non-existent when the 

individual accuses or shows signs of psychological trauma: overwhelming, 
                                                                                                                                                     

we are talking about a system of analysis of the human psyche, about which he formulated 
two topics throughout his existence and professional development. If the first Freudian 
Topic crystallised in: Conscious, Preconscious and Unconscious, the second Topic 
distinguishes and analyses: Id, Ego and Superego. From the Freudian perspective, 
psychological maturity comes with identification, awareness and overcoming some 
frustrations, fears or sexual waste that the individual “throws-away”, “hides” or 
“discharges”, throughout his existence, in the complex of Oedipus and the Castration 
Complex. Also, Freud is the first to analyse dreams. To Freud, dreams are the storage of the 
psychic product resulting from the confrontation of the individual with reality. They are a 
result of cultural discomfort and assume the nocturnal solving of the problems that the 
individual accumulates diurnally. We also owe to Freud the explanation of the missed acts 
as well as the anamnesis and the proper treatment of psychoses, neuroses or 
schizophrenia, the latter being an untreated condition at the time”. (Excerpt from Dana 
Rotaru, “Actorul-motor sau actorul-piesă de schimb?”, Concept Journal, Vol. 6/No. 1/2013, 
p. 105). 
34 Carl Gustav Jung (1875-1961) is a Swiss psychiatrist and psychologist, “he is the creator 
of analytical psychology. He had professionally trained by treating schizophrenic patients. 
He contributed to the evolution of psychology, psychological analysis and psychiatry, 
through the development and formulation of psychological types, complexes, archetypes, 
collective unconsciousness and the process of individualisation as the central process of 
becoming a being. In his autobiographical volume Memories, dreams, reflections one 
discovers Jung as a passionate personality of culture, esotericism, occultism and astrology. 
He does not share Freud’s position on sexuality, nor does he deny his importance and 
impact on the formation and development of the individual. He has great respect for the 
decipherment of dreams from the Freudian perspective. Dreams were Jung’s valuable 
means of deciphering unconscious information by activating archetypes. Jung’s first patient 
was Jung himself. For Jung everything is related to his own experience and his own spiritual 
evolution, beyond psycho-physical. The first step which an analyst goes through is their 
own psychoanalysis. Similarly, the actor-man first goes through the stage of self-
psychoanalysis, and then they can analyse, know and create a role.” (Excerpt from Idem, p. 
106). 
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anguish, depression, illness), starting from the early twentieth century 

psychoanalysis, psychological and psychiatric therapies and treatments 

have become (re)known, respected and put into practice in the medical 

world. This does not mean that all adults (or children) should go to a 

psychologist, for example, in order to keep themselves in good health with 

oneself and others, but most know that there is this possibility, that there 

are tools and treatments that address, regulates psychic trauma. 

At the age of six, children strongly manifest their individuality. They 

are the centre of the universe; their needs are the most important. They 

will try to modify the human group, so that it obeys his wishes and needs. 

3. Individualities in the community. HARMONISING THE 

GROUP 

The teacher’s task is to harmonise the group of children so that each 

of them fully develops, speaks coherently and with confidence when it 

comes to the task of leading an exercise or saying something in public. They 

become aware of the role other members play in their personal 

development. Respect for work and appreciation of the contribution of 

each child and teacher in the educational process are mandatory tasks of 

awareness and application during the school education period. 

The acting exercises used for harmonising the group are aimed at 

making children discover on their own what position of group leader and 

what the membership of the group mean. In a team there is always a leader 

and the rest of the members who fulfil the roles of the project executors of 

the team. Members, in turn, become managers of short and precise tasks, 

tasks that pursue the fulfilment of the general objective. 

In a theatre distribution, for example, there are leading roles, 

secondary roles, episodic roles, or the role of a collective character (chorus). 

You cannot play a leading role without being supported by secondary roles 

or the collective character, and vice versa. 

Theatre is required to observe the rules of the team and each 

member to perform tasks (all members of the team have rights and duties). 

The creative team respects the director’s authority. He is responsible for 
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bringing a theatrical production to the ramp. It requires teamwork, but the 

coordinator is always the director. The show emerges based on his ideas, 

and the other creators (the stage designer, the costume painter, the 

choreographer, the light master, the light-designer and the actors) adapt to 

the director’s proposal. When the performance is directed by more than 

one person, then there is an understanding of the parties on the show, and 

they agree on a set of rules to respect for the performance. The final 

product is always the work of the entire creative team and is supported by 

the management and promotion team and the technical team if they exist 

(PR, production director, technical director, engineers etc.). 

4. Exercises for developing teamwork skills 

a. Who am I? 

Oral presentation 

It is very important for the child to be able to express himself when 

he is in public, in different situations. When he enters a new group, the 

child will adapt and try to harmonise with the group. Then, as part of a 

group, the child will develop his/her social and expression skills within the 

group. The Exercise Oral Presentation puts the child in the position of 

expressing himself/herself and being within the group. 

Therefore, the children are placed in a circle and, taking turns, they 

present themselves (name and surname), tell their age and give information 

about: 1. hobbies; 2. favourite toy; 3. favourite food; 4. favourite cartoon 

character and so on. 

Later, the free presentation on a topic (0, I grade) will be replaced 

with oral speech on a given topic, with a time limit (II, III grade). The oral 

speech will also be written (III, IV grade). Children will learn, over time, what 

the structure of a public discourse35 is and they will practice their ability to 

speak in public on a given/chosen topic. 

The next stage of the exercise is the description of who I am, what I 

like, but the group disposition in space changes: the auditorium can be 

                                                           

35 See chapter “Freedom of Expression in front of an Audience”. 
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dispersed, in rows, diagonally, or in semicircle etc. The vocal and physical 

adjustment of the speaker (child at different group settings in the group 

(other children) practice the child’s ability to adapt to the group and to 

make himself heard.  

 

Physical Presentation 

Children are invited to physically express a movement, a position, an 

attitude that characterises them, that they like, which suits them or which 

they would like to experience in front of others, as follows: 

- in the first phase the exercise children form a circle. Each child proposes: 

1. a body position; 2. a movement; 3. a series of movements that develop a 

story. 

- in the next stage of the exercise, they are physically experimenting the 

tasks of the exercise, this time on the music. 

- another phase of the exercise is to work on the required tasks, on the 

music, in pairs, and the body positions changes according to the partner and 

the musical theme.  

 

Body Positions 

Body positions are practiced and their significance is analysed. 

Children are thus familiar with body language and verbal translation. The 

language of the body is within the sphere of non-verbal communication, 

and this type of language encapsulates the reaction that a person has in 

connection with a situation that is publicly experienced or not, or in relation 

to another person, with a group of persons or with an object or a class of 

objects. 

“Most researchers generally agree that the verbal channel is 

primarily used for conveying information, while the non-verbal   channel is 

used or negotiating interpersonal attitudes, and in some cases, is used as a 

substitute for verbal messages. 

............................... 
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The fascinating thing is that the human animal is rarely aware of his 

postures, movements and gestures that can tell one story while his voice 

may be telling another”36.  

 

 

My beautiful place 

It starts from creating that place (it can be as big as a book, a table 

or a classroom) where each child brings something he/she likes (a favourite 

toy, drawings paintings, books or favourite albums, important collages, 

poems or writings) or which the child uses as he wishes to express 

themselves in front of others (they can sing or play an instrument, dance, 

solve a puzzle or make a salad etc.). 

In the upper stage, the exercise develops a spectacular moment in 

which the child creates his own show (he is an actor, director, art director, 

choreographer, machinist) and aims to express who he is and what he likes 

or what he wants to express by spectacular means that he has at hand. 

b. Me and the group 

1. Grouping-regrouping 

 The Brownian Motion 

It develops the child’s ability to function in a group, observing the 

rules of the exercise: the movement is continuous, each has the task of 

covering the room without hitting the others, and when accidents occur to 

solve the problems. New topics are added to this movement sending the 

exercise to the next level. The children are led by the acting teacher, who 

can: 

1. stop the children – they should stop exactly in the position they were 

when receiving the order; 

2. change the pace of the movement; 

                                                           

36 Allan Pease, Body Language. How to read others’ thoughts by their gestures, Sheldon 
Press, 1998, p. 1. 
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3. add words or phrases, signs or body positions, developing other 

exercises. 

The exercise ends when the teacher notices that the group reacts 

efficiently to the required tasks, operating in the proposed Brownian 

motion and observing the rules.  

Follow my lead 

Each child proposes a movement that all other children mimic as 

accurately as possible and reproduces/repeats it until the movement is 

replaced with a new one. 

The exercise is performed, in its upper stage, on music, at different 

rhythms or musical themes. 

It is a team exercise and it ends when each member had proposed a 

move that has been mimicked by the whole group. Students will find this 

exercise funny. They feel right to take and execute immediately and 

correctly the movements proposed by each member of the group in turn. A 

team spirit is created between the members of the group and the 

movements proposed by a member of the team or another will come 

spontaneously, will not be looked for, but will be experienced in the energy 

and enthusiasm of the group. It is important that the one who proposes the 

movement to choose it spontaneously. This means that each child will 

generate a movement he created here and now, immediately taken over by 

the whole group here and now, experienced and consumed to the utmost 

of its expression.  

 

 By two/three/six 

At the command of the teacher, the children group (from Brownian 

movement) into groups of in a given time span, then return to Brownian 

motion and continue grouping together in groups of three, and so on until 

the end of the exercise. 

Exercise ends when the teacher notices that the participants react 

quickly, easily fulfilling the required task. Example: “Until I count to 3, you 

form pairs: 1, 2, 3!/Until I count to 5, you form groups of 4: 1, 2, 3, 4, 5.” At 
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an upper stage, each child can be the leader of the group; he/ she has the 

task of delivering the rules and coordinating the exercise. 

If the group members fail to group three or five on time, the 

exercise leader has the task of encouraging the team and restarting the 

exercise until the grouping is done in the given time span. 

Avoid as much as possible the punishment of the group or those 

who have failed to group in time. This exercise is about being able to solve a 

team problem and team up without creating aggressive competition. It 

improves the reaction time, the ability to solve a task by observing the rules 

of the game. To emphasise the role of each member in a team, if one of the 

members does not manage to observe the time span, the others support 

him and begin the exercise again. 

Of course, at some point some of them remain unpaired due to the 

various groups. A new grouping is necessary because it is normal to happen 

when one try to group 10 players in groups of three, for example. There will 

always be one without grouping. 

Performed with 0, I grade, the exercise is an opportunity to work 

with crowds, to do calculations, to perceive the crowd as a whole and to be 

aware of its mood. This experience must be emphasised, even redone by 

the teacher when it comes to teaching sets in mathematics.  

 

 4, 4, 7 

There are three planes: whole plan, medium plane and narrow plan, 

as follows: children offer a whole-body position (for example: standing with 

arms stretched above the head), one in the medium plane (for example, 

back scale) and one in a narrow plane (for example: sitting on the floor). 

The position of arms or legs can be any - a clearer and more expressive 

position is desirable; after each member of the team (child) has practiced 

the three proposed positions, the exercise moves on. 

It starts with Brownian motion and the teacher gives the command: 

4, 4, 7! After hearing his order, the group has to adopt the three corporal 

positions established so that: 4 of them adopt a position among the three 

possible, another 4 adopt another position and another 7 adopt the third 

and last position. Children have the freedom to choose how many will be in 
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the medium plane, narrow plane and whole plane, exactly when they 

receive the order. As a matter of fact, they do not decide priory, but react 

and adjust so as to be 4, 4, 7. It can be 2, 5, 3 or 1, 8, 4, depending on the 

number of participants. The aim of the exercise is to work as a team and to 

solve accidents, in order to observe the rule of the exercise.  

Trust 

1. Trust in a circle: the children form a circle and, one by one, they 

go in the centre of the circle. There they stay still and allow the others to 

manoeuvre them, trusting that the partners will let them hit the ground. 

2. Catch me: the children are grouping and one of them is left in a 

free fall and is caught by the group before it touches the floor. 

3. Catch me upper stage: children are in Brownian motion. The 

professor announces the rules of the game: all members of the group are 

accounted for and everybody announces the month in which they were 

born. Then the teacher shouts a month of the year. Those who are born 

that month will fall freely on the floor, others near them have the obligation 

to catch them (support) not to hit the ground. The exercise is complete 

when the group applies and exploits the rules. 

2. Joint work  

 The Newspaper  

A newspaper page is torn into pieces and spread on the floor. The 

task of the group is to team up and restore the newspaper page in a given 

time (for example, in 5 minutes). 

The exercise ends when the team has managed to position all the 

pieces in their place. The exercise can be redone two/three times in a year 

of study, each time using another newspaper page, and will thus track their 

evolution over time. All results are scored by the teacher in order to keep a 

record over time. 

By working together, solving the task together, the children learn to 

manage patiently, carefully, take care of a problem and carry it out, 

respecting the deadline announced.  
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 Picture 

It’s a group exercise. The group is given the task of creating a given 

picture (for example: during break or in the backyard or Christmas Eve). 

The picture is created by positioning all children in the layout of the 

painting. What will be achieved is 3D picture, in which the characters are 

actually the children, placed in the frame stop. 

The teacher announces the working time span and must be 

observed (at the beginning, let’s say 10 minutes). Over a year of study, the 

picture exercise will have done at least twice, on a different topic and 

shortening the time span. 

They are also given the freedom to manage their own roles within 

the group working on the task of the picture. They will find out that it is 

necessary to share their tasks, to have a plan, to know what each person 

has to do and what body position he/she has adopted. 

Once the picture is ready, the photo of the picture is taken, then 

students return to the Brownian motion and, upon the teacher’s command, 

the group will have to restore the same picture in a minute, then in 30 

seconds, then in 10 seconds. 

The exercise ends when the group has managed to restore the 

picture within 10 seconds. (It is possible to check the correctness of the 

positions in the picture, comparing it with the photo).  

 

 Who leads the movement 

The group engages in Brownian motion, and one of the members 

comes out of the classroom and waits for a minute out, then re-enters. 

During that minute, children in the room appoint a member of the 

group that will generate a continuous movement. The group has to imitate 

it and protect the leader, in order not to be detected by the one who 

waited outside. The game ends when the leader is spotted. 

5. Applied methods 

Observation, Experiment, Verbal and non-verbal conversation, Explanation, 

Analysis, Demonstration. 
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6. Evaluation 

1. What are the two major groups that influence the young schoolchild’s 

development? 

2. What is teamwork and how does it affect schoolchild’s development? 

3. What are the main exercises for teamwork? Why is the Brownian motion 

important? 

4. What is body language? And way are body language exercises important? 

5. What does INDIVIDUALITY mean and how is it connected to 

COLLECTIVITY?   
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OBSERVATION 

 

If observation is one of the main methods of research in psychology, 

in the actor’s art study, it is the basic method and I would call it a classical 

method of study. Once experienced, observation becomes the lifelong 

method of any actor. I call it the life-long method because it is used every 

day, the whole (professional, biological) life, whether the actor makes it 

consciously and constantly as part of his or her job, or every now and then 

when used in solving various problems in everyday life. 

One thing is certain: the actor surprises himself by studying all his 

life because his object of study is man and humanity. Psychologists, 

sociologists and psychoanalysts are also studying continuously because the 

subject of their study is the MAN, and the man is unique, complex, alive, 

living in society, and continuously adapting to the current discoveries and 

technology. 

The actor’s art is based on the discovery of the man in action and 

experiencing a whole range of feelings, emotions. Acting is very close to 

psychology, following most of the time on the same traces. If “psychology is 

the science that deals with the study of the laws of psychic phenomena, of 

psychic activities”37, the actor’s art is the science of impersonating or 

playing characters or playing theatre in one of the professional ways. To 

subdue yourself, to play characters, to play theatre, you naturally follow the 

stages discovered by psychology. 

It is the result that makes them different. In the case of psychology, 

the purpose of this science is measured in the theoretical content between 

the covers of the textbooks and the treatises, but also in the methods and 

procedures applied in the psychoanalytic, curative treatments, but also in 

the education, in the case of acting, a spectacular act (which may involve 

                                                           

37 Anatole Chircev, Valer Mare, Paul Popescu-Neveanu, Ion Radu, Al. Roşca, Ana Tucicov, 

Beniamin Zorgo, op. cit., p. 16. 
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curative or educational acts in particular), and it becomes an integral part of 

it - and implicitly of the phenomenon we call THEATRE. 

When acting is a study subject, it links psychology to theatre, having 

an educational character, but also a deeper one, aimed at self-knowledge.  

“Some authors have tried to graphically express the place of 

psychology in the science system by placing it in an equilateral triangle, 

whose peaks would represent natural sciences, social sciences, and 

philosophy. Placement the conventional psychology point closer to one of 

the peaks would indicate greater association with that discipline system. 

This representation could be done through a square or a tetrahedron, 

which, apart from the three peaks mentioned, would have one that would 

represent the anthropological sciences with which psychology is related”38.  

The same as the graphical expression of the place of acting in the 

system of sciences, it may approach one of the peaks described by a 

geometric figure in which we find psychology, psychoanalysis, sociology, 

philosophy, anthropology, literature, music, dance, singing... 

Observation is one of the methods of research of the immediate 

nature (environment) and human nature (the other, I). “Observation is a 

superior form of perception, a premeditated, guided, selectively planned 

perception, undertaken with a certain purpose. Observation means 

researching the perceived object”39. 

Observing, however, goes beyond the definition of this term given 

by the psychology. Observation is a complex activity that puts into 

operation the entire body (spirit and matter, alike). 

1. Observation and individual development 

First, observation is a means of knowing, an effective learning tool 

for any age. Through the act of observation, processes of thought, language 

and imagination are developed and/or reactivated. 

Observing the environment leads to the discovery of new areas of 

knowledge. Then observing people in different places and living situations 

                                                           

38 Idem, p. 15. 
39 Idem, p. 213. 
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leads the little schoolchild to better understand their peers. Their 

observation skills develop, leading the adult to explore an area of 

knowledge or another. Self-observation is a tool of knowledge through 

which the children train themselves40, developing their inner mobility. 

In acting, observation is a mandatory tool. The teacher has the duty 

to carefully follow the experienced exercises in the theatre education 

courses/workshops. Their concern for knowledge must be plentiful. They 

must experience the proposed exercises. Experience and experimentation 

are mandatory for teachers who run an acting class. 

2. The schoolchild’s ability to observe 

Children are curious. Everything that surrounds them is a potential 

play partner; the world and the environment are rich in information and 

proposals. Children’s games, playgrounds, children’s parties, personal 

development courses, and the technology that provides them with focus 

games, educational films, on the other hand, all this improve children, burn 

their energy. It is important to harmonise these activities so that children 

benefit from useful experiences for their cognitive and psycho-emotional 

development. 

At this age, we are interested in channelling the children’s 

observation to topics that offer them information, develop their taste for 

beauty, and develop their imagination. Inspired by the teacher, the 

conscious observation develops the pupil’s appetite for the study, the 

understanding of the need to respect the rules of the place in which they 

carry out an activity (the rules of the social game), establishes the basis of 

learning this period of psycho-physical and emotional development. The 

children manage to imagine and empathise with their peers. I think 

                                                           

40 “The most common methods of self-knowledge are: introspection and individualisation. 
Less conventional, less accepted in scientific psychology in academic environments are: a). 
Concentration meditation from oriental psychologies; b) Self-analysis; c) Psycho-synthesis; 
d) Hesychasm ascesis; e) Trans-personal methods; j) Self remembering from “The Fourth 
Way” by G. Gurdjieff and P. Ouspensky” in Ion Mânzat, Psihologia sinelui. Un pelerinaj spre 
centrul ființei, Ed. Eminescu, Bucharest, 2000, pp. 133-134. 
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observation is the basis for the development of the ability to imagine and 

then to empathise with others. 

3. Exercises to develop observation 

a. The individual study of the observation  

The most effective exercise to develop the ability to observe is to 

look at events from nature/society or to follow others at work. You learn a 

lot when applying, but much more if you put the observation in practice. 

Anyone can observe. All you have to do is to want. In the pre-school 

period, children look at the world and people, and by imitation, they 

memorise a sum of information, then transforming it into skills and abilities. 

Things of observation for the little schoolchild: How do I spend the 

morning?, How does the street where I go to school looks like? What does 

nature look like in this season?, How does my mother cook?, How does the 

cat play? etc.  

The individual study of the observation is fulfilled by the oral 

formulation of the research undertaken by the schoolchildren. The topic 

can be narrated (storytelling), drawn or painted (a complementary activity 

that enriches the child), dancing or expressing on the move. The teacher 

must exploit all these possibilities to complete the conscious observation as 

a subject of study. 

b. Collective exercises 

 Mirror 1 

The children form pairs, staying face to face. One of them proposes 

and makes a movement, while the other does the same (as if it were the 

reflection of the other in the mirror). 

On the command of the teacher, the one who took over the 

movement will lead and the other will take over the partner’s movement. 

The next step is to leave the Mirror exercise at the discretion: changing the 

leader of the movement is done by the two partners when they consider 

one of them. Without agreeing on the moment, the exercise of the exercise 

is taken over, and the other moves on what gets from the partner.  
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 Mirror 2 

Children are grouped in a triangle and, in turns, one is the leader 

(initiator) of the movement and the other two follow the driver’s proposal. 

The leader stretches his palms in front. With one of his palms he leads one 

of the partners, with the other palm leading the other partner. He/she can 

move in space followed by the two. At one point, the teacher asks the 

triangle leader to change and proceeds until each member becomes the 

leader of the movement.  

The upper stage of the exercise involves assuming leadership 

without being announced from the outside (by the teacher) and shifting 

from one leader to the other, from one status to the other (the leader, led).  
 

How does the partner look like? 

From the Brownian movement, the children stop each other in front 

of each other and search each other to keep as much physical and clothing 

data as possible about the other. Then it returns to Brownian motion. The 

teacher asks all children to close their eyes and, in turn, to describe the 

physical data (hair, eye, later height, weight) and clothing of each 

participant in the game. The ability to describe with many details in a given 

time what they had to observe is evaluated. 

Exercise can be done every year of study and it is a teacher’s 

barometer about the attendance and attention paid by the students. 

4. Applied work methods 

Experiment, Verbal and Non-Verbal Communication, Conversation. 

5. Evaluation 

1. Why is it important to develop the small school’s ability to observe? 

2. What does the individual study refer to in developing the ability to 

observe? 

3. Describe the link between the ability to observe and the development of 

verbal, non-verbal language) at school age? 
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FOCUSING ATTENTION  

 

1. About Attention 

“Attention, therefore, is in the orientation and concentration of 

psychic activity on objects or phenomena, which has the effect of rendering 

them clearer and more complete, as well as increasing the efficiency of the 

activity”41. 

Psychology classifies it as involuntary and voluntary attention. The 

involuntary attention is short-lived because it is directly proportional to the 

novelty of the stimuli to which the subject is subjected: “generally, I draw 

attention to all those stimuli that have a positive or negative influence on 

the integrity of the organism, those who have a connection with the 

permanent concerns of a person, with his current or prospective work”42. 

Voluntary attention involves an intention to be careful and an effort 

of will to do that. 

The qualities of attention are: stability (an object or subject viewed 

from several angles can keep the attention for 15-20 minutes, too, the 

movement and speed can keep the attention of an individual), the volume 

(refers to the amount of objects or phenomena that an individual can 

assimilate, record in his visual field of knowledge), the flexibility (refers to 

the change of the concentration point from one object or phenomenon to 

another and it is always a voluntary change), the distribution (refers to the 

individual’s ability to perform two or more simultaneous or alternate 

activities). 

In the 0 grade, children are different in the matter of physical, 

emotional, cognitive development. Of course, there are standards with 

limits of normality regarding the evolution and development of the child at 

                                                           

41 Anatole Chircev, Valer Mare, Paul Popescu-Neveanu, Ion Radu, Al. Roşca, Ana Tucicov, 
Beniamin Zorgo, op. cit., p. 324. 
42 Idem, p. 326. 
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the age of the younger pupil. Loss of attention or short attention span are 

signs that the teacher takes as lack of attention and tries to regulate this 

deficit by working with the psychologist and the parents. Before classifying 

behaviour or having a poor attitude, the first step of the teacher is to focus 

the pupils’ attention on what is to be solved in the on-going school activity 

(the school activity proposed by the teacher). There is no fixed or exact path 

that students have to follow when solving a school task, there are possible 

pathways, and the group’s composition will alter the time at which that task 

is solved, but also the resolution tune, depending on the subjects involved 

(students). 

In other words, the learning activity is now and here, and the 

modalities, procedures the teacher has to change must be modified, 

adapted by him according to the needs and the structure of the group. 

There are teachers who are stuck or intrigued if, during the time of 

vocabulary development, for example, when the group of students breaks a 

word in a syllable, one or a few of the subjects (pupils) are concerned about 

something else, although the task was clear announced and understood by 

them. One/Some pupil(s) even refuses/refuse to actively participate in 

solving the proposed and on-going task and engages/engage in a totally 

other activity, apparently independent of the group’s (class) activity. At that 

point, the teacher recalls and registers the reaction of the person/s who 

have engaged in another activity as a lack of attention. There is usually the 

regulation of the situation by the teacher (some rebuke those who gave up 

the school assignment, interrupting the activity of the whole group, others 

do not interrupt the group’s activity, but include rebuking in activity, raising 

the voice and fine-tuning those who have dropped out of solving the school 

task, others just registered that some of the pupils have moved their 

attention to another task or activity other than the group, but do not 

interrupt the time, working with the rest of the group, usually until the 

school task is resolved, and the examples can continue). 

It is true that at this age, voluntary attention is formed. The pupil’s 

attention span is limited in time and increases as they grow up. At 6, 7 

years, the child can concentrate on average for 10-15 minutes on a task, 

and then the attention decreases. Then the teacher proposes a game that 



48 
 

captures their attention, they rest, and then returns to the task when 

needed. This increases the student’s ability to focus on a task and develops 

voluntary attention. Do not forget that each subject is unique and the 

attention has limits depending on the development of each child. 

It is also important to note whether attention diminishes or moves 

its centre from one problem to another. Children in 2016 are trained to 

work with more attention points earlier. The technology that they are 

surrounded by - televisions, computers, laptops, tablets, high performance 

phones - is known and friendly to them. Not often the adult is surprised to 

notice that their little one is working on two, three to four, even five 

concentration points, alternately and sometimes at the same time. Today’s 

kids can watch TV cartoons and, in parallel, play on an app on their tablet, 

tap a second app on their phone, listen to music and play or talk all the 

time. If you interrupt one of these devices, the child warns you that you 

have disturbed or interrupted their activities. 

Does this child’s way of working in the presence of technology lead 

to long-term attention deficit? Does focusing attention on several 

alternative points develop a hyper-attention? 

The trainer has to take into account the speed at which the young 

people access the information and to get the idea from here to develop 

their voluntary attention. In this case, intervention of concentration and 

attention games played at the acting classes is welcomed. They will thus be 

able to concentrate on solving a major task, moving the focus from one 

issue to another, in order to carry out the big task (the main task).  
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2. Circles of Attention (Stanislavski43) 

Stanislavski describes in An Actor’s Work three circles of attention: 

the small circle of attention is the space that is described around the actor’s 

person) and refers to their intimate space (it is the imaginary circle that the 

actor describes by stretching their arms in front or above or around 

themselves); the middle circle refers to the space in which the actor 

operates (the stage with all that it contains) and the big circle of attention 

(the auditorium or as far as the actor can see). 

Awareness of the three circles of attention and work in these circles 

helps the actor to function to the best of their ability, and to convey even 

the slightest intentions to the last spectator in the audience. Thus, the three 

circles of attention become an effective exercise with which distributive 

attention is formed and developed. 

Also, in the acting workshop, children will realize that they can solve 

a task (scenic) if they focus their attention in the small circle, then in the 

middle circle, moving their point of concentration from one space to 

another. 

2. Point of concentration (Viola Spolin44) 

The POC or focal point is the major contribution of Professor Viola 

Spolin in the field of actor’s art and “acts as a catalyst between the actor 

and the actor as well as between the actor and the problem”45.   

                                                           

43 K.S. Stanislavski (1863-1938) was a Russian actor and director, author of Actor’s work – 
textbook where he developed the Professional Actor’s Work System. He is considered the 
father of theatre pedagogy. “The novelty that Stanislavski brings to the actor-role report, 
untouched by the other theatre actors before him, consists of two elements: the first 
element is the teacher and the second relates to the teacher’s work with the actor and the 
consequences. The absolute novelty of the teacher’s work with the actor refers to the 
actor’s guidance to the area of personal involvement in the embodiment of the role-
playing aspect. To reach this involvement, Stanislavski proposed a set of principles that 
once respected/put into practice by the actor; make him work more deeply on stage.” 
(Excerpt from Dana Rotaru, Actorul în evoluția spectacologiei ultimelor decenii ale secolului 
XX, Doctoral thesis, UNATC Library, p. 28) 
44 Viola Spolin (1906-1994) was an academic, educator and acting coach; she wrote 
Improvisation for the Theatre. 
45 Viola Spolin, Improvisation for the Theatre, Northwestern University Press, 1999, p. 26. 
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Thus, working with the focal points, anyone can learn to solve a 

problem, work in a team, develop an exercise, a scene, a show. The focal 

point provides discipline in the group, activates intuition, assures the 

participants freedom of creation: “Through the POC, the theatre, the most 

complex art form, can be taught to children, old people, plumbers, 

teachers, physicists or housewives. It gives everyone the freedom to 

participate in a creative adventure, and it gives sense to the theatre in the 

community, neighbourhood or home”46. 

The exercises described by Viola Spolin track and explain the 

following: work theme, focus point, directions along the way, evaluation, 

observations. By going through these stages (described in the volume 

Improvisation for Theatre), a teacher can coordinate (at least fairly) an 

improvisation exercise within an actor’s art workshop. 

4. Exercises for the development of attention 

The glass of water 

Each participant follows a given route, holding a glass full of water. 

The focus point is on the glass of water. The goal is to get from one side of 

the room to the other without losing any drop of water. 

In its upper stage, an imaginary object is used (this is an exercise for 

the development of imagination47).  

 

Ha, he, hi, ho, hu, (hă, hâ) with a blast of motion and sound 

Start from sitting in the circle. Each child hits the palm of the next 

one saying a syllable: ha, he, hi, ho, hu, (hă, hâ) until the game ends. The 

purpose of the exercise is to maintain the same rhythm of movement and 

speech; each member should have their turn. Distributive attention and 

responsiveness to various stimuli (auditory, visual, and vocal) are thus 

developed.  

                                                           

46 Ibidem. 
47 Description of working with an imaginary object (imaginary glass) is described in the chapter 
“Imagination”. 
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In the upper stage the same exercise is done by Brownian motion. 

When the rhythm is lost or the syllables are misspelled, the one who caused 

the interruption of the exercise proposes a vocal and movement explosion, 

which, then, in mimicked by all team members. It fortifies the group; the 

children learn that a team wins together but also loses together and that 

each team member is very important: each one counts for the task to be 

done.  

Observation: In Romanian, vowels are crucial for speaking as they 

give the flow in pronunciation. Therefore, this exercise helps children learn 

also the correct pronunciation of the vowels, as well as the right dosage of 

air, besides forcing them to pay attention to the right order of the vowels. If 

you want to try this exercise in its original version, please find below the 

pronunciation of the Romanian vowels.  

A –  lips wide open, jaw dropped with the tongue at the bottom of 

the mouth, in a normal position. Phonetic transcription: /a/. English 

equivalent sound in “father”.   

E – mouth half opened, lips stretched to the sides as if you were to 

smile, the upper teeth should be seen. Phonetic transcription: /e/. English 

equivalent sound in “bed”.  

I – mouth just a bit opened, tongue touching the lower teeth. 

Phonetic transcription: /i/. English equivalent sound in “tree”.  

O – lips form a circle, mouth medium opened. Phonetic 

transcription: /ɔ/. English equivalent sound in “yawn”.  

U – maxillaries are more closed than for the pronunciation of O and 

the lips are placed anteriorly. Phonetic transcription: /u/. English equivalent 

sound in “foot”.  

Ă – mouth opens the same as for A, but medium sized. Phonetic 

transcription: /ə/. English equivalent sound in “about”.  

Â – mouth opens the same as for A, but medium sized: /ɨ/. There is 

no English word that contains equivalent sound, but you could think at the 

sound that comes out when you are disgusted by something48.  

 
                                                           

48 http://www.learnro.com/romanian-vowels-pronunciation, accessed on 20th of December 
2017, at 07:30 pm.   
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Bottle 

The children are grouped together two, face to face. Each has a 

plastic bottle filled with water, closed with a stopper. The bottle is held in 

the right hand and the exercise begins with the bottle being thrown from 

one to the other. The bottle is lofted, and as soon as it reaches the left hand 

of the front partner, he passes the bottle in his right hand; the other one 

does the same. The movement of the bottles is continuous. The goal is to 

keep the bottle from one to the other without being dropped on the floor 

and without losing the pace of the movement. 

In the upper stage, after the game works properly, the bottle can 

develop a story (each partner says a sentence/phrase until finishing the 

topic or a dialogue (verbal improvisation). 

Another version of the exercise introduces, in addition to bottles, 

real eggs. In order for the exercise to work, eggs are carefully thrown. The 

responsibility for the game (the act in progress) suddenly increases. Another 

option is Travelling Bottles. Children are placed in a circle. Each one has a 

bottle in his right hand and at the same time he has to pass the bottle to the 

right while receiving a bottle on the left. The transition is made by turning 

the bottle from the left hand into your right hand to start a new throw. This 

exercise develops the ability to work with the object in a team, keeping the 

rhythm of the group.  

 

Catch the ball 

Children are placed in a circle and tennis balls are thrown in the 

game. A ball moves diagonally from one partner to another until it reaches 

all students in the circle. This means that everybody knows where the ball is 

and who gets it. Every time one focuses on the same partner and gets the 

ball from the same partner. After the ball is successfully passed from one to 

the other, a second ball is introduced into the game on the same route; 

then a third, fourth etc. Ideally, the group has at least ten members. The 

game has reached its goal when the balls are passed at the same pace, 

passing on to the same partners in different times, without losing the balls.  

 



53 
 

5. Work methods applied 

 Observation, Point of Concentration, Experiment, Conversation. 

6. Evaluation 

1. What are the three circles of attention and what does it mean to work 

with each of them? 

2. What is the Point of Concentration (POC)? 

3. What is Voluntary Attention? 

4. What is involuntary attention? 

5. What is Distributive Awareness and what role does it play in solving 

exercise exercises? 
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IMAGINATION 

 

1. What is imagination? 

“The act of processing representations and creating new images 

based on the previously formed cognitive experience is called 

imagination”49. 

Reproductive imagination refers to the ability of an individual to 

reproduce in his imagination (to create inner images) a reality of the known 

world. Creative imagination refers to the individual’s ability to create new 

images that do not exist in the reality of the world known to him. 

Everything an actor performs on stage is the result of an imaginative 

process. Even when they become an actor, they activate in their 

imagination a game situation that is solved on the stage, with all theatre’s 

means. 

By activating imagination, therefore, anyone can recreate known 

worlds or create new realities, give life to possibilities, solve in one way or 

another, a problem, a task, in their own original way. 

Throughout years, people involved in drama activities have 

developed various methods of working out of the desire to develop 

spectacular expression forms. From Stanislavski until now, theatre creators 

have shown interest in providing new ways of expression. Artaud50 

proposed to create a theatre of nerves, in which the audience stays in the 

centre of the room and actors perform in the four corners, and the 

language is a unique one, a combination of eurhythmy and physicalization; 

Craig51 proposed the Uber Marionette, Meyerhold developed a physical 

                                                           

49 Anatole Chircev, Valer Mare, Paul Popescu-Neveanu, Ion Radu, Al. Roşca, Ana Tucicov, Beniamin 
Zorgo, op. cit., p. 308. 
50 Antonin Artaud (1896-1948) was an actor, playwright, essayist and theorist of actor’s art.  
51 Edward Gordon Craig (1872-1966) is an actor, director and theoretician-practitioner of 
actor’s art. 
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language that combines the word with the movement, Grotowski52 

proposed a training for actors, so they succeeded in expressing everything 

without costumes, lights etc. Peter Brook53 proposed an empty theatre 

where the actor is the centre and key element etc. 

2. When do we use imagination and why? 

In life, we use imagination whenever solving a problem is not only 

accomplished by applying known solutions. Imagination is thus a tool that 

measures our individual capacity to cope with various demands (whether 

we are dealing with external issues, how to repair a door in the absence of 

instructions or craftsman - or whether we are dealing with issues how to 

overcome a difficult moment in our lives: betrayed a friend, injured a 

teacher, shook caused by a stranger etc.). 

In the actor’s workshop, we use imagination whenever we 

reproduce something or develop new expressions, new games, solve the 

problems that arise in an improvisation exercise. Imagination is also a tool 

of knowledge and a barometer. It tests our ability to deal with crisis or 

extreme situations. 

In the actor’s workshop, we use imagination whenever we 

reproduce something or develop new expressions, new games, solve the 

problems that arise in an improvisation exercise. Imagination is also a tool 

of knowledge and a barometer. It tests our ability to deal with situations of 

crisis or extreme situations. 

Imagination needs to be triggered; it does not come without effort, 

knowledge and practise. Imagination is activated after all the other steps 

have been made: study, exercise, practice, then the imagination is activated 

and creates the solution, touching the solution. But the solution comes just 

as the end of a search process.  

 

                                                           

52 Jerzy Grotowski (1933-1999) was the director, theoretician, Polish practitioner, the 
author of Towards a Poor Theatre. 
53 Peter Brook (1925) is an English theatre and film director, author of The Empty Space. 
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3. Exercises to develop imagination 

What if? 

The magic if proposed by Stanislavski is the engine in the 

development of creative imagination. Stanislavski calls it magic because, 

once activated by an actor, it generates a series of possibilities that can 

become a stage reality, the unique and authentic product of the one who 

responds with all his being to what if? 

It starts from the simple exercises: “What if you were a plant, a 

colour, a dish, a musical instrument, a mountain, an animal” etc. 

A whole series of improvisation exercises are working (see exercises 

created by Viola Spolin in Improvisation for the Theatre or by Michael 

Chekhov in Exercises for Actors) on the principle What if? and it is also 

applied in written scenarios (dramaturgy).  

 

What could it be? 

The children are placed in a circle. A pencil is passed to each of 

them. Every time someone touches the pencil, they must find a use (other 

than the real one), for example: a child puts the pencil through their hair as 

if they combed and says: It could be a comb!; Another child would press on 

the pencil to see in front of them and announce: It could be a flashlight; and 

so on.  

 

What could it be? 2 

There is a chair placed in the space. Each child takes the seat in turn 

and acts so as to understand what space defines that chair (for example: a 

dentist’s chair, a park bench, a toilet etc.).  

 

Animals 

All children sit on the floor or chairs, placed in a circle. The teacher 

asks them to look one at a time and tell each other about the other. What 

if... they were an animal? 
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Step 2: Each child tells what animal they would like to be; if they were an 

animal/what animal do they think they are, if they were an animal. 

Step 3: Each child informs about the chosen animal (media or books). 

Step 4: Each child tries to move, watch, act as the animal chosen for the 

study.  

 

The Imaginary Ball 

The children sit on the floor, arranged in a circle. One of the children 

throws an imaginary ball and announces a colour (RED, for example). This 

imaginary ball is thrown from one partner to the other on a circle. All 

children must imagine the size and weight of that ball (large and light, small 

and heavy etc.) and to say RED at each throw. 

After the red ball has passed on to each child, it remains to be 

passed while inserting a new ball (which has a different size, weight and 

other colour). 

The teacher introduces as many balls as possible (always saying the 

colour and keeping in mind the features). 

4. Applied work methods  

Observation, Exercise, Conversation, Verbal and Non-Verbal 

Communication, Role play. 

5. Evaluation 

1. What is Reproductive imagination? 

2. What is Creative imagination? 

3. When do we use imagination and why? 
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SENSES  

 

Through the exploration and use of senses, a child gets to know the 

environment and discovers himself. Sight, hearing, taste, smell, touch and 

kinaesthetic are the six basic human senses. They generate countless 

experiencing possibilities. Through their senses, humans experiment a 

series of sensations and perceptions, which can be transformed, if needed 

or requested, into representations. Sensation, perceptions and 

representations are psychical processes essential for knowledge and 

evolution. 

1. Psychological grounds 

a. Sensations 

“Sensations are ways of reflecting in the human brain the attributes 

of real world objects and phenomena that act directly upon the receptors. 

Such attributes are weight, colour, taste, smell, temperature etc. 

Unlike perception, which is the mental process of reflecting objects 

in the complexity of their attributes, the senses reflect the attributes of 

objects. They are the simplest psychic processes that signal to us what is 

happening around us or in our own organism”54. 

Professor Alexandru Roșca refers to sensation and perception as 

being hard to differentiate in practice, both being characterised by a 

“sensory reflection of the material world which acts directly on sensory 

neurons”55; psychologist Alfred Binet56 is concerned with defining sensation 

through the spirit-matter biome, stating that “the word sensation is simply 

the term for the something intermediate between the subject and our 

                                                           

54 Anatole Chircev, Valer Mare, Paul Popescu-Neveanu, Ion Radu, Al. Roşca, Ana Tucicov, 
Beniamin Zorgo, op. cit., p. 147. 
55 Idem, p. 53. 
56 Alferd Binet (1857 - 1911) was a French psychologist; along with Theodore Simone he set 
up the intelligence test. 
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faculty of cognition“57, that “sensation is of a mixed nature: psychical in so 

far as it implies an act of consciousness, and physical otherwise”58 and thus 

sensation is “composed of two parts: an action exercised from the outside, 

by some body or other on our nervous substance; an then, the fact of 

feeling this action”59.  

Therefore, sensations are the result of stimuli actions on sensory 

neurons and are characterised by “intensity, quality, duration and 

associated affective tone. When we talk about intensity we refer to stimulus 

and penetration, but also to acuity of the subject (a general state of fatigue, 

a lower interest in the environment due to alcohol or chemical substances 

consumption, can weaken reaction to stimuli). The quality of sensation is 

given by specificity of the signal and the characteristics of each individual 

specialised on that category of senses. The duration of sensation is given, in 

general, by the duration of the stimulus; but it was noticed that there are 

post-action phenomena, in which sensation remains strong after the 

cessation of the stimulus. Affective tonality is very interesting; it represents 

the affective echo of sensations as a result of personal experiences 

determined by that category of stimuli”60.   

b. Perception 

Professor Al. Roșca defines perception as “the reflection of objects 

and phenomena in the moment of action on receptors”61, while professors 

Popescu-Neveanu, Zlate and Crețu see perceptions as “complex sensorial 

processes and primary images, containing all information referring to 

certain characteristics of objects and phenomena in the context of direct 

action on sensory neurons”62.  

 

 

                                                           

57 Alfred Binet, The mind and the Brain, Kegan Paul, Trench, Truebner & Co. Ltd, London, 
1907, p. 15. 
58 Idem, p. 65. 
59 Idem, p. 61. 
60 Bogdana Darie, Curs de Arta Actorului. Improvizaţia, UNATC Press, Bucureşti, 2015, p. 73. 
61 Anatole Chircev, Valer Mare, Paul Popescu-Neveanu, Ion Radu, Al. Roşca, Ana Tucicov, 
Beniamin Zorgo, op. cit., p. 189. 
62 Paul Popescu-Neveanu, Mielu Zlate, Tinca Creţu, Psihologie, EDP, Bucureşti, 1997, p. 34. 
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c. Representations or How I see the world 

The way in which we see the world is connected to our experiences 

and cognitive and emotional processes throughout our existence. “Any 

representation, as psychical process, is based on the previous perception of 

objects or as result of combining partial elements of other perceptions we 

had had. They can be represented in our consciousness: size, shape, colour, 

position etc. of real objects; unfolding of natural phenomena; the 

appearance and even the voice of a person; musical sounds and sound 

combinations of a known song, plane and solid geometric figures etc.”63. 

Due to the help of our capacity of representing the world (ours and 

of others), we, humans, reach to the point of reproducing it, of reshaping it 

into various economic or artistic shapes: theatre, opera, operetta, concerts, 

ballet, art etc. 

Throughout time, theoreticians-practitioners studying the art of the 

actor developed exercises meant to reactivate or form representations 

(Stanislavski, Viola Spolin, Michael Chekhov etc.). The exercises seek to train 

actors/future actors to be functional and achieve desired acting goals. 

Working with representations is a customary practice in acting 

technique training. Training the senses is an important part of the 

educational process. Acting classes successfully combine performance 

(experimenting) with observing and analysing data obtain through 

experimentation. 

According to Bogdana Darie64, senses, through their exploration and 

renewal, are “determining for the actor, who will become, through 

convention, themselves a work of art. An artwork which must live, with 

every fibre for the proposed existence, breathe through all pores in a 

permanent contact with the world within its reach and to be able to 

                                                           

63 Anatole Chircev, Valer Mare, Paul Popescu-Neveanu, Ion Radu, Al. Roşca, Ana Tucicov, 
Beniamin Zorgo, op. cit., p. 215. 
64 Bogdana Darie (born 1972) is an actress and PhD lecturer in the Theatre Faculty, UNATC; 
author of the books Personajul extins (PhD thesis), Curs de Arta Actorului. Improvizaţia, 
Tamara Buciuceanu. O viaţă închinată scenei, but also to the volume of short plays 
Duminică liniştită. 
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compose and recompose, minute by minute, day by day, under the vast 

empire of creative organism”65. 

In her book, Curs de Arta Actorului. Improvizaţia, Bogdana Darie 

focuses on the importance of representations’ functions, highlighting four 

important functions: “symbolising (creating images which help the cognition 

process); intuition (stimulates thinking and imagination); control (enables 

checking of new information with existing perceptive patterns); and 

cathartic function (contributes to reducing emotional tension, through 

projection of pleasant representations of past or future)”66. 

2. Intuition – an essential constant in the creation process  

“Intuition is often thought to be an endowment or a mystical force 

enjoyed by the gifted alone. Yet all of us have known moments when the 

right answer “just came” or we did “exactly the right thing without 

thinking”. Sometimes at such moments, usually precipitated by crises, 

danger, or shock, the “average” person has been known to transcend the 

limitation of the familiar, courageously enter the area of the unknown, and 

release momentary genius within himself. When response to experience 

takes place at this intuitive level, when a person functions beyond a 

constructed intellectual plane, he is truly open for learning. 

The intuitive can only respond in immediacy - right now. It comes 

bearing its gifts in the moment of spontaneity, the moment when we are 

freed to relate and act, involving ourselves in the moving, changing world 

around us”67. 

Intuition is practiced in improvisation exercises. Improvisation 

exercises give you the opportunity to practice, to solve problems. 

Improvisation is a frequently used tool by the professor/student/ 

actor/choreographer/director etc. during the creation activity. 

Improvisation implies freedom of creation, offers uniqueness to the act of 

creation, and involves a series of rules to follow for a good functioning of 

                                                           

65 Bogdana Darie, op. cit., p. 81. 
66 Idem, p. 75. 
67 Viola Spolin, op. cit., pp. 1-2. 
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the act to be created. Improvising cannot be done irrespective of the 

functioning rules; what would be created would not be improvisation 

(performance), but merely a game. While learning the art of acting, the 

acting student learns to differentiate between performance and play68. 

Performance involves rules of functioning, while playing is an explosion of 

actions without a clear objective. Small children play69 in the sandpit, bigger 

children play “Hide and seek” which is a game70. What an actor does in an 

acting exercise is play71 not playing for fun. 

Improvisation maintains from its definition the spontaneous, lively 

result. But theatre improvisation is not just something done fast, 

spontaneous, in the moment; it is much more than that. Improvisation for 

theatre is the most complex theatre play: it respects functioning rules, yet, 

at the same time, it is spontaneous and done in the moment. Many acting 

students (and some professors) are afraid of improvisation. Improvisation is 

something unknown, ineffable, unique which is created wittingly. Fear 

comes from the need of the involved people to know where the borders are 

and whether they disobey the rules if they don’t respect them. But these 

are just fears, and improvisation is endless as a way of expression and it has 

clear functioning rules. 

We will provide two examples. The first example: let us remember 

the last time we played “Hide and seek” or, better yet, let us watch children 

playing this game. What is happening? Some children designate one of 

them to be “it”, who closes their eyes and counts to ten while the other 

players hide. After reaching this number, the player who is “it” calls “Ready 

or not, here I come!” and then attempts to locate all concealed players. If 

they find, see the other players, “it” touches the wall (“home base”) and 

calls the name of the players, as a sign that they were found and caught. 

The ones who were found or seen have a chance to save themselves if they 

touch the wall before “it”. And this goes on until all players are “caught”. If 

                                                           

68 Taken as a simply “fun activity”. 
69 To play (Enjoy) “When you play, especially as a child, you spend time doing an enjoyable 
and/or entertaining activity”. 
70 To play (Game) to take part in a game or other organized activity. 
71 To play (Act) to perform an entertainment or a particular character in a play, film etc. 
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the last player manages to touch the wall before “it”, they save all the 

others, providing them the possibility to hide again; if not, “it” becomes a 

player and a different player becomes “it”. Therefore, it is a game, with 

participants who respect their role (one is seeking, while the others hide 

and defend their status) and, more importantly, there are rules for playing 

this game (counting to a given number, seeking etc.). Without these rules 

the game could not be played. This is how “Hide and seek” is played, these 

are the rules and these are the participants. Where is improvisation found? 

Improvisation is everything that is going on during the above-mentioned 

game. We have all understood the rules of the game, but the game will 

never be the same, whether played by a group of kids in the park or some 

adolescents during holiday, or even by the same group of kids, if they 

played it over and over again. The objective of the game is clear, how it is 

achieved is a matter of improvisation. 

The second example comes from theatre. In Ion Luca Caragiale’s 

play D-ale carnavalului72 there is a scene when Mița enters Nae’s barber’s 

shop to ask to see a love letter she had given him. The scene turns into an 

affray, during which Mița threatens to throw vitriol straight into his eyes, 

while he immobilises her and takes the dangerous weapon away from her. 

This is what the dramatist suggests. This is the scene meant to be 

performed. But how they do it, how and what Mița/Nae do to reach their 

objective, is a matter of improvisation that the actors work out bearing in 

mind what the author described and what the director proposed. In simple 

words, in a given scene, we have to go from the door to the window. How 

this is done by an actor is a matter of improvisation. 

3. Exercises for developing senses 

It has been observed that when a sense withers or disappears, the 

other senses act in compensation. During the Art of the actor classes, during 

the course of Exploring senses, sight is first sense to be identified and 

analysed. Given our ability to see we can observe a phenomenon, a place or 

a person. For healthy individuals, sight is a natural gift. Too see and then to 

                                                           

72 In English known as Carnival Adventures or Carnival Scenes. 
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observe are conscious, intended actions. In order to become aware of the 

importance of sight, and afterwards of other senses, the acting professor 

suggests to temporarily disable the sense of sight (each student will use a 

blindfold to solve space orientation exercises, by using other senses).  
 

Hear everything! 

Each member of the team, with their eyes closed or blindfolded, 

listens to all the noises around them for a few minutes (2-3 minutes). Then 

they describe all the noises they had heard. It has been observed that when 

sight is temporarily disabled, hearing acuteness enhances.  

The same exercise has a great result if the members of the team 

listen to an orchestral song for a few minutes. Even if sight is enabled, 

seeing does not make one hear all instruments better; when one cannot see 

a thing, the sounds of the instruments of the orchestra are clearer. One can 

even focus on each instrument. 

The superior stage of the exercise “hear everything” is used when 

developing a scene, when one finds themselves in a dialogue with the 

stage/acting partner. In acting it is desired to efficiently listen to the acting 

partner, here and now. Processuality73, typical for acting, it involves to 

listen, to watch, to internalise, and to reply.  
 

The fruit 

Each member of the team, with their eyes closed or blindfolded, 

form a circle each of them sitting on chairs. The professor offers each of 

them a fruit from a fruit bowl. Every child chooses a fruit (apple, peach, 

pear etc.) and receives the following tasks: 

- To smell the fruit; 

- To touch the fruit; 

- To feel the weight of the fruit and determine it approximately; 

- To say what colour, they believe the fruit is, judging only by how 

it smells or feels; 

- To taste the fruit; 
                                                           

73 Processuality is discussed in chapter “Freedom of Expression in front of an Audience” 
(subtitle: Scene for two) and in the chapter “Conflict”. 
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- To talk about the texture, type, colour of the fruit after tasting it; 

- To open their eyes (remove the blindfold) and see the fruit they 

tasted.  
 

Touch an object and describe it! 

Children sit in the classroom on the floor or chairs. They close their 

eyes or they are blindfolded. The teacher gives each of them an object. 

Their task is to feel it, weigh it, smell it etc. and then to describe its every 

detail, and later they have to recognise it (name it).  
 

Find your partner(s) 

Children are lined, blindfolded. The teacher lets them inspect the 

ones from their left and right for a few minutes (touch: feel the texture of 

their clothes; smell) in order to recognise them later. Afterwards the 

teacher directs them to different spots in the classroom and asks them to 

find their partners from left and/or right and line up again in a given 

amount of time (5 minutes). Rule number 1 is to stay silent throughout the 

exercise. The objective of the exercise is accomplished when all children 

find their partners from left and/or right and they are lined up again. 

4. Applied work methods 

Experiment, Exercise, Conversation, Explanation. 

5. Evaluation 

1. Which are the basic (human) senses and why do we need to explore 

them in acting exercises? 

2. What are sensations? 

3. What are perceptions? 

4. What are representations? 

5. How do you define instinct and why is it important in acting exercises? 

How about in everyday life? 
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SPONTANEITY 

 

Spontaneity happens in the moment, and it is the ability of the 

individual to react lively, immediately, in an unbiased manner in a situation 

that must be solved. This is what happens in Art of the actor: problems are 

solved. Besides, problems are solved in everyday lives, in any human 

activity. Spontaneity is only triggered during an action and it leads to a 

personal (individual) freedom; this is the individual’s contribution to solving 

the problem; their proposal, once applied, becomes the solution to the 

problem. However, the solution is the result of an effort of will and is of a 

personal, unique, lively nature. 

On stage, an actor is not acting, they are playing; they are players, 

they know the rules of the game and respect them; on stage the actor 

solves problems (the problems of scenes in their order). During the art of 

the actor workshop, each participant is a player who solves problems 

(problems with scenes, of improvisation exercises): “The objective upon 

which the player must constantly focus and towards which every action 

must be directed provokes spontaneity. In this spontaneity, personal 

freedom is released, and the total person, physically, intellectually, and 

intuitively, is awakened”74. 

1. Why is it necessary to discover spontaneity? 

Spontaneity provides children access to problem solving 

(homework/school assignment, improvisation exercises in acting 

workshops). Once accessed, spontaneity will be a tool to solve tasks in the 

future (in school, in acting etc.). 

During the acting workshop, the professor seeks to trigger 

spontaneity in each participant – it is a controlled, deliberate action.  

                                                           

74 Viola Spolin, op. cit., p. 6. 
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At the beginning of the 20th century, Jacob Levi Moreno75, a 

Romanian-born psychiatrist proposed a therapy technique through 

spontaneity: psychodrama or the Theatre of Spontaneity. All participants to 

the theatre of spontaneity function as actors (the public directly takes part 

to the action of the show, and there is no dramaturgy in the show. The 

scene disappears and people find themselves in a place where a large 

number of people solve a problem that was suggested by one of them; they 

actively and emotionally participate in his life story; they propose a problem 

to be solved publicly. By sharing a problem, the one who suggests it and the 

ones who actively take part create a scene in which a real problem is solved, 

and the result - solving the problem - has a therapeutic effect on all 

participants). 

2. Spontaneity at an early age 

A young schoolchild is very responsive to games and easily accepts 

to play. It is important that they learn that any game has rules that should 

be followed, otherwise the game ends. (In the first two grades of primary 

school a schoolchild tries to avoid the rules of games by proposing their 

own rules; when they accept the rules of the game, they start to be an 

active party of a game/exercise and consciously participate in solving 

problems). 

Therefore, once their attention is focused on understanding the 

rules of the game, they will respect them and will begin solving problems. 

Spontaneity will soon manifest, trigger in all participants in the game.  

3. Exercises for triggering Spontaneity 

Improvise on a given theme 

The Professor calls the assignment for the group improvisation 

exercise (e.g.: how the hat stand was invented, the frightened cat, the 

castle at the top of the mountain, the mystery in the park etc.). Children sit 

                                                           

75 Jacob Levy Moreno (1889 –1974) was a Romanian-American psychiatrist, the founder of 
psychodrama, group psychotherapy, sociometry, psychodrama and social psychotherapy. 
He was a student of Sigmund Freud. 
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in a circle, on the floor or on chairs. The exercise starts from the first child in 

the circle, and it ends with the last one. The story must have a beginning, a 

sequence of events and an ending, and respect the suggested topic. 

For the story to be coherent, all participants must cooperate. 

Concession and cooperation is the principle that must be respected. This 

presumes that each participant respects the structure of the story; they do 

not deny the proposals mentioned before them, and they finish the story. 

The story becomes the common task of the group.  

 

First and last cue 

The children form pairs, they sit face to face, and they will all work 

at the same time. The professor calls the first and last cue of a dialogue. 

Each pair must develop the dialogue. They have 2 minutes. During this time, 

starting from the first cue they have to develop a coherent dialogue. The 

dialogue must solve a problem and end, following a logical narrative, with 

the last cue. (e.g.: first cue is “I have lost my keys!” and the last cue is “I am 

not hungry!”).  

 

Alphabet dialogue 

The children form pairs and sit face to face. The professor 

announces the assignment: create a dialogue using a one sentence cue 

following the letters of the alphabet. E.g.76: 

A: Anyone seen my cat? 

B: Black one, with funny eyes? 

A: Can’t say I remember. 

B: Don’t tell me you’ve forgotten what it looks like? 

A: Every cat looks the same to me. 

… etc. … Once letter “Z” is reached, the dialogue ends. 

 

 

 

 
                                                           

76 https://dramaresource.com/alphabet-conversation/. 
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4. Applied work methods  

Dialogue, verbal improvisation, Communication. 

5. Evaluation 

1. What is spontaneity? 

2. Name and describe an exercise that triggers spontaneity in 

schoolchildren. 

3. Develop your own exercise to trigger spontaneity by mentioning purpose, 

objectives and how it unfolds. 

  



70 
 

MEMORY 

 

1. Why is it important to train our memory? 

Memory is an essential tool for any actor. Throughout the creation 

process, one uses their affective memory in order to know (recognise) and 

(re)create a real-life situation that should be used while working on a role. 

Using analogies, the actor sets himself in a given situation which he later 

explores here and now. 

Memory is an essential tool for anyone. With the help of memory, 

any human can store activities and past experiences, which can be accessed 

later through recalling. The memorising process is done in 3 stages: 

acquisition (memorising), recording (keeping information) and updating 

(identifying and replicating stored information/experience). 

2. Memory of schoolchildren 

Now, the schoolchild makes the transition from mechanic 

memorisation to rational thinking. Associating a word or an action with a 

fixed or moving image (2D/3D/4D/5D) and its mental representation 

develops a child’s reasoning and favours the development of logic memory. 

Exercises in acting classes facilitate and make rational thinking stronger; 

they develop language and the creating mind of a small schoolchild. 

3. Memory improvement exercises 

Circle memory 

Children sit in a circle, on the floor or chairs; eyes closed. Their body 

position has to be relaxed. It is important that each of them breathes 

calmly, relaxed. As long as they close their eyes they can focus on the 

assignment.  

The professor will ask children, one by one, to imagine, each word 

from a row of 10 chosen words. Words are selected to improve vocabulary 
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for children in grades 0-477. After hearing each word, children have some 

time to imagine/represent the word. After each of them “has seen” the 

word, children raise their hands (as a sign that they associated an image to 

the word). Then the professor continues with the second word and so on, 

until all 10 words are said. (It is recommended that the professor 

encourages children to create 2D or 3D images in their minds, static images 

or films with the spoken words). 

At the end of the exercise for memorising through image creation, 

children will list the words in the original order, each of them explaining 

how they saw the words. 

Next stage of the exercise on circle memory: 

- The word that was envisioned is associated with the written word for 

children in 0-2nd grades. 

- For children in 3rd and 4th grade, the written words are visualised and their 

vocals are extracted from the memorised words. Then they have to say the 

words. E.g.: they visualise the word rabbit; first they see an image, then the 

letters of the word, then, they extract vocals and say: -a-i-. 

4. Applied work methods 

Memorisation, symbolisation, conversation. 

5. Evaluation 

1. What is mechanic memorisation and how is it used? 

2. What is rational thinking and what does it trigger? 

3. Describe the exercise Circle memory and explain its purpose and 

objectives for young schoolchildren. 

  

                                                           

77 In Romania, school starts with the 0 grade; followed by 1st grade, 2nd, 3rd and 4th grade. 
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FEELINGS. EMOTION 

 

1. What is a feeling? What is emotion? How do we work 

with them? 

Affectivity is activated when a subject enters in a direct relation with 

an object or a situation in life which demands attention. People react in 

different and various manners – subjectively – during the process of 

discovery and familiarity with the surrounding reality. They experience 

feelings (joy, sadness, fear, courage, anger, calm etc.). Psychology classifies 

feelings in: dispositions (temporary feelings, with no clear scope), emotions 

(forms of affectivity that arise as a result of the individual’s relationship with 

a situation that may regulate/disrupt certain biological needs), sentiments 

(strong connections between the individual and society), affects (strong 

forms of affectivity, e.g. amazement, horror, rage) and passions (strong and 

stable feelings arising as a result of interaction with a situation). 

“Affectivity, initially centred on familial complexes, gradually widens 

its scope in proportion to the expansion of social relations, and the moral 

feelings initially dependent on an external sacred authority, which succeeds 

in evoking only a relative obedience, evolve in the direction of a mutual 

respect and reciprocity whose decentring effects are, in our societies, much 

more profound and permanent”78. 

Emotions emerge when an individual affectively reacts to a task or 

to social pressure. “Emotions (for example fear and anger) are warning 

reactions, which appear in situations that ask for immediate adaptation”79. 

Sentiment is a strong and permanent stance that an individual can have in 

his relation to society (for example: love, have, justice, respect etc.). 

                                                           

78 Jean Piaget, Barbel Inhelder, The Psychology of the Child, Basic Books Ink., 1969, p. 129. 
79 Anatole Chircev, Valer Mare, Paul Popescu-Neveanu, Ion Radu, Al. Roşca, Ana Tucicov, 
Beniamin Zorgo, op. cit., p. 371. 
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In their art, the actor is working with their own emotion, using their 

entire pool of sentiments known or unknown to them; they activate/ 

reactivate emotion once they study a role or when interacting with acting 

partners, during rehearsals or during training. It is certain that actors use 

their emotions – their affective memory – to relive sensations, feelings etc. 

The work of the actor with their affective memory and the activation of 

their emotional luggage was discussed both in the works of Stanislavski and 

his Russian descendants (Vakhtangov80, Meyerhold81, Michael Chekhov82), 

and the descendants of the American School (Strasberg83, Adler84, 

Meisner85).  

 

 

                                                           

80 Evgheni Bagratinovich Vakhtangov (1883-1922) is a Russian theater director, the founder 
of the Habima Theatre, Stanislavski’s most important student and mentor of Michael 
Chekhov. 
81 Vsevolod Emilievici Meyerhold (1874-1940?) is an actor, director and director of Russian 
theatre, a theoretician-practician of actor’s art, an adept of constructivism and symbolism 
in the art of theatrical performance. 
82 Michael Chekov (1891-1955) is an actor, director and Russian professor of the actor’s art; 
he is the author of To Actors and the author of the theory of psychological gesture in the 
actor’s formation. 
83 Lee Strasberg (1901-1982), a professor of American acting, has developed the Method of 
Work with the actor. “The Lee Strasberg method has been grounded in three concepts, as 
David Krasner formulates them: relaxation, concentration, affective memory. These were 
put into practice at Actor’s Studio, and Strasberg’s result was the actor who can create 
everything inside him” (Excerpt from Dana Rotaru, op. cit., p. 42). 
84 Stella Adler (1901-1992) is an American actor of the art of actor, she has developed a 
method of working with the actor. “The Stella Adler method is based on the concepts: 
imagination, given circumstances, and physical action, as Krasner describes them in 
Twentieth Century Actor Training. She suggests to the American actor that in his work he 
can activate his imagination when the text does not give plenty of information about the 
role or when the information does not touch it. She argues that an actor will be able to 
make it easier if he activates his imagination (This is another way of using magic if 
Stanislavskian)” (Excerpt from Idem, p. 43). 
85 Sanford Meisner (1905-1997) is an actor and professor of American acting, he has 
developed the Method of Work with the actor; The Sanford Meisner method also has three 
concepts: Behaviour, Relationship, Doing (according to Twentieth Century Actor Training). 
“The Meisner method applies the principle: first of all, it works! It is a method used in the 
Romanian school of drama in the first two years of study”. (Excerpt from Idem, p. 44) 
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2. Affective life of the young schoolchild 

A young schoolchild enables – through imitation or direct experience 

– various emotions. Later, these emotions become feeling, affections, and 

passions when they socially interact. 

Their emotions (affective memory) are developing. A young 

schoolchild has the opportunity to experience various emotions through 

games and acting exercises. When interacting with others or in various 

situations, children develop stronger or less intense feelings. 

“The affective relationship between the child and his parents, or the 

adults who play the parental role, engenders the specific moral feelings, 

forced upon one by one’s conscience”86. 

Besides moral feelings, once they go to school, children develop an 

entire array of affective feelings, which will become stronger or burn out 

according to their interaction with adults, on one hand, and the other 

children, on the other hand. 

Between the ages 6-11, children explore everything that is linked to 

affectivity, one of their activities being networking. Exploring their own 

affectivity is normal at that age; they all fall in love for the first time, 

wonder about life, death, sexuality, reproduction, love. It is the moment of 

laying the foundation for the adult affective life. They are free, open to 

exploring, experiencing sensations and developing feelings. Since preschool 

ages, they discover areas and activities which give them pleasure and they 

try to fuel them so as to feel pleasure again (some children induce physical 

pleasure by themselves – autoeroticism discovered while exploring one’s 

own body). All these discoveries are normal during this period and must be 

acknowledged by parents, educators, and teachers. The way adults manage 

a child’s evolution/development stages (schoolchildren, pre-teen, 

adolescent) has a strong impact on the child and could delay, block or 

accelerate their growing up. If adults are not prepared or trained in relation 

to children affectivity, which they must develop or educate (or worse with 

their own affectivity) they could gravely affect the harmonious growing-up 

of children. A (physical or verbal) sign of wonder or anger on the face of the 

                                                           

86 Jean Piaget and Barbel Inhelder, op. cit., p. 122.  



75 
 

adult or in his behaviour which expresses protest, denial or disagreement 

related to realities children experiment at a given age, are aggressive or 

humiliating for the children and contribute to lack of trust, fear, and, worse, 

shame of being who they are. Discovering and exploring sexuality at this age 

must be carefully and responsibly managed by adults. 

The reality in which children turn into adults is diverse and, at many 

times, aggressive. Media programmes contain sexuality and video games 

are violent. As much as adults try to protect them, children live and see 

everything that is happening around them. To avoid or delay talks about 

sexuality – when the schoolchild need it – equals to refusing his right to 

quality information: being informed by their own parents/or persons who 

brought them up; they will find out all they need from other sources 

(friends, books, movies) and not from the best sources: family.  

“Obliged to adapt himself constantly to a social world of elders 

whose interests and rules remain external to him, and to a physical world 

which he understands only slightly, the child does not success as we adults 

do in satisfying the affective and even intellectual needs of his personality 

through these adaptations. It is indispensable to his affective and 

intellectual equilibrium; therefore, that he has available to him an area of 

activity whose motivation is not adaptation to reality, but, on the contrary, 

assimilation of reality to the self, without coercions or sanctions. Such an 

area is play, which transforms reality by assimilation to the needs of the 

self, whereas imitation (when it constitutes an end in itself) is 

accommodation to external models. Intelligence constitutes an 

equilibration between assimilation and accommodation”87. 

3. Exercises for young schoolchildren 

The greatest event 

The professor asks the children to sit in a circle, on chairs or on the 

floor. He then asks them to recall or remember the greatest event in their 

lives for 2 minutes. After the 2 minutes have passed, each child tells the 

others the greatest event. 
                                                           

87 Idem, pp. 57-58. 
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By activating affective memory, children go through emotions, 

various feelings; they get to know each other better and create 

communication points and bind the group. 

This exercise will be used at every age (grade) – it will have a 

different object each time and helps to realise the affective material of all 

children.  

 

The most embarrassing situation 

The professor asks children to recall the most embarrassing moment 

in their lives (after the meaning of the word embarrassing is explained). 

Then, the professor asks the children to recall all details about the most 

embarrassing moment in their lives, for 2 minutes. In the next stage, each 

child shares their most embarrassing situation with the group. 

Through this exercise, affective memory is used, by publicly sharing 

(during the acting class); traumatising experiences from the past are settled, 

tension and awkwardness are released, and the group binds. 

The exercise is used for all study years (0-4th grade).  

 

My beautiful place 2 

The professor asks the children to sit in a circle, on chairs or on the 

floor. Then they ask them to recall the most beautiful place they have ever 

been to, for 2 minutes. In the next stage of the exercise, each child shares 

every detail of this place to the others. 

The exercise is used for all study years (0-4th grade) 

4. Applied work methods 

Affective memory, Conversation, Exercise, Storytelling. 

5. Evaluation 

1. What is affective memory? 

2. What is emotion and why is it useful? 

3. What are affections? 

4. List some characteristics of the affective life of small schoolchildren.   
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CONFLICT 

 

1. Every scene is based on a conflict 

Conflict is the engine of a scene, of a dialogue. There is no theatre 

without conflict or without resolving conflict. Likewise, any human activity is 

carried out in optimal parameters when it detects and settles a conflict 

inherent in its development. It applies to everything: my feet are sore, so I 

will sit down and rest – my body will be in a conflict with the chair, with the 

distance to the chair, or anything that delays or interferes my way to the 

chair – and I will not stop until I settle this issue (fulfil this need). Thus, 

conflict is the engine of any human interaction. If there is no conflict, there 

are no problems; no problems, no action is needed; no action, no life. 

In theatre, the actor can avoid stage conflict and all that unfolds is 

formal, therefore “deadly theatre”88. Theatre schools around the world and 

professional theatres advocate for forming and developing a unique actor, a 

sensitive instrument for society, a tuning fork, like a mirror held up to 

nature (Shakespeare). When the actor is such an instrument, their art is 

fulfilled, their acting is professional and the show reaches to the audience. 

                                                           

88 “Peter Brook formulates four theatrical concepts in the life of the theatre: Deadly 
Theatre, Holy Theatre, Rough Theatre and Immediate Theatre, advocating for the staging 
of an eternal new theatre, a theatre of the present, of the immediate. By new theatre it is 
meant not only the encouragement of contemporary dramaturgy or collaboration with art 
directors, composers, sound engineers, choreographers of the moment, but also the re-
treatment of classical texts and their staging otherwise. Its intent is to inspire theatre 
people everywhere to create new roads on much-discovered territories. Brook advocates 
artists who do not want to repeat themselves. Not in specific means of expression, nor in 
the dramatic approach, anyway. Brook is an idealist. It’s hard not to repeat yourself as an 
artist, whether you’re an actor, a director, a stage designer, or a choreographer. The style 
of an artist is given by his creative personality. Style recognition involves repeatability in 
expression or creative thinking. Ideal is to stop when you have nothing new to say; or when 
you have finished your job. There are artists who retreat in glory and artists who have 
consumed but continue to operate, repeating the same means. You must be able to create 
the new art.” (Excerpt from Dana Rotaru, op. cit., pp. 52-53). 
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As such, a successful show / a show which fulfils this, is the one which 

transforms the audience, triggering – at times – its cathartic function. 

2. Settling conflicts on a stage 

When an actor receives a text, they read it (entirely), attends the 

first meeting with the director and is familiarised with the director’s 

motivation (the reason for choosing the play and setting it up), and with the 

creation and production teams. Next comes the first reading and why start 

to work on the role and on the show. 

Professional actors will synchronise with the whole team to stage 

the show at the set date. In theatre, actors read the scenes by activating 

processuality. 

Processuality is the process of transposing a written text and 

director’s indications in complete scenic action. Processuality describes the 

following stages: absorption (collecting), processing (analysing information 

and option) and action (response); it goes on until solving all problems in a 

scene/play. 

*** 

In an interview referring to processuality, professor and director 

Gelu Coceag said the following: 

“Dana Rotaru: You support stage processuality, to which you refer in a 

personal way, by proposing a clear, simple but complex model, from “who” 

to “how”… 

Gelu Colceag: Actors always seek for their own necessity to act. The main 

characteristic of the professional actor is identifying actions. When the actor 

acts after identifying action, he goes through stage processuality, he runs 

through phases: absorption, processing (through cognisance and option) 

and action. To be a theatre actor, first, one should develop and control very 

well means of expression. As it goes for many arts, shaping the means need 

a long training period, which involves effort and tenacity. I give a lot of 

importance to the shaping period of means of expression of the actor, their 
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correct mastering and use makes the difference between a professional 

actor and an amateur, a theatre lover”89. 

*** 

Processuality is a necessary phase in training the professional actor; 

it is a process that students go through during the art of the actor classes or 

theatre education and it represents a necessary phase of study; it ensures 

the students’ possibility to work on stage or to develop theatre shows. 

3. The capacity to keep and resolve a conflict for a primary 

schoolchild 

In a schoolchild’s life conflicts seldom appear, smaller or bigger 

between schoolchildren, between any authority and children (teacher- 

child, parent-child, child-child/children). When facing a problem, children 

discover they should react, solve the arising problem; now they learn to 

manage various problems (displeasure, fear, injustice, incompatibility with 

others). Arising conflicts form and prepare children for social life. Proper 

guidance from parents/teacher/professor and a careful management of 

conflicts are essential for developing moral, civic, dialogue etc. principles in 

primary schoolchildren. 

At this age they learn the rules of dialogue, concession and 

cooperation, but also respect for dialogue/work partners and discipline, 

conflict management exercises in acting workshops are efficient and useful. 

4. Applied exercises for conflict management 

I want – I don’t want  

Children are grouped in pairs. The principle of the exercise is: one of 

the children states and continues the improvisation exercise with “I want”, 

the other child says “I don’t want”. The one with the line “I want” must 

resolve the conflict by defending the position want. The other partner has 

the same obligation, respecting his position “I don’t want”. The dialogue 

between the two must find reasons for I want/I don’t want; the same 

                                                           

89 Concept Journal, vol. 8/nr. 1/2014, UNATC Press, p. 185. 
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exercise can work with I can/I can’t, leave/I’m not leaving etc. It is 

important that they don’t raise their voice or use physical force. The 

objective is to keep their position and find a solution (the middle way). 

When the conflict is settled - when the middle way is found (when they can 

move, legitimately, to another line) the exercise stops. This means that the 

conflict was thoroughly managed.  

5. Applied work methods 

Role play, Conversation, Exercise, Verbal and non-verbal communication. 

6. Evaluation 

1. What is a stage conflict? 

2. What is processuality? Which are its phases? 
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FREEDOM OF EXPRESSION IN 

FRONT OF AN AUDIENCE 

 

At early school-ages, the audience is, firstly, comprised of his 

colleagues. Later, more and more children go to various classes, to learn 

something or to relax: dance, karate, ballet, swimming, foreign languages 

etc. Being part of a group and manifesting inside that group means, at some 

point, that the child will affirm themselves in that group and they will have 

experienced public speaking. 

Acting exercises are meant to prepare the child to speak and 

function in public. 

To feel free when speaking in public means to be confident in front 

of the public in order to solve at least one problem one wants to free 

themselves of and to present it so as to balance one’s energy. 

When appearing in front of an audience on a stage, where one 

expresses themselves through singing or playing an instrument, talking, 

reciting or acting, then freedom is exercised and practiced. To appear in 

front of an audience needs serious and meticulous practice: with stage 

partner(s), team, and, not least, with oneself. 

Most of the times, for elementary schoolchildren, being in the 

centre of attention is a joy, a challenge accepted without a great amount of 

fear. There are children who feel uncomfortable when they are in the 

centre of attention. However, at that age, most children feel good to be in 

the spotlight. 

In acting, a child learns that once they are on stage, all one has to do 

is solve a problem. This is what an actor does on the stage. Solve a problem. 

The problem is written by a dramatist and built by the director. And the 

actor knows how to solve the problem, as he had read the play and finished 

rehearsing. When coming on stage the actor gives the audience the feeling 

that it happens for the first time and they are now solving the problem. And 

they do, here and now, to the satisfaction of the audience who is watching. 
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That is why the public had paid for the ticket: to watch the show. Theatre 

shows is the link between the stage (actors) and the audience (public). The 

relationship between people in an auditorium during a performance and 

the actors on stage create a unique communication, which is sometimes 

cathartic. 

Freedom of expression in public decreases with age. As long as 

children study public speaking, in acting classes, and as long as they develop 

the ability to function on a stage and resolve problems using rehearsed 

acting means, they will easily speak in public, their manifestation will be 

free, and their confidence will be stable and fruitful. 

Assignments (exercises) proposed in acting classes with the purpose 

of practicing public speaking are: 

1. Storytelling 

Creating a story is an attractive exercise for elementary pupils. All 

environments are a story for them. Knowledge of the world is an adventure 

on which they embark with joy, curiosity and high interest. Storytelling 

activates imagination, develop language and vocabulary, and thus, they 

practise public speaking while solving an assignment. 

The professor can ask everyone to develop/create/invent a story 

with a given title. One by one, each child will tell the story, and the others 

will be the audience. 

Storytelling is an assignment suitable for all 5 elementary school 

years (0-4th grade). 

2. Discourse 

Schoolchildren are asked to select a subject they are interested in 

and to write a speech on that subject, in a set time. Later, they hold the 

speech in public. After finishing the speech, each of them will hold the 

speech. After giving the speech (during the acting workshop), the colleagues 

give them feedback (they learn to receive and give feedback). 

Also, children are supported in the development of their speech: 

- At first to orally render it; 

- Then to write it; 
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- Then they learn it and they give the speech in front of the group. 

Structure of a discourse (generally applicable): 

1. Introduction 

a. greeting; 

b. self-introduction; 

c. theme; 

d. presenting the main idea of the discourse/arguments (for/against); 

e. defining certain terms (if needed). 

2. Body 

a. main idea; 

b. arguments (premise, reasoning, conclusion); 

c. examples for arguments. 

3. Conclusions 

a. summarisation of the discourse in one key sentence that supports the 

main idea of the discourse; 

b. reminding/highlighting the main ideas of the discourse and the main 

message. 

3. Monologue 

In a first phase, monologues are the result of an improvisation 

exercise on a given theme. Each student gives a monologue (1st person) in 

front of the others and gets feedback. 

In the next phase, children receive monologues that they have to 

read, and then retain. Afterwards, they recite it in front of the colleagues, 

who give them feedback. 

Monologue is a type of address in the 1st person. One wants to solve 

a problem and has to deliver a monologue on a task/a certain problem. 

The study of monologue can be done during the 5 years of study (0-

4th grades). For 0-1st grades – monologue can be an improvisation on a 

given theme. For 2nd-3rd grades – monologue can be written, then 

read/stated in front of the colleagues; in 4th grade – monologues can be 

arranged as such to create a show; suitable costumes, décor, music are 

chosen.   
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4. A scene for two 

A scene for two refers to a scene in which actors have a dialogue/ 

stage communication; it is a working phase before creating a show. 

Preparation: 

a. “Spaces” Exercise 

Exercises designed to explore coordinates: Where?/Where from?, 

when?/ Since when?, what? and why?  

 

b. “Improvisation with an object” Exercise 

A space is suggested (e.g. at the movies, at the dentist, in the car, in 

the cable car etc.). The assignment is to work with the object. The professor 

asks the children to sit, choose an object (chair, book, glass, apple etc.) and 

to improvise with it, creating a scene with an object-partner; meanwhile the 

professor goes to each child and gives indication. The exercise ends with 

presenting the improvisation to everyone.  

 

c. “Verbal improvisation” Exercise 

A dialogue is improvised on a given theme – e.g. at the dentist or the 

accident, Mother’s birthday, the surprise etc. The exercise is then analysed.  

 

d. “Blitz” or apprehending Exercise 

Phase 1: a child sits on a chair while the others, one by one, suggest a 

gesture that he/she should do. The exercise ends when all children had sit 

on the chair. It is important that each child suggests an action that the sited 

one does. 

Phase 2: A child sits on a chair while the others, one by one, suggest a line 

that changes the child sitting on the chair. At the end of the exercise all 

children should have sat on the chair. 

e. “Study in two” Exercise 

The professor selects a theatre scene designed for two characters. 

The text is read-through, to understand the text and subtext (4th grade). 

Afterwards, the scene for two is created, following space and time 

coordinates and applying processuality. 
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According to professor and director Ion Cojar90, processuality is 

based on two principles: 

1. the art of the actor is a specific logical mechanism; 

2. the art of the actor exploits and explores the stage partners’ vulnerability 

potential.  

5. Staging a show 

Requirements: choosing a play, distribution of actors, dividing tasks: 

setting, choreography, music, guidance, acting. Children like to take part in 

staging a show. According to their age, interests, and knowledge, 

throughout a year, children can develop their own show; the show can be 

completely improvised or it could be based on a play. 

Exercises and work for the show are efficiently combined with going 

to see theatre plays. Thus, children learn how to behave in an auditorium, 

as well as techniques to create their own show. The ones who are talented 

writers could come up with their own plays; the ones who are interested in 

architecture or costume designing can exercise their abilities in choosing 

the setting and creating costumes; the ones interested in music can 

develop/create/select music for the show. 

6. Applied work methods 

Exercise, conversation, observation, experiment, memorisation, verbal, 

non-verbal communication. 

7. Evaluation 

1. Which are the exercises aiming at free public speaking? 

2. What is a discourse? What about a monologue? What about a scene for 

two? 

3. What is the exercise Blitz useful for? 

4. What are the basic principles of the art of the actor? 

                                                           

90 Ion Cojar (1931-2009) is a professor of the art of the actor of UNATC and important 
Romanian director for the 20th century, the author of O poetică a artei actorului (Poetics of 
the Actor’s Art). 
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GENERAL OBJECTIVES OF DRAMA 

CLASS 

 

1. Developing abilities to harmoniously, effectively, creatively function 

in groups (children of similar age, with shared interests), through 

play/teamwork; 

2. Building and developing creative personalities, individuals, able to 

bond easily, correct, conscious in a social group (other than family), 

by respecting dialogue rules; 

3. Getting to know and practically use rules of dialogue/ 

communication, though acting improvisation; 

4. Discovering and developing personal skills, through rehearsing and 

creating specific (dramatic) games, in concordance with the age and 

interests of each child/group of children; 

5. Training and developing attention, spirit of observation, active 

imagination, creative thinking, teamwork; 

6. Developing the skill to communicate/have a dialogue on given 

themes; 

7. Training design to respect one’s own work, and the work of others, 

through creating, developing and practising own designed drama 

games; 

8. Exercise and development of physical and verbal-vocal apparatus, 

through acting, diction, breathing exercises and through theatrical 

specific games; 

9. Forming a positive attitude towards one’s own and others; 

10. Development and use of artistic potential by performance in 

shows/spectacular events, as the finality of proposed courses during 

5 years of study (0-4th grades). 

 

  



87 
 

CONTENTS 

 

0 GRADE 
1. Who am I? (presentation game, exercise of attention and 

observation, as well as the ability to speak in public/to dialogue) 

2. Line, circle, line! (grouping and regrouping exercises, through the 

ability to (re) act on a given theme) 

3. What if it were...? (game for exercising the attention, creative 

imagination) 

4. Animals Improvisation Game for the exercise of memory, 

imagination and imagination, as well as for exercising the ability to 

communicate/communicate on a given topic) 

5. Let’s memorise together! (active memory exercise, stimulation of 

imagination and creative thinking) 

6. Vowel play: A, E, I, 0, U, Ă, Î! (game for the practice of creative 

thinking) 

7. Colour competition (game to develop memory, imagination) 

8. I would eat... (a play for exercising and developing attention, speed 

of reaction, physical and verbal-vocal apparatus) 

9. Talking animals! (to develop the ability to communicate/ 

communicate, to practice imagination) 

10. Let’s memorize together! (diction exercise to train memory and 

correct sound uttering) 

1st GRADE 
1. Ha! He! Hi! Ho! Hu! Hă! (game for the development of attention, 

memory, physical and verbal-vocal apparatus) 

2. Statues and Mirror (exercise for developing attention, spirit of 

observation) 

3. What could it be? (exercise for developing imagination and creative 

thinking, ability to communicate/have a dialogue on a given theme) 
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4. Where am I? (improvisation exercise – space) 

5. Let’s memorise together! (diction exercise to train memory and 

correct sound uttering) 

6. Hello! (improvisation exercise to develop the ability to 

communicate/have a dialogue on a given theme) 

7. Group, regroup! (games designed to develop attention, sprit of 

observation, memory, reaction speed, teamwork) 

8. At the zoo! (improvisation exercises to develop spirit of observation, 

teamwork) 

9. Where am I? (improvisation exercise – space, with a line) 

10. Let’s memorise together! (diction exercise to train memory and 

correct sound uttering) 

2nd GRADE 
1. Who am I? (presentation game, exercise of attention and spirit of 

observation, as well as the ability to speak in public/to have a 

dialogue) 

2. Group, regroup – line, circle, triangle, square, rectangle + 4, 4, 7! 

(exercises and games to develop attention, rhythm, physical and 

verbal-vocal apparatus, teamwork) 

3. 8, 7, 6! and Mirror in three! (exercises and games to develop 

attention, rhythm and teamwork) 

4. Animals (exercise for developing memory and creative thinking, 

ability to communicate/have a dialogue on a given theme) 

5. Let’s speak clearly! (diction exercise to train the verbal-vocal 

apparatus and correct sound uttering) 

6. Where am I? (improvising exercises, through developing the ability 

to communicate with others) 

7. What would be if…? (games to develop imagination and creative 

thinking, ability to improvise) 

8. Circle memory (active memorising exercise, simulating imagination 

and creative thinking) 

9. Alphabet dialogue! (game designed to develop the ability to 

improvise, to improve attention, creative thinking and spontaneity) 
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10. My beautiful place (exercise to develop creativity, imagination, 

speaking in pubic, the ability to develop a spectacular original 

product) 

3rd GRADE 
1. Group, regroup - Ha! He! Hi! Ho! Hu! Hă!, 8,7,6!, Talking animals!, 

Mirror (exercises and games to develop attention, physical and 

verbal-vocal apparatus and teamwork) 

2. Let’s build! (game to develop teamwork, creative thinking, practice 

attention and spirit of observation) 

3. Where am I? (improvisation exercise – space, with a line, by 

developing the ability to communicate within a group) 

4. What could it be? (exercise to develop imagination and creative 

thinking, ability to communicate/have a dialogue on a given theme) 

5. Line-reply! (game to practice the ability to communicate/have a 

dialogue on a given theme) 

6. Let’s speak clearly! (diction exercise to train memory and correct 

sound uttering) 

7. The painting (game to develop teamwork, creative thinking, practice 

attention and spirit of observation) 

8. Let’s speak clearly! (diction exercise to train memory and correct 

sound uttering) 

9. Discourse, role play (exercise for public speaking on a given/selected 

theme and exercise of having a dialogue in public, practicing 

processuality) 

10. My beautiful place (exercise to publicly manifest creative 

personality, exercise to develop creativity, language and vocabulary) 

4th GRADE 
1. Introduction, group, regroup! (games and exercises to develop 

attention, rhythm, exercise physical and verbal-vocal apparatus and 

teamwork) 
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2. Let’s speak clearly playing tag! (diction exercise to train memory 

and correct sound uttering, to develop competitiveness, and respect 

for one’s own work and the work of others) 

3. Line-reply! (game to practice the ability to communicate/ have a 

dialogue on a given theme) 

4. At the zoo! (improvisation exercises to develop spirit of observation, 

teamwork) 

5. Let’s build! (game to develop teamwork, creative thinking, practice 

attention and spirit of observation) 

6. Let’s speak clearly and expressively! (breathing exercise, diction 

exercise, exercise to train memory and correct sound uttering while 

using a mask) 

7. Scenes for two (memorising exercise, practice processuality) 

8. Discourse (exercise to speak in public on a given topic, in writing) 

9. My beautiful place (monologue study, exercise to speak in public on 

a given/created text) 

10. One act play (developing processuality) 
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ADDENDA 

APPLIED THEATRE IN EDUCATION 

 

by University PhD Lecturer Camelia Popa  

Researcher Bogdan Ionescu 

 

DRAMA EDUCATION IN PRIMARY EDUCATION –  

PSYCHO-PEDAGOGICAL FUNDAMENTS 

 

Overview of psycho-pedagogical advantages of Drama Education in primary 

education: 

- enriching curriculum, to stimulate different, creative thinking in pupils and 

achievement of key-skills (communication, expressivity, harmonious 

interpersonal relationships); 

- ensuring quality education, through building key-skills, especially 

communication and cultural competences, indispensable in an active life 

specific to the 21st century; 

-  creating a modern didactic approach, through structure projection and 

organising activities focused on the needs and interests of schoolchildren, 

which facilitate the gain of social skills; 

- using a curriculum model focused on objectives, which highlight the 

practical-applied character of the educational process. 

 

1. DRAMA EDUCATION OBJECTIVES 

- facilitating the acquirement if creative instruments, by developing meta-

representative abilities, as a result of using multidisciplinary theatrical 
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language (which combines body, movement, sound, rhythm, gesture, word 

and image); 

- experimenting new communication and interrelating possibilities; 

- acquiring tools and methods of verbal and non-verbal expression, using 

various ways of expressing certain situations, developing the ability to 

receive and interpret messages; 

- learning new methods of auto-focus, relaxation and auto-organisation; 

- developing effective motor and social abilities; 

- constructive channelling of inappropriate, aggressive and/or violent motor 

behaviours, aimed to prevent the phenomenon of school violence; 

- promoting individual and group welfare, and social inclusion; 

- preventing school failure and promoting school adaptation by stimulating 

focus of attention, individual motivation, and student interest; 

- preventing lack of interest and hostile attitudes towards knowledge. 

These objectives are part of the curriculum of the new discipline. By 

developing imagination, creativity and thinking, drama education provides 

for elementary school children a certain mental flexibility, which brings 

benefits to all learning types and transferable to all other knowledge areas. 

Thus, drama education can be assimilated to a practical activity (“learning 

by doing”), centred on developing specific abilities in children. 

The purpose of Drama education studies during the elementary 

cycle is to provide the child with basic social abilities and with a 

communicational culture, making the child capable of understanding the 

world, to express oneself and harmoniously interact with others. 

Concretely, developing the abovementioned abilities and 

competences is attained through accustoming elementary school children 

to various life situations (which imply oral and written communication, 

expressivity and gaining social attitudes), and using the theatrical language 

to communicate. 

In the sense set out above, the structure of a modern curriculum in 

Drama education in elementary grades would be comprised of: 

- framework objectives, pursued throughout primary education, with a high 

degree of generality and complexity. These aim at both the formation of key 
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competences, general and specific, and the transmission of certain values 

(aesthetic, pro-social) and receptivity to knowledge, in general; 

- reference objectives, associated to every framework objective, comprised 

in the expected results of learning in every study year of elementary cycle; 

- contents of learning, by years of study, as a means of achieving the 

objectives and the proposed benchmarks; 

- examples of activities that propose ways of organizing and realizing the 

didactic approach with pupils as a result of applying teaching strategies and 

innovative teaching methods associated with learning contents. 

All recommended objectives, contents and activities are crucial for 

the psycho-physical development of children in elementary cycle, providing 

one of the cross-curricular coordinates of the curriculum. 

The skills that were built and consolidated step by step over the 

course of the four years of study are transferable in all fields and disciplines 

of the curriculum, thus ensuring the multidimensional character of Drama 

education discipline for the primary cycle.  

 

2. FRAMEWORK OBJECTIVES OF DRAMA EDUCATION STUDIES 

 

1. Development of creative and expressive skills. 

2. Building communication competences, development of language and 

thinking. 

3. Acquiring pro-social competences. 

 

PSYCHO-PEDAGOGICAL FACTORS 

1. Development of creative and expressive skills 

The period of primary education corresponds to the psychological 

stage of the small school child. The young school child (7-11 years old) is at 

the age of techno cognitive and concrete intellectual interests (Henry 

Wallon apud Cretu, 2009). School contributes to the development of all 

these interests. Through systematised learning, the child is bound to think, 

memorise, and resonate emotionally to new contexts. 

From a behavioural pint of view, the young school child stands out 

through egocentrism. He needs attention from the teacher, given that he 



97 
 

faces new requirements for the first time (to integrate in an organised social 

group, in class); the teacher must equally focus on each child and become 

acquainted with each one’s characteristics. 

The educative conditions in family and school have a crucial role in 

developing creative and expressive skills of school children. The family 

exerts its influence both by directing the child’s activity and by the calm, 

tolerant educational atmosphere, which allows the young child to take 

initiative. 

Generally speaking, when the family encourages intellectual 

autonomy and the debate of ideas, providing adequate socio-emotional 

support for the development of the child, the chances of forming certain 

creative predispositions are greater. It has been noticed that in families 

where grandparents take care of grandchildren, the evolution of the latter 

tends to be conformist and uncreative. Also, a large number of children in a 

family is likely to cause conformist behaviour in parents and turning to 

classical education models, which inhibit creativity. 

In school, the education of creativity must be early and intentional. 

First of all, it is the stimulation at a young age of initiatives, of the 

intellectual and child’s independence (Munteanu, 1994). At the same time, 

the school must stimulate the child’s communication, his or her desire to 

ask questions, his habit of reading, and, last but not least, his expressive 

abilities. The child must be encouraged, on the other hand, to take risks and 

to express one’s own individuality. 

The school can have a stimulating role in the development of 

creativity. This role may increase, as some conditions are changed in the 

psycho-pedagogical system. The introduction of Drama education in 

primary education would decisively contribute to this desideratum, 

especially as early schooling is a period favourable to the development of 

creativity. Torrance (apud Munteanu, 1994) shows that up to the age of 9 

there is an increase in creativity, between 9 and 12 years it stagnates, again 

between 12 and 17 years there is a marked increase, and, after this age, the 

curve is decreasing.  

 



98 
 

2. Building communication competences, development of language 

and thinking 

The main cognitive psychological processes of the young school 

children evolve according to the development and specialization of the 

brain. Thus, their perceptions are refined, the school contributing to the 

accumulation of much concrete knowledge, to the increase of the sense of 

observation, to the discovery of the important properties of the objects and 

phenomena, to the selection of the most important features of the 

environment. 

Also in the sphere of cognitive processes, the thinking of the young 

school child records an important momentum. Although they still focus on 

the detection of the superficial attributes of objects and phenomena, the 

child begins to set order in ideas and reasoning. Through various exercises 

in class, thinking evolves; it becomes more coherent, less hasty and less 

superficial compared to the pre-school period. 

Imagining new objects, symbols and ideas involves two fundamental 

thinking processes: analysis and synthesis. Through analysis a 

decomposition of representations is made, which, later, through synthesis, 

are reorganized into other structures, distinct from those perceived or 

previously thought. Synthesis is produced by: agglutination (the 

decomposed parts of the various objects are recombined between them, 

giving rise to new, insoluble, heterogeneous objects), the modification of 

the objects dimensions (for example the seven-headed dragon), analogy 

(the structure of the atom was assimilated to that of the solar system), 

enhancing the image of objects (caricature, portraits, etc.), overestimating 

and underestimating objects (emphasising or minimising parts of them), 

typing and schematisation (creating new images for a class of objects). 

The memory of the young school child, in turn, goes through an 

accelerated development phase. At this stage it is essential to shift from 

mechanical memorisation to logical memorisation. 

The little school child is curious, which is an important educational 

advantage for this age range, but their perceptions are, as shown, 

inconsistent, superficial and fluctuating. For these reasons, the teacher 

should help them focus their attention, pay attention to instructions, learn 
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tasks and do homework, increase his willing effort and increase his 

perceptual acuity to develop thinking. 

At this stage it is more than welcome to use the didactic-intuitive 

material in the teaching process (educational software, moulds, 

presentation films, maps, atlases) that help to optimise the perception and 

representations of the child. 

As far as the development of small school children thinking is 

concerned, the teacher will focus on teaching systematic lessons and 

encouraging them to express themselves with their own words what they 

have learned from the lesson, make analogies to the real world, and 

advance reasoning. The young school child memorises the lesson 

mechanically, but the teacher has to guide them towards logical 

memorisation by repeating the learning contents with their own words. It is 

also advisable to stimulate children’s reading interests, by checking the 

understanding of they read, by asking them to say what the story was 

about. 

During the early schooling, the need to identify gifted, highly 

creative children also appears. The gifted child is usually good at learning. 

They have an early ability to advance concepts and to work with them as 

well as to generalise. At the same time, gifted students understand game 

rules more quickly, easily establish relationships between phenomena and 

draw pertinent conclusions. In general, their learning progress is more rapid 

than the average student. 

In addition to the ability to formulate concepts and to think 

creatively, gifted children can be distinguished by their wide range of 

interests, by active imagination, by their outward-looking perspicacity, their 

originality, their generalizing power or the ability to think productively (both 

deductive and inductive). The power to improvise, sensitivity to problem 

situations, fluidity of ideas, fast memorisation, adequate evocation of 

information and distributive attention are also remarkable. Many of these 

features are listed by Terman et al. (apud Stratilescu, 1993). 

At the same time, the gifted student has a mature vocabulary 

compared to that of the age group to which he belongs, an active 

imagination, increased interest for a wide variety of themes and activities, 
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sensitivity to other people, outstanding enthusiasm in discussing various 

topics, original ideas (and necessarily strange), non-restrictive creativity, 

ease of handling words and preference for practicing funny words. Gifted 

individuals can also develop unusual talent combinations; among them 

there are high-performance students, leaders, creative intellectuals and 

rebels.  

 

3. Acquiring pro-social competences 

The young school children begin to manifest superior feelings of 

appreciation of fundamental human values such as truth, good, justice; to 

appreciate the achievements of the people their age and other people/ 

characters. 

At this stage of development, the child is emotionally balanced, self-

satisfied and satisfied with relationships with other children. 

Young school children’ friendships are less based on common of interests 

and more on living in the same area or practicing the same games. There 

are rivalries, hostilities that appear between girls and boys. Likewise, 

conflicts, violence, injuries, beatings may arise between representatives of 

the same gender due to non-compliance with rules based on mutual 

criteria, especially in small group games. 

Games played with elementary school children should take into 

account the fact that their bone system is fragile and excessive demands on 

the spine are not advised. 

The development gap between girls and boys, during the early 

school life, generates tensions, class rivalries. Remaining less tall than their 

girl colleagues, boys can develop frustration and aggressive attitudes that 

must be discouraged by the teacher. 

Excessive weight gain of small school children is a matter of 

negligence in the fast food era, which is why school has to correct both 

misconceptions of children (especially counselling parents) and the static 

life of some students (encouraging team games involving various 

movements, physical education, stimulating mobility through games, etc.). 

The small children’s sleep regime also calls for special attention from 

teachers and parents, since the pupils’ intellectual performance depends on 
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it. The child needs to sleep 8-9 hours a night; homework should not take 

more than 2 hours. It would be advisable not to have a computer or TV in 

the room to play or watch TV programs until late at night. 

The small school child is marked by the coordinates of “diligence and 

inferiority”, which mark their behaviour (Cosmovici et al., 1998). Given this 

particularity, it is important to offer constructive activities to children and to 

limit comparisons between good and bad. 

The teacher must also contribute to stimulating the emotional 

intelligence of the students, which is very useful in dealing with others. 

Thus, those children who are treated with affection and understanding by 

parents and teachers become more affectionate in their turn, express their 

feelings lightly, they master better their emotions, and are more capable of 

social relations. The teacher will therefore advocate for students’ 

awareness of emotions, because they need to be able to recognize and 

name their states and feelings and identify their cause. Controlling 

emotions also means higher tolerance for frustration, expressing anger 

without resorting to external aggression or self-aggression (such as 

excessive eating of sweets) and increasing self-confidence (personal 

motivation). 

The teacher can also work to develop students’ empathic abilities. 

Empathy is accomplished by listening closely to those around us by 

increasing sensitivity to their sentiments, feelings, and transmitting this 

feeling to those concerned. The development of empathy from the earliest 

ages optimises the social interaction capacity, with all its components: a 

good ability to communicate, to negotiate conflicts and to solve problems; 

open to understanding interpersonal relationships; cooperation and help 

willingness. 

In the case of gifted children there is the disadvantage of their poor 

integration into the group of children their age, being less popular. In this 

situation, the Drama Education Teacher can play the role of mediator, 

facilitating contacts between students. 

At the same time, the teacher has to take into account the fact that 

the gifted children have a number of accentuated features to the ordinary 

students and should not sanction them for those features. For example, the 
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outlined individuality of gifted students can lead to conflict with society’s 

stereotypes of age, sex, and the need for self-expression. Impatience is 

another feature of the gifted; these children are inclined towards impulsive 

decision making because they do not tolerate ambiguity.  

 

3. REFERENCE OBJECTIVES AND EXAMPLES OF LEARNING 

ACTIVITIES FOR GRADES I-IV 
 

1st GRADE  

 

1. Development of creative and expressive skills. 

Reference Objectives Examples of learning activities 

After finishing 1st grade the child will 
be capable to: 

The following activities are 
recommended during 1st grade: 

1.1 express emotions through 
movement, posture, mimic and 
gesture 

- activities to stimulate motor and 
relational capacities; 
- correct understanding of the 
proportions of the human body; 
- relaxation, heating, sensory 
activation, coordination; 
sensitization of the body, gesture 
and mimics; 
- games on the exploration of the 
environment and motion games, 
with a role in acquiring the 
concepts of space and orientation 
(inside, out, up, down, left, right) 
and in general dynamic 
coordination; 
- activities to develop perceptual 
selectivity, complex representations 
and focus. 

1.2 use and describe objects and 
assemblies of objects 

- activities of analysing the 
properties of objects and their 
creative transformation; 
- imaging activities, dialogue based 
on the presented images; 
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- image processing, object 
construction (various materials will 
be used to make collages, prints, 
compositions and constructions). 

1.3 acquire various tools and 
methods of verbal and non-verbal 
expression 

- imaging activities, dialogue based 
on the presented images. 

1.4 use expressive language in 
describing/designing situations  

- directed imagination activities on 
given topics; 
- synchronisation activities with a 
group and with the environment in 
general through group activities. 

 

2. Building communication competences, development of language and 

thinking. 

Reference Objectives Examples of learning activities 

After finishing 1st grade the child will 
be capable to: 

The following activities are 
recommended during 1st grade: 

2.1 express fluently and correctly in 
oral communication 

- breathing exercises, concentration 
exercises, relaxation techniques; 
- activities describing objects and 
their peculiarities, actions and 
successions of actions carried out by 
one person or several persons; 
- self-introduction activities; 
- activities to transpose the products 
of creative imagination (drawings, 
collages, prints etc.) into speech. 

2.2 tell stories and events - activities to stimulate creative 
imagination, related to the narrate 
real or imaginary events. 

 

3. Acquiring pro-social competences. 

Reference Objectives Examples of learning activities 

After finishing 1st grade the child will 
have acquired: 

The following activities are 
recommended during 1st grade: 

3.1 pro-social skills (altruism, - interactive activities for teamwork, 
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harmonious cooperation with 
colleagues and teachers, promoting 
welfare) 

cooperation and / or competition; 
- expressing intentions, stimulating 
dialogue between children. 

3.2 constructive strategies for 
conflict solving 

- learning activities of relaxation and 
self-concentration methods; 
- learning to phrase requests; asking 
for and giving information activities 
(role games); 
- activities to have conversations 
with people from different 
backgrounds. 

 

CONTENTS 

 

1. Creativity and Expression 

1.1. Creativity 

Objects and their usefulness. Uses of objects. Transformation of objects. 

1.2. Expressiveness 

Accepting one’s own individuality. 

Building harmonious relationships with colleagues and adults. 

2. Oral communication, language development and thinking 

Self-introduction and introduction of others. Description of objects and 

their peculiarities. Description of some simple actions and succession of 

actions. Telling real or imaginary events. 

3. Pro-social skills 

Carrying out conversations with people from various backgrounds (role 

play). Polite formulation of some requests.  

 

 

2nd GRADE  

 

1. Development of creative and expressive skills. 

Reference Objectives Examples of learning activities 

After finishing 2nd grade the child 
will be capable to: 

The following activities are 
recommended during 2nd grade: 
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1.1 explore their own expressive 
bodily and emotional potential 

- spontaneous (non-structured) 
movements and simple motion 
sequences; 
- movement memorising; 
- activities of expression of 
emotions, ensuring the concordance 
between mimic, gesture, verbal 
language, movement, music, 
clothing and props. 

1.2 interpret the characters in 
stories, appropriate to his age and 
understanding 

- drawing up individual and team 
stories, improvisation exercises on 
chosen and given topics; 
- activities describing the actions of 
the characters, portraying them, 
designing some actions of 
communication with the respective 
characters, the imaginative change 
of the course of stories. 

1.3 have tools and methods of 
verbal and non-verbal expression 

- storytelling of events and imagined 
content; 
- stimulating group communication 
through the participation of all 
pupils in the story; 
- transforming into various story 
characters. 

1.4 use expressive language in the 
reproduction of given situations 

- activities for individual and group 
scenic play; 
- orientation exercises; 
- involvement of physical activities in 
a game that contribute to the 
harmonious development of the 
body; 
- activities to memorise the names of 
other children and movements. 
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2. Building communication competences, development of language and 

thinking. 

Reference Objectives Examples of learning activities 

After finishing 2nd grade the child 
will be capable to: 

The following activities are 
recommended during 2nd grade: 

2.1 communicate fluently and 
correctly, to integrate into group 
communication 

- activities for fluent speech, correct 
speech expression in oral 
communication; 
- activities of expressing, through 
communication, the contents of 
various rational and emotional 
experiences - games, daily events, 
adventures, happenings, family 
stories, holidays, animal stories etc. 

2.2 create oral and written 
messages, to understand the 
meanings of different messages 

- interactive activities of creating and 
receiving oral and written messages, 
enabling all pupils to participate in 
communication; 
- activities to stimulate the exchange 
of information among pupils, to 
draw up team stories. 

2.3 portray some people, interpret 
situations and events 

- activities to portray some people, 
describing their social roles; 
- description of the environment; 
- activities to stimulate creative 
imagination, correlated with the 
analysis of the significance of some 
events. 

 

3. Acquiring pro-social competences. 

Reference Objectives Examples of learning activities 

After finishing 2nd grade the child 
will be capable to: 

The following activities are 
recommended during 2nd grade: 

3.1 express and accept their own 
individuality within the group 

- self-representation activities, 
setting common points and 
differences from others, open-
minded preferences; 
- exercises aimed to disinhibit self-
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expression. 

3.2 promote pro-social values in 
behaviour and to assimilate 
aesthetic values 

- teamwork on given topics, activities 
to stimulate competition between 
teams, with the regular change of 
team members; 
- aesthetic awareness actions - 
viewing collections of photos and 
posters, comic books, movies, 
television programs etc. 

 

CONTENTS 

 

1. Creativity and expressiveness 

1.1. Creativity 

Creative actions. Oral and written narrative of real or imaginary events. 

Enabling individual and group creativity through fantastic, imaginary, sound 

and visual. 

1.2. Expressiveness 

Physical general development through theatrical art. Body, gesture, 

movement, sound. 

The basic units of the movement. Sequences of motion. Developing 

movement skills, memorizing movements. 

2. Oral communication, language development and thinking 

Portraying some people, describing their roles. Creating oral messages on a 

given theme. Initiating dialogue, asking questions. 

3. Pro-social skills 

Expression of individuality, disinhibit behaviour/action. Develop positive 

attitudes within the group of students. 

Discovering diversity. understanding and accepting differences between 

students. 

Initiate verbal exchanges and non-conflictual physical tasks.  
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3rd GRADE 

 

1. Development of creative and expressive skills. 

Reference Objectives Examples of learning activities 

After finishing 3rd grade the child 
will be capable to: 

The following activities are 
recommended during 3rd grade: 

1.1 explore their expressive bodily 
and emotional potential and detect 
the expressions and emotions 
transmitted by others 

- guided relaxation activities, 
“listening” to body signals, rendering 
more complex sequences of 
movements in a structured manner; 
- exercises for memorising sounds 
and movements; 
- activities to focus attention on the 
signals and emotions transmitted by 
others; 
- activities of expression of 
emotions, through mimics, gestures, 
verbal language, movement and 
music; 
- activities to evoke and reproduce 
emotions based on lived, imagined 
or known from stories situations. 

1.2 describe and project the roles of 
some characters 

- activities describing the actions of 
the characters, portraying them, 
highlighting the emotional states of 
the characters; 
- activities designed to communicate 
with those characters, imaginative 
change of the course of stories; 
- activities of imagining complex 
characters (physical, psychological, 
attitude portrayal). 

1.3 possess performance tools of 
verbal and non-verbal expression 

- knowledge / object identification 
activities; 
- complex imagery activities directed 
(“Dreaming with eyes open” starting 
from musical and literary sequences 
and storytelling of the imagined 
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content);  
- activities to fill in the content 
imagined by others; 
- jointly developing a suite of actions 
assigned to a known character. 

1.4 use expressive language in 
theatre play 

- individual and group acting 
activities with several characters; 
- activities to highlight the expressive 
emotional aspects of their own 
conduct and other members of the 
group. 

 

2. Building communication competences, development of language and 

thinking. 

Reference Objectives Examples of learning activities 

After finishing 3rd grade the child will 
be capable to: 

The following activities are 
recommended during 3rd grade: 

2.1 use language correctly, in 
correlation with the development of 
thinking operations 

- activities aimed at breaking the 
overall meaning of a message, 
delimiting the essential information 
from the unimportant one. 

2.2 express their views on various 
situations 

- activities of accepting or arguing 
rejection of behaviours, based on 
the analysis of known characters. 

 

3. Acquiring pro-social competences. 

Reference Objectives Examples of learning activities 

After finishing 3rd grade the child will 
be capable to: 

The following activities are 
recommended during 3rd grade: 

3.1 have a civilised dialogue with his 
colleagues 

- activities to encourage 
communication on different subjects 
of interest to the school group. 

3.2 participate in different 
communication situations 

- activities aimed at: developing 
different skills - motor and social, 
reducing aggression and violence;  
- role playing that enable dialogue to 
be stimulated; 
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- non-conflict interpretation of 
critical situations that took place in 
the classroom or school, with 
emphasis on their desirable solution. 

 

 

CONTENTS 

 

1. Creativity and Expression  

1.1. Creativity 

Activities of expressing emotions and designing the roles of some 

characters. Role play, enriching the role.  

1.2. Expressiveness 

Body, space, expression. Rhythm and movement. Evoking and reproducing 

various states and feelings.  

 

 

2. Oral communication, language development and thinking 

Breaking the meaning of a message, delimiting the essential information 

from the non-important. Expression of views in relation to certain 

situations, the acceptance or rejection of certain points of view. 

3. Pro-social skills 

Role play to stimulate dialogue between students. Non-conflicting 

reinterpretation of conflict situations. 

 

 

4th GRADE 

 

1. Development of creative and expressive skills. 

Reference Objectives Examples of learning activities 

After finishing 4th grade the child 
will be capable to: 

The following activities are 
recommended during the 4th grade: 

1.1 focus on body sensations and on 
emotions, of oneself or of others 

- spine roll exercises, joint mobility, 
face muscular warm-up exercises, 
diction exercises; 
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- guided relaxation activities, 
rendering more complex sequences 
of movements, congruent with 
interpreted situations. 

1.2 portray in detail the characters 
of a literary/story text 

- activities describing the actions of 
characters, their detailed 
characterization, focussing on the 
central features and intrigue, the 
imaginative change of the course of 
stories, creative restructuring; 
- activities to make the most of 
improvisation as method of creation. 

1.3 have tools for verbal and non-
verbal expression 

- directed imagination activities 
(“Dreaming with Your Eyes Open” 
starting from musical and literary 
sequences and storytelling of 
imagined content). 

1.4 use expressive language in 
theatre play 

- individual and group scenic play 
activities with several characters; 
- activities to highlight the 
expressive-emotional aspects of 
one’s own conduct and others’ 
behaviour. 

 

2. Building communication competences, development of language and 

thinking. 

Reference Objectives Examples of learning activities 

After finishing 4th grade the child 
will be capable to: 

The following activities are 
recommended during the 4th grade: 

2.1 express interest in the 
communication activity, by 
participating in discussions on 
various subjects 

- discussions on given topics and 
themes proposed by pupils, aiming at 
stimulating group interactivity; 
- activities to synthesise the conclusions 
of a discussion. 

2.2 use the communicative skills 
acquired in the primary cycle 

- viewing theatre performances, ballet 
performances, virtual tours of 
exhibitions etc., sharing impressions; 
- activities of transmission of emotions 
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through language, mimics, gestures, 
emotional and relational involvement in 
various communication situations. 

 

3. Acquiring pro-social competences. 

Reference Objectives Examples of learning activities 

After finishing 4th grade the child 
will be capable to: 

The following activities are 
recommended during the 4th grade: 

3.1 know a range of social values 
such as altruism, helping, 
protecting the environment, etc. 

- activities to strengthen socially 
desirable values, consisting of film 
design, offering positive examples, 
presenting real-life models or literary 
texts; 
- activities to strengthen group 
membership, to develop the feeling to 
help. 

3.2 develop empathy towards 
colleagues and characters with 
positive character traits 

- activities of experimenting with 
common emotions, understanding the 
needs of others, representing the scenic 
play of positive characters. 

 

 

CONTENTS 
 

1. Creativity and expressiveness  

1.1. Creativity 

Portraits of characters. Their detailed characterization, the focus on central 

features and intrigue, the imaginative change of the course of stories, their 

creative restructuring. 

1.2. Expressiveness 

Spontaneous rendering of one’s own experiences and experiences. 

Gestures, mimic. The stage movement. Interpreting situations, playing 

stories through dance/stage motion. 

2. Oral communication, language development and thinking 

Stimulating dialogue, synthesizing the conclusions of a dialogue. 

Recognizing the emotions of others, stimulating empathy. 



113 
 

3. Pro-social skills 

Synchronizing with the group (“overall moments”) and promoting the 

positive values of the group in behaviour. 
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