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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. 

 

 

 

Dr. Nicolae Mandea, Associate Professor  

Rector of “I.L. Caragiale” National University of  

Theatre and Film Bucharest 

 

 

 

 

 

 

 



Contents 
 

Introduction .................................................................................................... 7 

Teamwork ..................................................................................................... 11 

Observation .................................................................................................. 19 

Focusing Attention ....................................................................................... 30 

Imagination ................................................................................................... 37 

Senses ........................................................................................................... 44 

Spontaneity .................................................................................................. 53 

Memory ........................................................................................................ 60 

Feelings ......................................................................................................... 67 

Freedom of Expression in front of an Audience ......................................... 74 

Intuition ........................................................................................................ 80 

Conflict .......................................................................................................... 85 

The Decalogue for the Theatre Workshop Coordinator in the Pre-Academic 

Education ...................................................................................................... 91 

Bibliography (selective) ................................................................................ 93 

Creative Writing Workshop ......................................................................... 95 

Applied Theatre in Education ...................................................................... 99 

 



8 
 

INTRODUCTION 

 

The Art of Theatre, the most complex of the art forms, is a space of 

complete liberty. It is a place where one can find shadows and light, 

people’s hopes and desires, the joys and happiness of all beings. Theatre is 

the place where “everything is possible”; it is the universe where the only 

limitation is one’s imagination. 

For centuries people have needed theatre. It is natural to ask 

ourselves “why?”. The answer comes from one of the greatest playwrights, 

William Shakespeare, who said that: “The whole world is a stage and people 

are the actors”, thus creating a complete image of the strong link between 

Theatre and Life. Yes, our everyday lives can be considered a great play or, 

in even simpler terms, a long and complex film. Don’t our everyday 

happenings occur in succeeding order like on the stage or on the silver 

screen? Don’t we look at our peers as if looking at characters in theatre or 

film? And don’t we, in turn, play different roles in our lives, willingly or 

unwillingly? Aren’t we, one instance at a time, someone’s sons or 

daughters, nieces or nephews, schoolchildren, high-schoolers or university 

students and then, when our time comes, parents, grandparents, teachers 

or professors, doctors, engineers, workers and others? And in each of these 

situations, we act, react, behave according to… the role that we have. We 

cannot talk to the teacher like we talk to our classmate or to our 

neighbourhood friend; we do not build the same rapport with the teacher 

as we do with the doctor when they need to take a blood sample. With 

each of our peers, we act according to the relationship we share with them, 

according to the role that they play in our lives or according to the situation 

in which we are. We are living, breathing characters in a great and real play. 

But if we are truly living in a play, we can ask why do we need 

theatre if we “live in theatre”? The answer comes from Shakespeare 

(famous English playwright who lived in London, England, who died 600 

years ago this year, 2016) yet again, who wrote that the purpose of theatre 
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was “from the beginning till now to hold up a mirror to the world; to show 

virtue its true features, the ugly its real face and show all ages their 

pattern…”, meaning that the role of theatre has always been that of the 

mirror of life, to face people with moments of their existence so that they 

become authentic instances of life lessons, stimulus and leaning point for 

each of us. Thus, theatre had the purpose of becoming people’s teacher. 

We have the need of going to the theatre or watch artistic films in order to 

see events in other people’s lives which can, at any given time, become our 

own… either beautiful or horrendous. And if we want to live fairy tale lives, 

we merely have to search for… beauty. Moreover, if we do not like the ugly 

stories, if they frighten or terrify us, we merely have to avoid them, dodge 

them in our lives. 

Thus, theatre aids us in organizing our own existence or, filtering 

things through a more artistic spectrum, our own play. And within this 

painting that we have brought to life so far, a question arises: If life is a play, 

do we then, according to Shakespeare, automatically assume the roles of 

actors? Those who get up on stage, appear on television or those who we 

see on the silver screen are people who have carefully prepared themselves 

for transforming their passion and their preoccupations into a true craft. 

They have attended the University of Theatre and Film and are called: 

professionals of the scene or screen. But a long journey lies ahead until one 

can reach the level of professional. 

For now, let us focus on the degree to which common people need 

theatre and, more importantly, to what degree is the study of the Dramatic 

Art useful in schools useful. 

Ion Cojar, a great professor of the University of Theatre in Bucharest 

always says that in order for a young person to evolve into a good actor, 

they must first… become a man again. Such a statement can be seen as 

being paradoxical, if we consider the fact that no matter what we do and no 

matter how we act, we are people… all the time. Despite this, on closer 

inspection we can notice and must admit that, in life, we live… less, we look 

but we do not see, we hear but we do not truly listen, we work in groups 

but ultimately it is our own interest that governs us… How many times have 
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we not become infuriated in different life situations and we have cried out 

about another that: It’s as if they’re not human anymore!... 

Of course, we are all human and we possess all the necessary data 

to be part of the world we inhabit, more precisely, to integrate ourselves in 

the society which we belong to. From a young age, we are educated and 

instructed by parents and educators and we become part of the human 

groups which we belong to temporarily. But, in order to build rapport with 

those around us, we require certain specific availabilities. Professor Ion 

Cojar referred to preparing the young one for a professional career on 

stage, always considering that when one works with the actor, one is 

actually working with the human being: “actor = human being”. However, 

at the moment and at this stage, we are not concerned with the 

professional actor’s journey but, paradoxically, we are interested in the 

human being’s journey. 

We have to admit that, when we talk about education, school and 

the schooling of the human being even from a young age, we are actually 

referring to the discovery, earning and cementing of certain aptitudes which 

are necessary in life. That is why parents guide their children towards 

practicing sports, art, dance, ballet, drama, and within the school system, 

we find subjects whose goal is… also to help them gain new knowledge and 

discover certain availabilities specific to a job or an art form. In this broad 

context of education, the Dramatic Art can bring its own contribution 

precisely through the fact that, due to certain carefully selected and well-

rounded exercises, it aims to develop the following traits in children and 

teens: teamwork; observation; focus attention; imagination; developing 

their senses; spontaneity; memory; managing their emotions; intuition; 

controlling conflict; freedom of expression in front of an audience and the 

ability to create a story, a script or a play. 

And with all these availabilities earned through theatre games, the 

children and teens will have the capability to successfully integrate 

themselves in the universe which they are a part of.  

The Dramatic Art serves education through the fact that, with the 

help of play, something very much appreciated and loved by children, and 
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by refusing the rigid methods of teaching-learning, it can help transform the 

little one into future HUMAN BEINGS, with great chances of success! 

In school, theatre does not have the intention of creating actors, but 

to help develop the future human being. It discovers and highlights the 

person’s qualities, helps them become sure of themselves in critical 

situations and aids them in broadening their imagination and creativity! It 

lets them dream and not be ashamed… of themselves. On the contrary, it 

assists them in finding the strength to say “This is who I am! I am not 

perfect, but I can be the best in whatever field I choose to follow!” 
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TEAMWORK 

 

No man is an island.  “Man is by nature a social being” said Aristotle, 

a great philosopher form Ancient Greece; he differentiated between human 

society and the social structure of animals, claiming that due to the fact that 

man can change the world and nature according to their whim using their 

own strength, they are unlike any other living being on earth. Man, Aristotle 

said, has the ability to know good and evil, justice and injustice and follows 

moral laws. Men live in communities and organize their lives with and for 

the society they are a part in; the basic form of organization is family and 

the most complex is the state. 

And if man cannot live alone, how can he live alone in theatre? This 

would be impossible if we consider that, for example, theatre is first and 

foremost a public institution. Besides the actors we see on stage, in this 

institution there is a fairly large number of people who work. They are also 

divided into groups. For example: the artistic group, which consists of: the 

director, the playwright, the scenographer, the musician, the light designer, 

that is to say all the artists that bring their contribution to creating a 

theatrical performance. Then, there is the technician group: machinists, 

light technicians, prop personnel, costume personnel, wig personnel, 

dresser personnel, hairdressers and others. There is also the organizational 

group, which consists of the theatre director, artistic director, literary 

secretary, PR, accountant etc. Of course, when we go to the theatre we only 

see a few people on stage, the actors, but we almost never consider the 

impressive team that works behind the scenes and which supports the 

artistic achievements through their work. Basically, the actors are only the 

tip of the iceberg; the hidden side is, in fact, the most numerous and the 

most active in an artistic institution. 

But what if we consider film and television? If you have ever had the 

patience to watch a movie until its end, you have certainly seen how many 

people we are presented with after the cast; we will see how people’s 
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names and their jobs roll down the screen for minutes on end, people who 

have brought the movie you have just seen to life. 

One thing is certain: Theatre is a collective art and not an individual 

art, the art of a group of people engaged in an artistic endeavour. A team 

which has one unique goal: the making of a theatrical performance or an 

artistic film in the most optimal conditions possible. And if we cannot talk 

about individual art in professional theatre, we also have to consider the 

fact that, for the Dramatic Art applied in education, we must work with our 

team.  

Thus, we will discover that none of the suggested theatrical 

exercises can be carried out… alone. What is more, you will also discover 

how many things you can achieve with colleagues, who are neither 

opponents nor enemies, but partners, who are governed, just like you, by 

the best intentions; the desire to find new ways of knowing oneself and 

experimenting together. 

So that the atmosphere in the group that you form, which we can 

name Theatre Workshop, is one of joy and cooperation, you need to know 

one more thing: 

In the Theatre Workshop no one makes any mistakes! Ever! 

The exercises have the purpose to develop the children’s abilities 

which are necessary in life; they are not practiced in order to create a 

performance. Do not think that if, for example, you don’t catch the ball, or if 

you didn’t know the answer to a question, or you did not remember a 

certain word, you have made a mistake. No! It simply means that: you have 

to pay more attention, for example, or you have to concentrate more on a 

particular theme, or on a certain problem. And if you don’t succeed the 

second time you try, it is not the end of the world. It is not a mistake. It is 

just… something that eludes you, but you can quickly fix it, but only through 

calm and a strong belief in your own abilities and your power to succeed. 

Most importantly: you can depend on your colleagues! 

But pay attention: if a colleague makes a mistake, do not tell them 

off, do not shout at them and do not mock them. Rather, help them calmly 
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get over what is a difficult moment for them. And when they are victorious, 

the joy of success is a shared one. 

In theatre, friendship always wins! 

Compromise and cooperation are the first principles in the Dramatic Art! 

Exercises 

Purpose: developing the ability to actively listen, collaborate, cooperate 

and yield to someone  

Keep the ball in the air 

The participants form a circle and pass a ball (medium sized, light) from one 

to another. The ball goes from one person to another, without being held 

by anyone or stopping. At the same time, every time the ball is hit, the 

entire group counts out loud, starting from 1. If the ball hits the ground, the 

counting begins again from number 1. The ball can be hit with any part of 

the body, what is essential is the fact that it does not touch the ground. The 

participants can leave the circle in order to hit the ball, but they have to 

return to their original place immediately afterwards. The participants learn 

to cooperate, to let others hit the ball when it is the case and learn when to 

act so that the ball remains in the air. 

 

Where there are many, strength grows 

The participants are split in groups of 5 or 6. Each group receives a stick (a 

broom handle) or a gymnastics circle which they hold only with their index 

fingers and have to lift and lower to the ground. Contact with the object is 

permanently kept through the index finger (the hand otherwise forms a 

fist). The object is kept at a straight horizontal line; therefore, each member 

of the group has to adapt their movement depending on their partners.   

 

The Square 

Stage 1. The participants group themselves in lines, forming a square. 

Throughout the game’s duration, they maintain this formation and move 
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simultaneously with the coordinator’s counting. Thus, each step is taken on 

a number indicated by the one who leads the game, who also establishes 

the rhythm of the group through counting (it starts off slowly then grows 

faster and faster). Every first step is taken with the right foot and the 

participants keep their eyes fixed forward. The counting is in ascending 

order at first and it decreases slowly, as in the first sequence has 10 steps, 

the second has 9 steps, the third 8 and so on until it reaches 1. Every time 

the group gets to the end of a sequence (10, 9, 8, 7, 6 etc.), they clap, turn 

and start again with their right foot. After the members get acquainted with 

the rhythm and start working as a group, instead of turning once, they 

make a full turn, as in the first 10 steps are made facing forward, 9 steps 

facing backwards, 8 steps facing forwards, 7 steps facing backwards and so 

on. The game starts over until the participants work together as a formation 

(they start at the same time, they take simultaneous steps, and stop at the 

same time). This objective takes time to be reached, as this is a game in 

which the players work according to a rhythm that has been imposed on 

them. Each individual has to identify their own rhythm as well as that of 

that of their teammates, so that in the end a common rhythm can be found 

and followed by everyone.  

Stage 2: The game is essentially the same, the only exception being that this 

time, the participants count aloud together and establish their own moving 

rhythm. The performance now depends on each member of the group, 

because their own rhythm and that of the others needs to be identified so 

that afterwards a common pace can be found and maintained throughout 

the game. It is highly recommended that the group be offered the time and 

patience required for the objective to be met. 

Stage 3: The game follows the same rules, only that this time, participants 

count for themselves, silently, and establish the pace of movement. The 

execution of the game depends on each participant, because they have to 

find their own rhythm according to the rhythm of the other members of the 

game, and have to adjust to each other. This stage is of a higher difficulty 

level, that is why it is highly recommended that the group be offered the 

time and patience required for the objective to be met. 
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The Square in Slow Motion 

Stage 1: The participants form a line, standing should to shoulder, facing a 

point that they must reach. Throughout the game, they stay in formation 

and move simultaneously in slow motion. The movement begins with the 

right foot from one point of the room and the participants move looking 

ahead at a point chosen by the coordinator, which they then touch with 

their palms. 

Stage 2: The participants form lines in the shape of a square, facing a point 

that they must reach. Throughout the game, they stay in formation and 

move simultaneously in slow motion. The movement begins with the right 

foot from one point of the room and the participants move looking ahead at 

a point chosen by the coordinator, which they then touch with their palms. 

Those who form the first line must take care not to move faster than the 

rest of the group, and those who form the last line must keep up with the 

others.  

 

The Lasers 

The participants are split in pairs. Every pair occupies a space in the working 

area, facing each other. The participants imagine that their gazes are 

connected with a laser beam. If something passes through this beam, the 

two partners make a buzzing noise. The coordinator checks if each pair has 

formed this laser connection by passing their hand between the two 

participants at eye level. Then, the participants are asked to notice the pairs 

that have formed. Afterwards, a volunteering pair is asked to leave the 

room. The other pairs have to place themselves within the working area in 

order to form a laser obstacle course. The volunteers return to the room 

and try to go through this obstacle course without passing between the 

other pairs’ eye level laser beams. Throughout the activity, the laser pairs 

can choose to make the course more difficult to navigate. The pair that goes 

through the obstacle course has to observe and cooperate in order to get to 

the final point set by the coordinator. In order to make the game more 

attractive, a story can be made based on the obstacle course, for example: 

the volunteering pair is trying to retrieve an object stolen from a national 
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museum; the volunteering pair is trying to get to the antidote of a very rare 

and dangerous disease which has affected a large part of the population 

that can’t afford to buy the elixir and so on. 

 

The Badge 

The participants are split into groups of three, each having one of the 

following statuses: sheriff, gunslinger and villager. Each one has a specific 

gesture: the sheriff raises their hand up to chest level with their palm facing 

outward; the gunslinger raises both hands up to waist level, with the index 

and middle finger pointing outwards, the rest of the fingers clenched in a 

fist (imitating a gun shape); the villager raises both hands above their head. 

When the coordinator gives the signal, the three participants make one of 

the gestures mentioned above. If two of the participants make the same 

gesture, one of them changes theirs so that all three statuses are found in 

the group. The game is played as many times as it is necessary, without any 

help from the coordinator. 

 

The Indians 

The participants are split into groups of three: two people are the tent and 

one is the Indian. To form the tent, the two people sit facing each other, 

with both arms extended above their head, pointing towards their partner 

and join hands. At the beginning of the game, the Indians stay in a tent. The 

children who do not manage to form a group of three remain Indians who 

are looking for a tent. Throughout the game, the coordinator gives three 

indications: tent – the participants who form the tents change their 

partners; Indians – the participants who play the Indians find a different 

tent; storm – all the participants change their roles. 

 

Steer the Balloon 

The participants are split in pairs, and after they get acquainted with the 

game, they can form larger groups. The coordinator offers each group a 

balloon which they have to “steer” without using their bodies. For a higher 
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difficulty level, the balloon can be replaced by a feather or flake and the 

coordinator can establish a route that the feather or balloon is steered 

across. 

 

Let yourself be led 

Stage 1. The participants are split in pairs, placed in two lines facing each 

other. One at a time, each person from the pair leads their partner through 

a simple path which the coordinator establishes. At first, one member of 

the pair leads the other, both having their eyes open. Afterwards, the 

partner who is being lead has their eyes closed and the one leading keeps 

their eyes open. Finally, the one leading has their eyes closed and the one 

being lead keeps their eyes open. Throughout the game no one can talk, 

and the coordinator makes sure that the ones who must keep their eyes 

closed do so. The game starts over again until each participant learns to 

lead and lets themselves be lead. At the end of the activity, a discussion 

conducted by the coordinator on what has been experimented is held. For 

example, the following questions can be used: How are you feeling now?; 

How did you feel when you were being lead?; How did you feel when you 

were leading?; Which situation was more difficult?;  How is this game 

reflected in your daily life? and so on. Questions can be added depending on 

the observations made by the coordinator throughout the activity and on 

the observations of the participants. 

Stage 2. After the participants learn to lead and be lead, the route can be 

made more complicated: obstacles can be introduced (such as chairs they 

have to avoid, tables under which they have to pass, bottles which they 

have to jump over and so on) or the coordinator can introduce actions 

which the ones who are being lead (who are blindfolded) have to do, helped 

by the ones who lead. Throughout the game, no one is allowed to talk. 

Those who lead take care of their partner; they indicate what must be done 

through physical contact. At the end of the game, discussions can be held 

about the activity, using the questions given in stage 1, to which others can 

be added; for example: What strategy did you use to make your partner 

listen to you and so on. 
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Stage 3. The participants form a single file, each of them grabs the one in 

front whether by the hips or shoulders and except for the first person, 

everyone else keeps their eyes closed. The first one leads the group through 

a route indicated by the coordinator. The route can be made more difficult 

by adding obstacles one at a time. Speaking is not permitted throughout the 

game. At the end of the game, a discussion based on their experiences is 

recommended, based on the model questions given in stage 1, to which 

other questions can be added. 

 

Group Conversation 

The participants are split in equal groups of either five or six. They will work 

in sequences, two teams at a time. Those who will not work sit in a 

semicircle around the groups who are doing the activity and observe what is 

happening. The two groups who work sit facing each other and discuss, 

following these rules: each group functions as a whole, the words are 

spoken at the same time by all the members of the team. For example: the 

first group will ask How are you? And the second group will answer with 

Fine, thanks without letting those who are sitting in a semicircle around 

them realize who is the one who initiates each word. Gradually, the rhythm 

of speech increases and gets closer to the one used in normal speech. 
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OBSERVATION 

 

An actor must always see to it that, when they are preparing the 

role they will perform on stage, what they will do is as much as possible… 

“as things are in life”. This must be done because, as we have mentioned 

before, theatre is life’s mirror. Thus, it is not possible that the characters in 

plays or in artistic films be any different than they would be in real life, or 

not resemble real people; the things they go through cannot be… 

impossible or hard to believe. If this were the case, very few people would 

relate to any of the characters they see; for the others, the vast majority, 

the story that they see stays somewhere “far away” from them; more 

precisely, instead of touching the audience emotionally, they would remain 

indifferent or would get bored. 

It is very interesting to know what the actor really does in order to 

be permanently connected to the life around them. The answer is simple: 

they observe life. They observe it with great attention in all aspects, and 

most importantly, they do not rush to judge or break ties with those around 

because of “not liking them”. The actor looks at everything around them 

with patience and curiosity. The actor pays attention to the most hidden 

details which, for others, would seem uninteresting. This is so because, in 

the professional actor’s craft, there is great concern for distancing oneself 

from “the general thing”. More precisely, a distancing from superficially and 

hastily solving problems without showing any interest, without giving 

special attention to the process.  

Konstantin Sergeievich Stanislavski, a very important Russian 

professor of the actor’s craft said: “What a terrible word this in general is! 

How much negligence and confusion, how much superficiality and disorder 

it contains! How much boredom and lack of ideas are found in such 

suggestions! Play in general means chaos and lack of sense. If one 

introduces logic and coherence in a role, they will replace the negative 

characteristics of play in general. It is the only path I recognize, support and 
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use in art” (taken from Munca actorului cu sine însuși, Volume 1, Nemira, 

Bucharest, 2013, p. 122). It is common in an actor’s craft, be it in theatre or 

film, to undergo a stage that is wholly necessary in the construction of a 

role: finding correlations with real life, with real people or with concrete 

situations in life. And this study is undergone with great attention and with 

a remarkable sense of observation. 

Of course, a pupil is not a professional actor, they must not 

“prepare” for the stage and it is not compulsory to undergo this journey. 

But if each one of them would try to focus their attention on all aspects of 

life, would they not find very intriguing things… in any moment or in any life 

situation? We tend to believe that it is possible if we think that the world 

around us is an endless stream of pieces of information, one more 

spectacular than the other. If a child were to look at nature with a keen 

sense of observation, they would discover amazing, mysterious and 

completely surprising things. 

There are many parents and teachers who complain that the only 

joy a child has now is playing on their tablet. It is true, the virtual world is a 

strong and difficult to replace partner for today’s youth. But the virtual… 

cannot replace the real. No matter how odd it may seem, we will never live 

in the virtual, we will always live our lives in the real. The world around is 

not made up only of a computer game, but to an overwhelming degree, it is 

real life. Children want to have the power to act and react with no 

constraints, they want to always win and have numerous trophies, one 

shinier than the other; and if they are not given access to a computer or a 

tablet, their first objection to this manifests itself in the form of boredom. 

Whereas, in this context, theatre games have the power to open hidden 

doors towards the real world that we inhabit. Theatre play can bring people 

closer together, can create friendships, bring great satisfaction and, most 

importantly, can bring about surprising abilities of acting and reacting to 

completely new life situations in us.  

Theatre play brings life to the virtual game! Do you want to truly experience 

life in video games? THEATRE helps you bring them to life and live them for 

real! 
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But in order for these games to become truly passionate, to hold a 

special place in our lives and education, we must play them with joy and 

immersion, with high spirits and with the belief that we can witness magical 

moments! And for this to happen, we have to start from some simple and 

clear premises: we must work with the team and heighten our sense of 

observation. We have discussed the importance of teamwork in the 

previous chapter. As far as observation is concerned, things are very easy to 

understand: look at nature, the life around you, the classroom in which you 

play, the colleagues who are your partners carefully and you will have at 

your disposal all the tools necessary to succeed in solving the tasks. 

The answer to the problem is always found in the task, or, to make 

things simple: in order to fulfil a task, it is enough if I pay attention to what 

is asked of me, if I respect the rules and if I act. This was the viewpoint of a 

very important theatre teacher, Viola Spolin. 

And if the purpose is observing different things and phenomena 

around me, all I have to do is distance myself from things in general and 

truly look. I will discover real wonders!  

Exercises 

Purpose: maximizing visual accuracy or SEEING BETTER 

How many chairs are there in the room? 

The participants observe all the things that are in their work space, for 

example: the number of desks, lamps, chairs, paintings, pictures, flowers, 

the number of floor tiles etc. Then, they are quizzed about these aspects, 

for example: How many light bulbs are there in the room?. At the end of the 

game, each participant accurately knows the number of objects around 

them. 

 

The tree in front of the window 

The children choose a tree than they can see out the window and notice its 

change (in colour, size etc.) throughout the year and seasons based on 

suggestions given by the coordinator. 
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Shapes and colours 

Based on the observations made beforehand regarding the work space, the 

participants say the shape and colour of the objects that are in this space. 

For example: How many square objects are there in the space? What 

triangle shaped objects are there in the room? What object is green? The 

participants answer quickly and accurately.  

 

My colleague 

The participants form a circle. They are given ten minutes to look at their 

colleagues in great detail (the colour of their eyes, the length of their hair, 

the types of earrings they are wearing, the number of stripes on their t-

shirt, the colour of their trousers, the type of shoes they are wearing). Then, 

they remain in the circle formation but facing backwards, away from each 

other. The coordinator chooses one of the participants who goes in the 

middle of the circle and the rest answer questions asked by the coordinator 

about their colleague. For example: Who can describe what Maria’s (who is 

in the middle of the circle) earrings look like? What is written on Maria’s t-

shirt?  

 

The mirror 

Stage 1. The participants are split into pairs, facing each other. The 

coordinator explains that there is an imaginary mirror between them; 

therefore, their movements must be simultaneous and identical. The game 

is initiated by one of them, and then they switch roles. Their movements 

must be ample and slow. 

Stage 2. After the participants manage to accurately and easily carry out 

their partner’s movements, either member of the pair can initiate the 

movement without the coordinator’s advice. 

Stage 3. The pairs begin moving through the work space while keeping the 

imaginary mirror between them. The game can carry on, with the pairs 

changing partners. 
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Stage 4. The participants are grouped four by four. Two of them play the 

mirroring game while the other two observe their movements, trying to 

figure out the action initiated by the first pair (for example, brushing their 

teeth, making pancakes, cleaning rugs etc.). When the initiated action is 

guessed by the observers, they take over the exact movement of the initial 

pair.  

The game can evolve in multiple directions, depending on the imagination 

of the coordinator and of the participants, and also depending on the needs 

of the group. 

 

Differences 

The participants are lined up in two rows facing each other. Each one has to 

observe the person in front of them. Both rows turn back to back and each 

participant changes two things related to their aspect; for example, letting 

their hair down, removing an earring, untying a shoelace, rolling up a sleeve 

etc. Afterwards, both rows return to their original position, facing each 

other and each participant has to discover the two changes made by the 

partner standing opposite them. The coordinator asks for feedback from 

each person and waits for confirmation for the response from every 

participant. 

 

Rebuild the line 

The coordinator chooses a volunteer who turns their back to the group. The 

participants form a line facing their volunteer colleague. When they are 

ready, the volunteer has thirty seconds to look at them and remember 

everything about those who formed the line and resumes his position facing 

away from them. The others rearrange themselves. Afterwards, the 

volunteer has two minutes to reposition them in their original stances. The 

time given for analysing the group can vary, depending on the abilities of 

the volunteer. 
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MJ (Movement Jockey) 

The participants form a circle. A volunteer is chosen, who will then leave the 

work space. Those who are in the circle choose a person (whispering) who 

initiates movements which the others have to emulate quickly and 

accurately. The movement chosen has to be ample so that it is visible to 

every participant and has to be constantly changed. The volunteer returns 

to the middle of the circle after a common rhythm has been established and 

has to figure out who the initiator of the movements is. The volunteer has 

only three guesses. The next volunteer to leave the circle is the one who 

initiated the movements in the previous round. 

 

Give and take  

The participants form a single file. The last in line touches the shoulder of 

the one in front of them so that that person turns towards the last in line. 

Then, the last in line shows the other person a movement which has to be 

remembered. The movement is passed on to the next person following the 

same procedure mentioned above. Finally, the one who initially showed the 

movement faces the first person in the single file and on the coordinator’s 

mark, both have to make the movement simultaneously. The changes that 

the initial movement went through when being passed from one participant 

to another can be thus observed. Moreover, photos can be taken of each 

participant so that in the end the moments when and what changes have 

been made to the initial movement can be analysed.  

 

Sit down/Stand up 

The instructor chooses three volunteers who come in front of the other 

participants who are sitting in a semicircle in order to observe the game. 

The instructor then presents the three body poses: standing, sitting and 

laying on the floor. On the instructor’s mark, the three volunteers have to 

concurrently choose one of the three positions while observing their 

partners. If two of them choose the same pose, one of them has to notice 

this and immediately change their option. Those who are sitting in a 

semicircle have to observe their colleagues’ reactions and then they swap 
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roles. This game also develops teamwork, stimulates spontaneity and 

attention.  

 

Sandman 

Stage 1. The participants sit in a circle with their eyes closed. The 

coordinator walks by behind them and taps once the shoulder of the 

one/those who will become the Sandman. At the beginning of the game, 

with the use of eye contact and blinking with the right/left eye, the 

Sandman has the power of putting the other players to sleep, who lay down 

on the floor in a sleeping position. Those playing the part of the Sandman 

cannot put each other to sleep. The participants open their eyes, move 

throughout the space without talking to each other and discover who the 

Sandman is (one or more players, depending on how many people have 

been assigned the role). 

Stage 2. The role of the Wizard can be introduced in the game, using the 

same procedure mentioned above, only that this role is assigned by tapping 

the participant’s shoulder twice. The Wizard is the only one who can put the 

Sandman to sleep, thus saving the group.  

 

Purpose: Maximizing listening accuracy or LISTENING BETTER 

What can you hear? 

Stage 1. The participants close their eyes and listen to all the sounds in the 

work space, for example: the cracking of the floor, the ticking of the clock, 

the buzzing of a fly, the rustle of the blinds, the other’s breathing etc. 

Afterwards, the coordinator asks them what sounds they heard and the 

exact order in which they were heard. It is important that in this exercise, 

both the children and the coordinator be very precise, even mentioning the 

number of breaths heard.  

Stage 2. The participants expand their area of observation beyond the work 

space, namely the hallway and then the school perimeter, while respecting 

the same rules; for example: the number of steps heard on the corridor, the 

number of trams passing by on the street, the number of dogs and how 

often they barked etc.  
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Morse 

The participants sit in a circle with their eyes either open or shut, without 

talking and without any background noise. Each participant creates a 

rhythm using their index finger or a pen on the floor, and the other children 

make the same sound at the same time. The one who initiates the rhythm 

repeats the sequence as many times as it is necessary to make sure that all 

the others recreate the sound in that format. 

 

The playful tambourine 

The instructor chooses a volunteer. They sit in the middle while blindfolded 

and the rest of the participants form a circle around them. A tambourine (or 

any other noise producing object) is passed on the outer side of the circle as 

quietly as possible so that the person in the middle does not guess where 

the object is. On the coordinator’s mark, the one in the middle removes the 

blindfold and has 3 guesses to find the person who has the tambourine in 

their hand. Those who are standing in a circle have to take a neutral stance 

and keep their hands behind their backs so as not to give away the location 

of the tambourine. The one holding the object then goes to the middle of 

the circle and the game continues. 

 

Good day, sir/madam 

The participants sit in a circle or semicircle and the coordinator chooses a 

volunteer who sits on a chair in the middle while blindfolded. One at a time, 

people in the group come close to the volunteer and say: Good day, 

sir/madam!, trying to change their voice so that they are not recognized. 

The blindfolded volunteer has three tries at their disposal. The volunteer’s 

place is taken by the person who said the phrase.  

 

The treasure under the chair 

The participants sit in a circle and the coordinator chooses a volunteer who 

sits on a chair in the middle while blindfolded. Under his chair, an object is 

placed which he/she has to guard. One at a time, the others try to get close, 

trying to make as little noise as possible, in order to take the object. The 
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one sitting in the middle has to listen carefully and indicate the direction 

from which a person in the circle or semicircle is coming. The one guarding 

the object has three guesses, after which the one who is trying to take the 

object sits on the chair blindfolded. Stories can be created for this game, 

according to the coordinator’s own imagination, the children having to play 

roles (from animals to princes or kings). For example: the one on the chair 

in the middle is a blind pirate who has a sharp sense of hearing and is 

guarding the key to a formidable treasure, while the others are pirates from 

another faction or soldiers who want to get to the treasure.  

 

Rebuild the circle 

The participants form a circle. Each of them chooses a song (the chorus or a 

verse) which they start humming continuously. The coordinator makes sure 

that each person has a different song. The participants then close their 

eyes, listen and notice the quality of the sounds coming from their left and 

right. They open their eyes and walk through the work space, filling it 

evenly. On the coordinator’s mark, all of them close their eyes. While 

singing their chosen song, they have to rebuild the initial circle based on 

what they hear around themselves. Once one of the participants finds their 

partner, for example, the one on their right, they hold hands, continuing 

their search for their other partners together. After the circle is rebuilt, the 

coordinator asks the participants to open their eyes, inviting them to see 

their current position and compare it to the initial one. 

 

Musical rope 

Stage 1. The participants form pairs, choosing a specific sound. One of them 

leads, making the sound, while the other follows them throughout the work 

space with their eyes closed. The participants do not touch each other and 

keep a distance between themselves. The one leading them has to make 

sure that their partner does not hit themselves, and the one being lead has 

to identify only his partner’s sound while listening. After two minutes, they 

swap roles.  
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Stage 2. The role of the Harlequin is introduced in the game, who playfully 

chooses the sound of a pair and tries to mislead one of the partners. The 

one being lead has to distinguish the sound made by their partner and not 

by the Harlequin. At the same time, the one leading has to use their sound 

to make sure that their partner follows them correctly. The instructor must 

make sure that the intensity of the noise does not rise above a medium 

level, so that this does not hinder the listening process of the other players. 

 

Purpose: Maximizing tactile sense or SENSING BETTER THROUGH TOUCH 

What’s in my schoolbag? 

Stage 1. The participants close their eyes and carefully touch each object 

they have in their own schoolbag, paying attention to every detail, such as: 

temperature, adherence, weight, shape etc. 

Stage 2. The participants sit in a circle with their eyes closed. The 

coordinator chooses an object which is passed from one person to another 

in the circle. At the end, the coordinator asks them what object they have 

touched. 

 

Geometric Morse 

The participants are split into groups of five or six, sitting in single files. The 

last in line receives a sheet of paper on which there are different geometric 

shapes. They have to recreate the drawing from their sheet of paper on the 

back of the person who is in front of them with their finger. The drawing on 

the paper is then “passed on” to the next participant following the same 

procedure until it gets to the first one in line who then has to draw the 

shapes on another piece of paper. In the end, the initial and new drawings 

are compared. They change place so that each participant has the 

opportunity to experiment each role of the game. 

 

Dictation drawing 

The coordinator chooses a volunteer and the rest of the participants sit in a 

semicircle. The volunteer, holding their hands behind their back, receives an 
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object which they have to observe from a tactile point of view in every 

detail and describe it verbally to their colleagues. They have to draw the 

object based on the description given by the volunteer. Finally, they 

compare the drawings with the actual object. 

 

Purpose: maximizing the taste sense or FEELING TASTE BETTER 

Taste bud test 

The coordinator prepares a series of foods which represent the 4 types of 

taste: bitter, salty, sweet and sour. Each participant has their eyes and nose 

covered with a blindfold and tastes from each food stuff, noticing in great 

detail the difference between them (texture, taste, consistency etc.). After 

the four different types of taste have been identified, the participants can 

be given different foods to taste in order to identify them (for example: 

banana, chocolate, some bread, watermelon, orange, yogurt etc.) 

 

Purpose: Maximizing the smell sense or FEELING SMELL BETTER 

Detective puppy 

The instructor hides perfumed scarves or sheets of paper throughout the 

work space. The participants have ten minutes to explore the space using 

their sense of smell, find the hidden objects and identify the particular smell 

that they are imbued with. 

 

Observation course 

Purpose: understanding the importance of developing and combining the 

senses 

Description: The coordinator prepares a route which starts from the work 

space and finishes in the school yard. Throughout the route, all the 

elements that can be analysed through sight, sound, touch, smell and taste 

are identified, experimenting with these as much as possible. For example: 

the cracking of the floor, the classroom doorknob’s texture, the sounds in 

the hallway, the smell outside, the song of the birds, the texture of the tree 

bark etc. 
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FOCUSING ATTENTION 

 

Man needs a crutch to sustain their daily activity. Whether we are 

referring to playing, learning or even free time activities, we need a great 

deal of support. And this comes in the form of attention. It is said that 

attention is “the soul focusing on something”, object, being or 

phenomenon. It is interesting to notice that not only people need and rely 

very much on attention, but also animals. Maybe more than it is the case 

with humans, animals rely on attention to hunt or even survive. If we 

merely consider what happens in the wild between a lion and an antelope, 

we quickly understand that both need a great deal of attention to fulfil their 

plans successfully: the lion hunting and the antelope not getting caught. But 

does not a cat which is patiently waiting to catch a mouse also use a great 

deal of attention? We believe that is the case, and numerous examples 

from life prove us right. Attention is highly necessary for people as well; let 

us remember what the mother tells the child almost daily: “Pay attention!”. 

This entails that in order for a person to successfully achieve all their goals, 

they must focus their attention. 

And if in life attention is so important, so is the case in theatre as 

well. Because, just as we have mentioned before, everything that happens 

on stage, on the small or silver screen has to be just like it is in real life. 

The actor is a creator but also the work of art itself. If a painter 

works with the canvas and colours, a sculptor needs marble, wood or other 

materials, chisel and hammer, and a musician needs a musical instrument, 

the actor… works… with himself and on himself. “The most personal of arts 

is drama. All the other arts operate with an objective material. Only drama 

uses the living presence of the human being”, said Lee Strasberg, one of the 

most important people in theatre in history.  

So, being an artist and a character, the actor needs attention when 

they create their role but also when they are on stage as a living character. 
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In our case, that of analysing the importance of theatre in education, 

developing the attention is a highly important factor. To be more precise, 

theatre games (very abundant in the area of focusing attention because, as 

we have mentioned before, are very useful for actors) can aid children in 

finding out how many things in their lives can be solved by… simply paying 

attention. For example, they can get high grades, they stop losing their 

things, they are no longer so easily tricked or deceived and are no longer in 

danger when crossing the street; they can truly see if and why their friend is 

sad, can understand why their mother is tired after a long day at work, or 

they can play in a much nicer way with their classmates during break, 

without anyone hitting the other or breaking objects in the classroom. And 

all of this due to the fact that they pay more attention to their activities. 

Using attention also appears to a great extent in the case of drivers; 

they have to pay attention to multiple things at the same time: looking 

ahead, looking in the rear-view mirrors. This is called distributive attention, 

meaning that the person focuses their attention on multiple focus points at 

the same time.  

Theatre games develop focusing attention and distributive attention 

and solving the task can only be achieved if the player distances themselves 

from things in general and sincerely wants to enjoy a wonderful experience 

like the one offered by theatre.  

The point of concentration (POC for short – term introduced by the 

American professor Viola Spolin) refers to focusing the attention on a single 

point and solving the task depending on the theme given. The POC is 

highlighted in a great number of exercises: ball games, stick games, sand 

filled bottle games and others, in which the theme is clear: the attention is 

focused on that particular object. Except that passing the object from one 

person to another (like in the case of a game with a ball) is not the only 

theme. There are also themes which involve parallel counting, listing nouns 

or colours, capital cities, towns, countries or games with rhymes, or one 

sentence stories. There are endless possibilities which highlight, in the case 

of the former mentioned games, two or more focus points.  
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Exercises 

 

Purpose: focusing attention on one or more concentration points 

Magnet hand 

The participants imagine that they have a very strong magnet at the base of 

their palm. The group is split in pairs. One has the magnet and the other 

follows the magnet from their partner’s palm, starting with their eyes, their 

head and then with different parts of their bodies. The one following the 

movement of the magnet has to make sure that they maintain the intensity 

and the rhythm of movement and the distance between partners at all 

times. 

 

Attention drop 

The coordinator fills up a glass (it can be thick plastic, porcelain, metal) with 

straight edges with water which they then place on a desk or on the floor. 

One at a time, each participant has to cross a route decided by the 

coordinator (taking the glass from the desk, going and coming back) without 

spilling a single drop from it. The person who is doing the activity has to 

focus all their concentration on the glass and the water in it, notice its 

vibration, feel and anticipate the ripples and waves forming. The other 

participants have to observe the level of concentration and the movements 

of the one who is doing the activity and have to give them the time 

necessary to fulfil the task. 

 

Continue the applause 

The participants randomly fill up the work space. A person will then star the 

game by clapping once towards another person. While making eye contact 

with that person and clapping, the participant takes a step forward. The one 

who receives the impulse continues the game in the same manner 

described above. Finally, the participants end up together in the middle of 

the work space. 
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Proposal chain 

The participants walk within the work space without touching or talking to 

each other, trying to establish a common rhythm. When the coordinator 

first claps, all the players freeze. The next clap indicates that all the 

participants have to start moving simultaneously again, establishing a 

common rhythm. After the participants get the hang of it, the coordinator 

can eliminate one of the commands, letting the group act on their own (all 

participants start and stop moving simultaneously). 

Stage 2. The participants walk throughout the work space without touching 

or talking to each other, finding a common rhythm. After the rhythm has 

been established, the coordinator suggests counting actions, for example: 

when the coordinator says 1, all the participants jump; when they say 2, the 

participants place their hand on their head etc. The participants can also 

suggest actions if the coordinator asks them to. The suggestions can be 

combined in whatever manner the coordinator sees fit, there is no need to 

follow the ascending order of numbers. The sequence can be, for example, 

1, 7, 3, 9, 5, 2, 1 etc. The difficulty level of the actions can increase 

depending on the group’s ability of focusing their attention, for example: 1- 

clap three times; 2 – jump three times on their left leg; 3 – touch their left 

ear with their right hand etc. 

Stage 3. The rules from the previous stage are applied, only that the 

numbers are replaced with words, for example: when the coordinator says 

“cherry” – the participants touch the wall; “star” – they form groups of 3; 

“dragon” – all of them jump etc. 

 

Zombie 

A chair for each participant is randomly placed in the work space. The 

coordinator chooses a volunteer who plays the role of the Zombie and 

moves very slowly. The other participants sit on the chairs, while one chair 

remains unoccupied. The Zombie will try to sit on the empty chair and the 

rest of the participants follow him carefully and, working together, try to 

occupy the empty seat before the Zombie does. All the participants must 

make sure not to leave the chairs near the Zombie unoccupied just so that 
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they can go and sit in a different chair so that the Zombie does not have the 

opportunity to sit down. 

 

The traveling ball 

The participants form a circle, standing. A ball is randomly passed from one 

person to another, without the possibility of handing it to the people on the 

right or left of the one who has the object. A route must be established 

which will be respected and carried out throughout the game (a fixed 

route). Each participant remembers who they got the ball from and who 

they have to pass it to. The coordinator brings a ball of a different colour to 

the game, which will be passed randomly from one person to another 

(random route). Once the game starts working properly, the participants 

leave the circle, walk through the work space and continue passing the ball 

as mentioned above. Each participant pays attention to the one who they 

receive the ball from and the one to whom they must give it to, pinpointing 

their position in the work space. The ball with the random route continues 

to be thrown incessantly, and the participants must make sure that they 

pass it to someone who is not involved in the fixed route in that moment. 

The game can be made more complex by adding different coloured balls, 

either for the fixed or random route.  

 

Zum, zem, zim 

The participants sit in a circle, shoulder to shoulder. The coordinator 

chooses a volunteer whom they ask to hold their palms together and send 

an impulse, saying “zum” to another person in the circle, but not those in 

immediate proximity to them. The one who receives the impulse passes it 

on to someone else saying “zem”. Then, the impulse is sent on with “zim”. 

The participants continue the game, repeating the verbal sequence zum, 

zem, zim. If someone points towards a partner, reversing the order of the 

sequence, the game starts over again. The sequence of sounds/words can 

be replaced, depending on the creativity of the group: 

dirli/da/dirli/da/dirli/dirli/dirli/da; yes/no/no/yes/yes/no etc.  
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Talk only to me 

The participants sit in the middle of the work space, in two lines facing each 

other, with arm’s length distance between them. The pairs begin a 

conversation, each of them trying to pay attention to their partner. 

Gradually, both partners move away from the centre of the work space 

taking steps backwards, trying to maintain the conversation. They stop 

when they see it is difficult to maintain contact with their partner and 

slowly come back to the middle of the work space, re-establishing the 

connection between them. The coordinator must make sure that 

participants do not shout, even if there are many working pairs; each one 

tries to focus their attention on their partner and adjusts their volume so 

that they are heard by the other. 

 

Counting with surprises 

Stage 1. The participants form a circle, standing. One of them starts 

counting out loud, beginning with number 1. The one on the right continues 

out loud with number 2. Following the same principle, the counting 

continues throughout the circle, out loud. When it’s number 1’s turn again, 

they continue counting, adding a number that is one more than the number 

of participants in the circle, so that the numbers change for each round of 

counting. The coordinator announces that a number has been replaced with 

a sound. For example, instead of saying “3”, they will use “pew” instead, 

meaning that the counting will be as follows: 1, 2, pew, 4, 5 and so on. The 

higher difficulty level entails either replacing the multiple of that number 

and the numbers containing that one with a sound (1, 2, pew, 4, 5, pew, 7, 

8, pew, 10, 11, 1pew, 14, pew and so on), or replacing multiple numbers 

with sounds, ultimately leading to the creation of a circuit of sounds rather 

than numbers. In the beginning, if mistakes are made, the game starts over 

again. After a few rounds, the one who does not follow the rules because of 

not paying attention, quietly leaves the circle so as to not disturb the ones 

who are still in the game. 

Stage 2. The same procedure is followed, only that the numbers are 

replaced with words. 
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Stage 3. The same procedure is followed, only that the word is replaced 

with an action. 

 

Star of attention 

The participants are split in groups of three. Every team sits forming a 

triangle, facing each other. One of them focuses their attention on the 

other two who constantly and simultaneously ask him/her questions which 

must be answered. Even if not all the questions receive an answer, the two 

continue asking, always finding new topics. After two minutes, they swap 

roles so that everyone can experiment with both roles. 
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IMAGINATION 

 

There is something that sets us apart from any other living being on 

earth, from any member of the animal kingdom. That is imagination. 

Thanks to it, people can project images from their inner universe, from their 

mind, images which they can combine in surprising manners (astonishing 

even for themselves), giving them a different shape. Imagination is also the 

thing that helps us change the identity of objects, their function and 

characteristics, thus creating a different world, space and time. Imagination 

helps us understand suffering, pain, the happiness of those next to us, only 

because we possess the power to create living images the moment we hear 

stories or events experienced by someone else. If we go to a museum, the 

way in which we understand a certain work of art is dependent on our 

imagination. More precisely, on the way in which we organize the images in 

our mind. 

For an actor, imagination is determinative. Only with its help can 

someone who creates a role, giving life to a character on the scene, can 

conjure a world that is possible, interesting and full of emotion. We have all 

seen many plays or movies, and we have seen that the heroes do a lot of 

complicated, rough, spectacular deeds: they shoot firearms, take part in car 

races, kill in a cold-blooded way, are fighters in wars from the past or the 

future, are animals or robots, spider-men, bat-men, cat-women and others. 

What must be understood is the fact that beyond that particular hero, in 

real life, lies the actor who is… a normal human being. They have never 

climbed a skyscraper with his bare hands, have never flown, do not jump 

from one train travelling at full speed onto another… No. The actor is a 

person like any other. They do not possess any supernatural powers. Of 

course, they practice a lot of sport and what is more, they do stunts. That is, 

a division of sports that takes care of “solving” all the impressive moments 

seen in movies (falls, jumps, miming being shot with credibility, being 

thrown, car crashes, horse races etc.). They are, then, prepared to not hurt 



39 
 

themselves in any way during filming. Moreover, the creators of the film 

help them very much by placing them in virtual worlds; to be more precise, 

if the action of the movie takes place on Mars, for example, the actor does 

not film on location on the red planet… They couldn’t even do that, seeing 

how man has not reached that planet yet. They film in a movie studio (a 

sort of huge hangar) and the backdrops and backgrounds that we see on 

screen are computer generated images. Just like in video games. 

But the question arises: even if the actor has all around them this 

entire strange, special and unusual world created virtually, what makes 

them be credible? Meaning truly terrified, amazed, emotionally moved, 

fighting, suffering, dying, loving, hating with real conviction? The answer is 

simple: imagination. Thanks to it, the actor has the ability to bring to life, in 

their mind, situations and images that are vastly different from themselves 

as people fixed in reality. If they play the role of a hardened criminal, you 

should know that the actor is never someone who has had trouble with the 

law. They merely imagine: what if they were in that situation? That is, just 

like children (have always) played pretend, taking on the roles of princesses, 

knights, fighters or, more recently, warriors in Laser Mega Zone or Counter 

Strike. And no matter what they are called, no matter the space they are 

played in, either more elaborate (with laser guns, pellets or paintballs) or 

without any sort of décor other than the schoolyard or the street in the 

neighbourhood, these games are called “creation games” and are the 

foundation on which the whole, miraculous and impressive world of the 

movie or of the play is built. And the ruling word in this entire endeavour, 

which can become truly magical, is imagination. Thanks to it, the actor is 

the one who has the power to bring into existence that which does not exist! 

This statement belongs to a great English director, Peter Brook, who also 

said that the most valuable theatre is: that of the invisible – made visible… 

and all because of the actor’s imagination and their faith in the things that 

they can do. 

But, without the amazing craft of the actor, without that special 

power of their imagination, the stage or screen would remain a lifeless 

place. Only the actor could give the audience not the illusion of reality, not 

a beautifully told lie, but the truth wrapped up in a colourful, mysterious 
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and fascinating packaging. Thanks to the actor’s craft, the onlooker can 

receive the impulse that leads to success but also to unlocking, freeing the 

imagination, and thus can start dreaming, hoping and even acting towards 

building a brighter future. Theatre is necessary to man, just as he needs 

freedom. Theatre opens worlds, universes and gives hope life. 

We could ask ourselves: if we are not actors and do not wish to 

become actors, then why must we develop our imagination? The answer is 

simple: because in any job or craft, in any country and in any historical 

period, the world has made progress because of… imagination. The great 

scientific discoveries, famous buildings, the most renowned cities or even 

the captivating world of video games have at their basis the imagination of 

their creators. Without imagination, there would be no Eiffel Tower in Paris, 

no Statue of Liberty in New York, and we would not have the tallest building 

in the world at the moment, Burj Khalifa in Dubai. In anything that has been 

created or will be created from now on in the entire world, imagination has 

been and will be the one that has the power to give uniqueness and fame to 

each thing. 

Theatre games are necessary in children’s education also because 

they develop their imagination which they will, sometime in the future, use 

abundantly in any field of activity they choose.  

 

Exercises 

Object factory 

The participants form a circle and an object is placed in the middle (the 

complexity of the object gradually rises, from a ball, a pen, a schoolbag, a 

doll etc.). One at a time, each participant has to act with the object, 

changing its purpose. Those in the circle have to observe their colleague 

and guess what the initial object has turned into. For example, if the ball is 

bitten, it becomes an apple; if the pen is placed in the mouth, it becomes a 

thermometer etc. 
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What are you doing? 

The participants sit in a circle. One at a time, each of them comes to the 

middle and starts doing an action. The one on their right asks them What 

are you doing? and the person doing the action has to give an inventive 

answer with something completely different than what they are actually 

doing.  

 

Travelling around the world 

The participants walk around the work space, without touching or talking to 

each other. The coordinator walks them through different situations, giving 

them different elements to which they have to act: snow – the participants 

walk as if they were walking through snow; desert – the participants walk as 

if they were walking through the Sahara Desert, through the sand and heat; 

quicksand; honey; rain and so on. 

 

The magical ball 

The participants form a circle and pass a ball among themselves. 

Throughout the game, the coordinator indicates different characteristics 

that the ball has (size, weight, shape, temperature and so on) according to 

which the participants must act while passing the ball. For example: the ball 

becomes very heavy; it’s burning hot; it’s frozen and so on. More balls can 

be introduced in the game, of different sizes and colours, with the 

coordinator giving each one a different characteristic and the participants 

having to handle them according to what features the balls have. 

 

The top hat 

The participants form a circle and imagine that in the middle there is a top 

hat in which the entire universe can fit, form objects to natural phenomena 

to feelings. Each participant chooses to take something out of the top hat, 

extends their arm towards the centre of the circle, extracts one thing from 

the top hat and names it, for example: I’m taking a flower out of the top hat 
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and offers it to the person on their right, who takes it and continues the 

game.   

 

The fantastic creators 

The participants are split in two or three equal groups, depending on how 

many they are. In their groups, they decide on what they want to create, for 

example: a machine that makes flying carpets. After they agree on their 

creation, each of them has to suggest an action that contributes to the 

creation process, from start to finish. Then, they present their creation to 

the others and they have to guess what that group made.  

 

The commercial 

The coordinator prepares some themes written on slips of paper which the 

participants extract. Based on the theme given, each one has to create a 

commercial type story without using “and”, “but”, “ummmm”, long pauses 

or talking slowly. For example: toothpaste – “If you use this toothpaste in 

the morning, in the afternoon and even in the evening, you will have 

wonderful dreams every night. See for yourselves and try it!”. It is highly 

recommended that each participant has their own particular theme so as to 

prevent any sort of repetition of ideas. 

 

Troublesome hands 

The participants form pairs. Only a pair work at any given time, the rest sit 

in a semicircle around them and carefully observe what is happening. One 

of the partners faces the colleagues in the semicircle, while the other 

partner stands behind the first one, also facing the semicircle.  The first one 

places their hands on their hips and the one behind them extends their 

arms through the space formed by the first one’s arms. They are given a 

theme on which the first one has to talk, and the one standing behind has 

to move their arms as if they belonged to the one talking. Initially, the 

hands obey the speech. On the coordinator’s mark (a clap), the hands take 

over and the one who is speaking must adapt their speech according to the 
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movements of the hands coming from behind them. The next clap indicates 

that the hands obey the speech again and so on. The partners swap roles 

and the game continues so that each person has the opportunity to either 

hold the speech or be the arms of the speaker. 

 

Circle story 

The participants form a circle. The coordinator says the first line, and 

afterwards the children can suggest one as well. For example: One day, my 

grandma knitted a very long scarf for me… From this starting point, each 

participant continues the story using their imagination, in the order 

indicated by the coordinator through a light tap on the shoulder (the tap 

stops the one who is talking and indicates the next one who continues the 

story) or in the order established by the participants by throwing a ball from 

one to another. 

 

What would they be? 

The participants move throughout the work space without touching or 

talking to each other. They follow a rhythm imposed by the coordinator 

through claps. When the coordinator says stop, the participants freeze and 

when they hear start they begin moving again. When they are frozen in a 

statue position, the coordinator chooses a person and asks the others to 

look at the volunteer, but without moving. While looking, the participants 

have to imagine a situation in which the frozen volunteer could be in. For 

example: we can have a person with their right hand extended and their left 

hand by their body – this person could be at a shop register paying for the 

juice they want to buy, or could be buying a train ticket. This person could 

also be a teacher explaining something to a pupil, a patient showing the 

doctor the wound they got while climbing a tree, or someone inviting 

someone else to dance.  
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The scientist 

The coordinator chooses two volunteers who have to assume the following 

roles: journalist and scientist. The two sit on chairs in front of the others 

who form a semicircle. The journalist asks the scientist questions about a 

given theme (it has to be as imaginative as possible and can either be 

suggested by the coordinator or the other participants). The scientist, 

despite not knowing anything about the topic, has to answer with precision 

and fluency. For example: the scientist is a specialist in talking stars or flying 

kangaroos and so on. In order to add more complexity to the game, a 

translator can be introduced; thus, the scientist talks in a completely made 

up language (consisting of sounds formed from syllables that do not repeat 

each other and which do not sound like any existing language), and the 

translator interprets the journalist’s questions for the scientist and also the 

scientist’s answers for the journalist and for the audience. For example: the 

action can take place at an international conference where a scientist who 

specializes in crying airplanes has just arrived from Hokigaki. 

 

 

 

 

 

 

 

 

 

 

 



45 
 

SENSES 

 

Our first contact with the outside world is made through sensations; 

or, simply put, we come to know the world firstly with the help of our 

senses. It is known that man has five senses: sight, hearing, smell, taste and 

touch. Basically, when we come to know an object we do it, for example, 

firstly by looking at it. So, we use a sense: sight. Or when our ear catches a 

sound, we hear, we use our hearing sense. And when we “detect” 

something with our nose, we have actually used our olfactory sense, 

meaning smell. But there are also moments when we taste a certain type of 

food; in that case, we use our taste. And, at the same time, a person can 

know something by touching it, meaning that they use touch. For man, the 

senses are especially necessary in life.  

To understand why, we can do a simple imagination exercise: if we 

were to imagine that we live in a world without colours, hues, tastes, 

smells, sounds, and the objects around us would have no temperature, no 

shape, no specific texture, this would certainly be inconceivable for us. It 

would be as if nothing existed. The world in which we live is fascinating and 

we always have something to discover, find out. And all this wondrous 

nature that is all around us cannot become ours without our senses. 

Sadly, there are people who, either from birth or because of an 

unfortunate accident, have lost one of their senses. For example, the blind. 

Only that, the human being, with its special power of adaptability, makes it 

so that in such cases, the people heighten their others senses, managing to 

go about their daily life without help. There was a French philosopher, 

Denis Diderot, who explains very well how a blind person adapts to their 

environment. If we read the work he wrote almost three hundred years 

ago, we find out not only how many precise things a blind person can sense, 

but it also makes us have a special admiration and understanding for these 

people who, because of their problems, are in great need of our help. 

Whether we consider blind or mute people, we have to think of them as 
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being our fellow men and women, equal in rights to us, but who we have to 

look upon with great respect and sympathy.  

It must be mentioned from the start that the actor has to know the 

world in all its particularities, paying great attention to any detail and aspect 

that might seem trivial to others. These details can be known only through… 

the senses. Of course, we can be surprised and ask ourselves: Why do we 

have such a great interest in our senses if… we all have them? That is true! 

We can all feel, but for an actor, who has to pay great attention to this 

aspect, because they have to notice everything and be a better observer 

than their peers, the expansion of their senses becomes a special concern. 

That is why there are many exercises which aid the actor to become aware 

of their senses and then use them to their full potential on stage. 

In education, the dramatic art must develop in children the capacity 

to perceive life, as many sensations as possible with their senses. It would 

be a good thing for children to learn how to “hear better”, “feel better”, to 

notice as many “tastes” as possible and to “feel in a more concrete way”. 

Then the children would become more aware of the things and phenomena 

around them. They could tell two similar objects apart, they would find out 

how interesting exploring nature can be, but they would also dream more, 

coming to wish to directly know the universe we are all a part of. What a 

wonderful thing it would be if some of our children would start wishing to 

touch the stars… Maybe one day they’ll end up being astronauts! 

The world we are a part of, with its multitudes of aspects, has, to 

this day, numerous unexplored areas that are just waiting to be brought to 

light so that they can be of service to man who is in constant search of a 

better and more beautiful life. And our senses can help us in this sense, but 

we must first become aware of them, recognize their importance and use 

them to their full potential. 
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Exercises 

 

Purpose: activating the senses, development of conscious and spatial 

sensory perception, reaction to coordination and stimuli 

Radiography  

The participants lay on their back with their hands next to their bodies, 

breathe deeply, relax and close their eyes. The coordinator tells them to 

focus all their attention on themselves, starting with the inside and going 

towards the outside: “breathe deeply and relax, concentrate on what’s 

inside, every organ and how it is connected to the others… feel how your 

heart beats, feel how it contracts and then relaxes, feel how your blood 

pumps through your body, feel the lungs that help you breathe, the 

abdomen that increases and decreases in size with each breath1, the 

muscles in your entire body which relax… breath in deeply and feel how the 

air taken in moves throughout your entire body, goes through tissue and 
                                                           

1 When we are lying on our back and we relax, we can notice how we use our 
diaphragm in breathing. The diaphragm is a muscle in the shape of an archway, 
placed between the abdomen and lungs. When we breathe in, the diaphragm 
descends and pushes down and outwards the content of the abdomen (the 
abdomen swells). When we breathe out, the diaphragm goes up and pulls with it 
the content of the abdomen, both in an upward and inward direction (the 
abdomen decreases in size). Known as abdominal breathing, this is the healthiest, 
but it is also very consuming and relaxing. We are born with this type of breathing, 
it can be seen through the abdomen that increases and decreases in size in babies 
and adults when they sleep or when they are laying down, relaxed. Although this 
type of breathing is the healthiest, offering more oxygen to the brain, it is not 
recommended for speaking and singing. In this case, it is recommended to use the 
costo-diaphragmatic breathing, which means that we use both our lungs and 
diaphragm at the same time. When we are in an upright position, we can feel how 
the diaphragm works if we breathe like dogs (tongue poking out short breaths in 
and out) and we will notice how the abdomen increases and decreases in size 
without our shoulders moving up. The costo-diaphragmatic breathing can also be 
experienced when sitting on the edge of a chair, with the legs at the length of the 
shoulders, forming a 90 degrees angle behind the knees, hands lying on the legs, 
taking the chin to the chest and looking at the abdomen while inhaling through the 
nose and exhaling through the mouth, trying to keep our shoulders down.   
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merges with every cell of your body… visualize the multitude of cells that 

make up your body… slowly, become aware of how your left leg becomes 

heavier and heavier and leaves a mark on the floor, visualize how you are 

standing up and you see the mark left by your leg, its depth, its shape, its 

size… (this can be also done for all the other limbs) feel how your entire 

body becomes heavier and heavier and its shape is pressed into the floor, 

visualize the shape’s form, its depth, its size… and so on”. The details are 

used based on this model depending on the coordinator’s creativity and the 

needs of the group. 

 

Raisin pie 

Stage 1. The participants move throughout the work space without 

touching or talking to each other, walking in the rhythm given by the 

coordinator through claps. When they walk, the participants look onwards, 

straight ahead. When they hear stop, they stop moving, and when they hear 

start, they begin moving again. When they stop, they imagine they freeze 

and become statues. The coordinator tells them that the work space is a 

pie, each one of them is a raisin or a chocolate chip and from whichever 

side it is cut, there should be the same number of raisins or chocolate chips. 

Then, they are asked to look around them without moving their bodies, only 

their heads, and see if there are empty, unoccupied spaces. If that is the 

case, they are asked to fix this so that the pie is uniformly covered with 

raisins or chocolate chips. Moreover, the coordinator tells them that they 

should pay attention to their surroundings and move only if truly necessary, 

otherwise everyone will gather on one side of the pie and there will be a 

huge gap on the other side. After the participants fix the spatiality problem, 

the coordinator makes sure that they look at their surroundings again and 

are certain that the pie is covered evenly with raisins or chocolate chips. 

When they truly succeed in occupying the space evenly, the coordinator 

tells them to start and they go, trying to fill in the work area uniformly while 

walking. The coordinator tells them to start and stop as many times as it is 

necessary for the participants to learn to position themselves in relation to 

the others so that the space is filled up properly. It can take a longer time 
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for this objective to be met. That is why it is necessary to give the group the 

time and patience needed for fulfilling this goal.  

Stage 2.  The same movement from stage 1, only that this time someone 

can suggest a certain style of walking and the others have to pay attention 

to what is happening around them, they observe and assume the same style 

and so on. 

 

The senses’ motor 

Stage 1. The participants move throughout the work space while looking 

ahead, without touching or talking to each other. On the coordinator’s 

mark, each one imagines that they are, one at a time, a body part and acts 

with emphasis on that particular part. For example: all of them are ears – 

they move throughout the space and interact with each other by bringing 

their ear near to someone else’s ear; nose – they do not use their eyes, they 

just poke their nose forward and so on. 

Stage 2. The same rules apply, only that this time they can interact with the 

others, meaning that their body parts can touch. 

 

Diagonals 

The participants form diagonals (lines that stretch from one corner of the 

room to the other) based on: height, the colour of their hair, the colour of 

their eyes, their shoe size, the length of their hair, the hues of their clothes 

and so on. The order is ascending, from small to big, short to long, light to 

dark, that is why the coordinator indicates the starting point (small, light) 

and the end point (big, dark). 

 

The explorer’s magnifying glass 

The participants form a circle sitting down while keeping arm’s length 

distance between themselves. The coordinator chooses two volunteers, one 

of them is an explorer and the other is a watchman. Both are blindfolded 

for the duration of the game and will have to walk on all fours within the 

circle, trying to be as silent as possible. The explorer is looking for keys (or 
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any other object that makes noise when moved) in a cave, keys which open 

a chamber of the castle above the cave; the watchman, who has no interest 

for the keys, wants to stop the explorer. Thus, the explorer’s goal is to find 

the keys and dodge the watchman, and the watchman’s goal is to catch the 

explorer, not find the keys. The game continues with either the two 

volunteers swapping roles or a different pair taking on the two roles. 

 

The ladybug 

The participants evenly take up the space while standing. Each one imagines 

that a ladybug is moving across their body, and they have to take care not 

to let it fall. The coordinator tells them the path the ladybug goes on: it goes 

up from the right palm to the right shoulder - each person feels it and tries 

to follow its path, lifting their palm, their right shoulder; it goes from the 

right shoulder to the back of the neck, it wants to climb up to the top of the 

head, it changes its mind and goes back to the back of the neck and goes 

down to the left shoulder blade and so on. Throughout the game, the 

participants do not talk, they only concentrate on the ladybug and follow its 

journey by moving their bodies so that the insect does not fall. 

 

From 1 to 10 

Stage 1. The participants walk throughout the work space without talking or 

touching each other, occupying it evenly. The coordinator asks them to set 

gear 1 for their walking speed, which is gradually adopted by everyone. 

Then, based on the above-mentioned principle, gears 2, 3, 4 and 5 are set 

by the group based on their abilities. After they have clearly adopted these 

gears, the coordinator can switch between gears, for example: 1, 4, 2, 5, 1, 

3 and so on. 

Stage 2. The same rules apply, only that this time instead of speed, a 

different volume level is used. A sound (verse, chorus, melody) that 

everyone knows is used and volume 1 is set. Gradually, the other volume 

levels are also set, namely 2, 3, 4 and 5. After the participants have clearly 

adopted each volume level, the coordinator can alternate between them, 

for example: 1, 4, 2, 5, 1, 3… 
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I can sing louder 

The participants walk throughout the work space without touching each 

other and occupy the space evenly. Each one chooses a song which they 

hum. Gradually, the one who sings wholeheartedly contaminates the others 

who give in and join in on the song heard. 

 

Amoeba 

The participants lay on their back with their eyes closed and keep their 

backs stuck to the floor and start moving their limbs and body as if they had 

no spine. They imagine they are amoebas and they travel through the work 

space floating on water. The coordinator gives them input regarding the 

space and temperature: warm water, cold gust of wind and so on, 

encouraging them to act accordingly. After a while, the coordinator 

encourages them to interact with other amoebas (only physically, no talking 

allowed) and react according to the impact with another amoeba. They 

open their eyes when the coordinator tells them to and the coordinator 

becomes the shark that hunts them in the ocean. The amoebas camouflage 

themselves, forming a group so as not to be noticed by the shark. If it 

doesn’t find one amoeba floating alone in the ocean, the shark goes away 

and the game is over. 

 

The map 

Stage 1. The participants are split in pairs. In turns, one is lead while 

blindfolded and the other one leads, without making any sounds. To help 

guiding, a simple sound that the two agree on is used, for example: 

snapping their fingers, clapping and so on. 

Stage 2. The participants are split in pairs. In turns, one is lead while 

blindfolded and the other one leads, without making any sounds. The one 

who leads sits in a point in the room and the one being lead sits in the 

opposite side of the first point. The one being led walks towards his/her 

partner who has their eyes open, who tells the blindfolded one when they 

have two meters before reaching them.  
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Stage 3. The participants are split in pairs. In turns, one is lead while 

blindfolded and the other one leads, without making any sounds. The one 

who leads guides the other through sounds, words, movements, gestures: 

snapping their fingers to show the correct walking direction; the leader tells 

their partner that for two meters, they walk for two meters straight ahead, 

alone; the leader takes their partner by the right hand and gives them a sign 

to perform a pirouette; the leader tells their partner to take three steps 

back and two steps to the left and so on. Numerous combinations can be 

made, based on the creativity of the group. The pairs can work one at a 

time so as to have more space at their disposal and also to observe how 

their colleagues lead and let themselves be lead. 

 

The haunted town 

The participants sit down and form a circle. They close their eyes and the 

coordinator walks behind them and will touch a few people to assign the 

roles: Dr. Frankenstein (assigned by touching the person on the head); 

Sherlock Holmes (touching the person on their back); Gandalf (touching the 

person on their right shoulder); Dr. Lightman (touching the person on the 

left shoulder). The ones who have not been assigned roles are townsfolk. If 

the group consists of more than ten people, then two Dr. Frankenstein and 

two Sherlock Holmes can be chosen. Dr. Frankenstein takes hostages to 

turn them into guinea pigs for his experiments. He poses as a normal 

inhabitant of the town, his identity is not revealed; he kidnaps people in the 

dead of night, showing the coordinator who the victim is. Sherlock Holmes 

is the town’s detective, very insightful and involved in the town’s life in 

which he resides; he investigates at night and can find out the identity of 

the ordinary townsfolk by asking the coordinator. Gandalf is the white 

wizard who keeps his identity secret, otherwise he will be persecuted; he 

can save people from being kidnapped at night by showing the coordinator 

the person he has chosen. He cannot save himself though. Dr. Lightman is a 

specialist in deciphering gestures, involved in the wellbeing of the town he 

lives in; he can only identify the villain at night by asking the coordinator. 

The two characters who can gather evidence regarding the identity of the 

others at night show the coordinator the person they are interested in and 
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draw a question mark in the air (the coordinator indicates the identity of 

any person in the game to Sherlock Holmes, whereas gives answers to Dr. 

Lightman only if the person he chose is the villain). The coordinator starts 

the game: “Night descends on our town, all the townsfolk close their eyes 

and I will choose Dr. Frankenstein (if there is more than one Dr. 

Frankenstein, they can open their eyes to see each other), Sherlock Holmes 

(if there is more than one Sherlock Holmes, they can open their eyes to see 

each other), Gandalf, Dr. Lightman. Alright, everyone knows who they are, 

the town is still asleep. Lo and behold, soon a new dawn breaks and a new 

day comes to our peaceful and sunny town, the townsfolk wake up and get 

ready for a new day… (the participants can stand up and move and return 

to their place at nightfall) and interact with each other (they act according 

to their status). Night falls (the participants form the circle again) and 

everyone gets ready to go to sleep (the participants sit down), the entire 

town sleeps. Dr. Frankenstein wakes up, kidnaps someone then goes back 

to sleep. Sherlock Holmes wakes up and investigates, then goes back to 

sleep. Gandalf wakes up, saves someone using spells and then goes back to 

sleep. Dr. Lightman wakes up, who thinks about whom he interacted with 

during that day and investigates the one he thought to be suspicious, then 

goes to sleep. Morning comes, the townsfolk wake up and start moving, 

except for Maria (who was pointed at by Dr. Frankenstein and wasn’t saved 

by Gandalf, she is given a sign before the dawn breaks to leave the circle 

and follow the progress of the game from a corner of the room), who 

disappeared in the dead of night and now investigations are being carried 

out, statements are given (the participants are encouraged to interact and 

give arguments for why they believe a certain person is Dr. Frankenstein 

while being monitored by the coordinator) and so on. If a person chosen by 

Dr. Frankenstein is saved by Gandalf in the same night, then that person 

does not leave the circle. The participants are encouraged to notice the 

other’s behaviour, to pay attention to gestures, sounds, anything that can 

help them find and convict Dr. Frankenstein. The game ends when the 

townsfolk, aided by Gandalf, Sherlock Holmes and Dr. Light manage to 

unmask Dr. Frankenstein or when Dr. Frankenstein manages to kidnap the 

majority of the townsfolk.  
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SPONTANEITY  

 

Spontaneity comes to our aid when we must promptly handle an 

unexpected situation, a totally new moment, with a reaction we have not 

prepared beforehand; a person is spontaneous when they have the ability 

to react in a certain context in an original way. Although this seems 

something fairly common, because we all know someone either in our circle 

of friends, in our sports team or in our neighbourhood who always has a 

retort to any new situation which arises, spontaneity is not an easy thing to 

achieve. And this is because there is one basic condition that must be 

fulfilled so that man can be spontaneous, and that is: freedom.  

That is why it is said that spontaneous reaction is born in a moment 

in which man disregards old information, their own thoughts and the 

thoughts of other people, learnt techniques or theories or preconceived 

plans. 

In children’s education, a sure method of triggering spontaneity is 

play. Only when they play are they free, only then do they find solutions at 

a fast pace, solve new situations and try to handle each circumstance in 

order to reach their goal. But even in play, there are some dangers. One of 

these is waiting for approval and fear of disapproval. When the children 

know from their family and then school that the adult “is always keeping an 

eye on them”, the adult is their superior and dictates whether their actions 

are right or wrong, they will never be truly free; they will always look for 

approval from the ones who lead them and out of fear, will censor 

themselves. This is the main reason for which spontaneity does not make its 

presence felt. The children will come up with strategies to make themselves 

be appreciated.  In other cases, if they are constantly put down and scolded, 

they become “Bad” by any means necessary, they will be loud, annoying 

and misbehaving, even violent; of course, this happens according to the 

principle “If you say I’m bad, I’ll show you how bad I can be!”. In this 

situation, the art of theatre applied to education can help both the child 
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and the adult. Because they are invited to be equals, play together, share 

the joys of success, and most importantly, to establish together the idea 

that: in theatre no one makes mistakes!, the adult and child will together 

succeed in raising the veil of approval-disapproval from their eyes, thus 

being able to become spontaneous. 

Another impediment in the path to spontaneity is initiating 

competition within the group the child is a part of. Because of parents’ and 

teachers’ instilled desire, the child always tends to be the first at everything 

at any price. They end up hating their peers, even hitting them, and end up 

not wanting to lend a helping hand when others need it. Theatre can bring 

relief to this situation one again if both the teacher and pupil understand 

that in theatre games there is no competition, but only partners. Seeing 

how theatre is a group art, our exercises are to be carried out in teams, 

where the participants help one another and know how to accept other’s 

help. And the result of one must never be compared with that of another; 

the referencing point must be themselves. That is how the children will 

understand that in life, everything depends on ourselves, of how good we 

are compared to our own selves. 

There is another aspect which can block spontaneity: the much too 

great importance we give to the idea of habit. When we only assume a few 

modes of behaviour, reaction, tackling a task and so on, based on the 

principle “What is this nonsense? This is how it’s properly done!”, we can 

never be different, original, innovative; we will only take the road most 

commonly travelled, and we kid ourselves thinking that we must do what 

we have already learnt to the best of our abilities. But… have the great 

minds of mankind not come to be known for their achievements because 

they have broken the pattern and have been surprising, unexpected and 

original? We believe that is the case, and we can recall stories from our past 

in which spontaneity is triumphant.  There is a poem written by the 

Romanian poet Tudor Arghezi entitled “The Nail” which illustrates the 

above mentioned idea: “Some time in the beginning / In an age unknown / 

In which, I cannot remark / Houses were made of wood / And their pillars 

made of planks / And, as today, were laid out in lines / Ill-aligned and set in 

rows / And propped up by wooden sticks. / But with each / Strong wind 
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they’d fly / Houses, barns, coops alike / And throughout the seasons / 

Worries were abundant. / You would gather them asunder / And again and 

yet again / The work in vain would start. / To avoid them wobbling / And to 

set the pillars straight / And to prop them once again / And to root them to 

the ground. / Clever like no other / A boy with no parents / Then came up 

with a nail/ And took it out and showed it off. / For a week the new nail / 

Exchanged hands. / It was squeezed and felt / licked and smelt / Yet no man 

could understand / How the stiff nail could / Without ropes or belts / Hold 

the planks together. / But the clever boy, the tramp / Struck it in with a 

hammer. / One man remarked ‘My dear boy, / I could have made such a 

nail / Maybe even a nicer one / But, you see, the thought never crossed my 

mind.’” (Tudor Arghezi, Poems) 

Theatrical games applied in school can trigger spontaneity and can 

lead to the child’s development in an environment governed by certainty 

and trust, which paves the way for manifestations free of any painful 

constraint.  

Exercises 

 

The dancers 

The participants form a circle. They suggest a dance move, the same move. 

When the coordinator snaps their finger, a volunteer comes to the middle 

of the circle and dances. Afterwards, they re-enter the circle and 

immediately afterwards another volunteer goes to the middle of the circle 

and suggests a different dance move. The participants act fast, without 

thinking about how or what they should do, being given an impulse only by 

the fact that they want to present as many funny dance moves as possible. 

 

Photo shoot 

The participants form a circle, standing. On each of the coordinator’s cues 

(snapping their fingers, clapping), each of the players freeze in a pose that 

comes to them naturally, without it being a premeditated move. The 

coordinator notices how each participant works and insists that everyone 
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let their body act freely and not think about the next move. The rhythm of 

the movement indicated by the coordinator through clapping can increase 

gradually so that the participants do not have time to think about their 

moves. 

 

City of statues 

The participants form a circle. The coordinator initiates the game by saying: 

The city of statues that eat, and each participant takes on the pose of a 

statue which indicates the idea mentioned by the coordinator. The game 

continues with the instructor changing the ideas:  The city of sleepwalking/ 

happy / singing statues and so on. 

 

Hot potato 

The participants walk throughout the work space. The coordinator 

introduces an object in the space, object which has to be quickly passed 

from one player to another, everyone having to imagine that the object is 

hot, but that it cannot be dropped. The object travels between as many 

participants as possible with great speed. When the coordinator claps, the 

person who is left holding the object has to use it. For example: if the 

participants have the ball in their hand, they can think that it is an apple, a 

lollipop, a sponge, a rubber and use it accordingly. 

 

Human painting 

Stage 1. The participants sit in a semicircle. The coordinator, along with the 

children, decides on a theme that will be illustrated through statues. One of 

the children initiates the game by taking the pose of a statue and the others 

observe them. Once they realize how to complete the painting, each player 

goes and takes the pose of a statue. In the end, the coordinator takes a 

photo of the participants in their statue poses and shows it to them. 

Stage 2. The same rules apply, only that this time, after finishing the 

painting, the statues can interact with each other according to what they 

chose to be. 
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Moving circles 

The participants are split in two concentric circles, both having the same 

number of people. The coordinator gives them tasks which they have to 

solve: small circle, 5 (the small circle must be made up of 5 people), large 

circle, 12 (the outer circle must be made up of 12 people). 

 

Whatever you’re thinking of 

The participants form a circle. One of them says a word and the person on 

their right says the first word they think of connected to the word they 

heard and so on. For example: macaroni – pasta – toothpaste – shine – sun 

and so on. The coordinator makes sure that the participants maintain a 

constant flow throughout the game, encouraging them to say the first word 

that comes to mind. 

 

Word conundrum 

The participants form a circle. The coordinator chooses a volunteer who 

goes in the middle and closes their eyes. The ones in the circle pass a small 

object (for example: a table tennis ball or a tennis ball) from one to the 

other in order until the volunteer in the middle says stop and chooses a 

letter of the alphabet. The one who has the object in his/her hand has to 

start saying as many words as possible beginning with that letter while the 

object goes round the circle until it returns to the one who is saying the 

words. The volunteer goes back to the circle and the one who had the ball 

goes in the middle. 

 

I am a… shoe 

The participants form a semicircle. The coordinator chooses a volunteer 

who goes in front of the semicircle and has to act simultaneously with the 

phrase they utter: I am a/an…, while taking the pose of that object. The 

other participants have to act quickly both physically and verbally so as to 

complete the characteristics of that object. For example: the first one says I 

am a shoe and at the same time takes a representative pose for the chosen 
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object, someone else joins them and says I am a shoelace, completing the 

image with the help of their own body and so on. 

 

TV channels 

The participants are split in groups of four. One group works at a time while 

the others observe. The coordinator decides together with the groups what 

channel each one chooses, for example: Discovery, Eurosport, 

Entertainment, Viasat History, MTV, HBO and so on and a common theme 

of discussion, for example: books. The coordinator has an imaginary remote 

control which, when pointed towards any given participant, signals that the 

chosen one has to begin talking about the topic using the language specific 

to the chosen TV channel. The coordinator changes channels at random, 

choosing one of the four who is doing the exercise. 

 

Workplace 

The participants sit and form a circle. One of the participants initiates an 

action specific to a certain job, the others observe and when one of them 

figures out which job is being depicted, can join in on the action and 

interacts (they can also use verbal communication) at the workplace. The 

coordinator makes sure that the participants do not act out characters or 

assume certain states; they merely have to act according to the job chosen. 

 

Talking to Martians 

The participants are paired up, one at a time. The partners decide on a 

conversation topic. The one who initiates the game talks in their mother 

tongue and the other answers in a made up language. It is important that 

the invented language does not resemble any existing language and it has 

to make use of sounds that are not repetitive. The conversation has to be 

fluent and constant, without any long pauses. When the coordinator gives 

the signal, the partners swap roles.  
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Question waterfall 

The participants are split in two or four groups, depending on their number. 

They sit in two single files so that they are facing each other. They work in 

pairs, the first persons from each single file have a coherent dialogue 

consisting only of questions based on a topic chosen by the coordinator, for 

example: at school, at the hospital, at the underground train station and so 

on. The conversation has to keep going on, without any pauses for thinking. 

When one of the two pauses for too long or says something in the 

affirmative, goes to the end of the line and the next person continues the 

conversation.  
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MEMORY 

 

Memory is the faculty of the mind by which information is encoded, 

stored, and retrieved. In other words, all that we go through, all new 

information and all our life experiences are “stored” in a “drawer” called 

memory. There is a place in our mind which has the purpose of... not letting 

us forget what we experience. It is interesting to note that, although we 

think that we cannot recall what happened to us a long time ago, it would 

come as a surprise to learn that this information is not lost, but piled up.  

Memory is not a characteristic only specific to people, but to animals 

as well. It is the one which helps us learn from past mistakes. There are 

numerous examples: if a cat hurts its paw in a certain place in the house, 

next time it will not go there anymore; or if a dog has been petted by a 

child, every time they meet, the dog will expect the same treatment; what 

is more, there is a common belief that if you feed a dog once, it will never 

forget you! 

Another interesting point is that, in the case of memory, the brain 

functions like a computer: the human being goes through experiences 

“here” and “now” which it encodes, then stores so that it ultimately 

retrieves them. An important fact is that, as far as retrieving goes, people 

have the ability to restore the information they have in a different way than 

it was experienced; in simpler terms, we can reuse all the events we have 

experienced... however we wish. Here is where the creativity of each 

individual steps in to its full extent. We find that the definition of creativity 

is: an individual’s capacity to generate new ideas or to associate ideas and 

possibilities of taking action that already exist, but in a completely new, 

novel and innovative manner. 

Thus, through using memory, we fully use the data we have already 

stored, we can bring life to new thoughts, things or events, developing our 

creativity in the process. For example, if a child visits the zoo and sees a 

rhinoceros and then wants to draw what it has seen, it will depict it, not 

https://en.wikipedia.org/wiki/Mind
https://en.wikipedia.org/wiki/Information
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“exactly” as it is in reality, but will draw its own image of the rhinoceros. 

And the picture will become interesting because it does not emulate reality 

perfectly. It brings an extra note of creativity thanks to the child’s creativity. 

The problem of creativity and originality has appeared in art as well over 

the centuries. 

A famous character form A.P. Chekov’s play The Seagull eloquently 

explains that: “We have to search for new forms! (…) On stage, we do not 

have to depict life as it is or as it should be, rather, it must be shown how 

we imagine it to be in our dreams.” (from A.P. Chekov, Pescărușul, Ed. pt. 

Literatură, Bucharest, 1967, p. 152), thus giving great importance to the 

development of creativity.  

Memory is highly important in the actor’s craft for multiple reasons. 

Firstly, there is the “problem” of learning the script. It is known that, when 

the audience sees a play, they are astounded and puzzled by how an actor 

can learn such a large quantity of words. Although it seems impressive, it is 

not so difficult. The base technique that the majority of performers uses is 

understanding the text; and once they have deciphered in great detail the 

play that they have to perform, they will be able to build, to “erect” the 

show on stage. This is called intelligent memory. Moreover, as they craft the 

scenes, move and act, they also say the text. Thus, associative memory is 

formed, or, to put it in simpler terms, the actors know that when they say a 

specific line, they make a certain move and a certain action and so on. And 

the process becomes a simple and efficient one. There are also actors who 

learn the text mechanically, before rehearsals begin; though, they do this 

after the understanding stage, through a logic succession of ideas. 

For the theatrical art, emotional memory is of great importance. In a 

theatrical situation, any time an actor has to live a certain feeling or have a 

certain emotion, real and credible, they call on their own experience. 

Meaning, through idea association, they remember things from their own 

lives, such as: when, where and why such a phenomenon, such an 

occurrence happened to them, thus being able to relive it as lively and 

intensely on stage. And their role will truly become moving.  

But, is it necessary to develop memory in the case of applying 

theatrical art in schools? Of course, it is so, if we are to consider how much 
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information a student must store throughout their studies. We can say that 

theatre concretely helps the development of children’s memory through 

theatre games, through the fact that some of them make the children 

aware of the value of observing, of understanding something in detail, not 

in general, through the information contained within the lesson, and then 

through discovering and understanding through game, yet again, the logic 

successions of ideas. 

What is more, due to the fact that numerous exercises associate 

words, short poetry or song fragments with movements or actions with 

fixed poses, it helps the little actors unearth the benefits of associative 

memory, which is so necessary when it comes to life but school as well, 

especially for learning lessons. 

Developing memory is also necessary because the large volume of 

information that the pupil must accumulate during their studies will be well 

“stored” in the child’s inner “computer” without the risk of being forgotten 

immediately, information which can become useful in life.  

But the most important aspect actually is using memory, the data 

already stored, in the development of creativity. The children are invited to 

bring life to their thoughts and inner experiences... in the strangest and 

most personal manner possible, without the fear that, one way or another, 

they could make mistakes. Organizing the already stored knowledge in new 

forms and images will thus become a favourite game among the pupils, and 

theatre will open a door to the endless realm of creativity. 

                                                                                                                                            

Exercises 

 

Purpose: improving memory 

My morning 

One at a time, the participants narrate what they did in the morning of that 

particular day. The coordinator makes sure that they mention, step by step, 

each action made, from waking up (on what side, in what way and so on) to 

stepping out the door (which leg was used to make the first step, which 
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hand was used to close the door, where exactly did they put the key in their 

schoolbag and so on), even the trivial things that are done without people 

giving them much importance, such as: tying shoelaces, which is one 

element of the overall action of putting shoes on; buttoning up their jacket; 

tying their hair in a ponytail and so on. 

 

The lost photographer 

The coordinator chooses a volunteer. The other participants cover the 

entire workspace and each one thinks of a favourite pose. When the 

coordinator gives the signal, the players freeze in that pose and memorize 

it. The volunteer moves between the statues, remembering each colleague, 

trying to memorize details about where each one is placed in the work 

space. On the coordinator’s next mark, the participants change their place 

in the work space and on the following mark, they freeze in the pose 

initially chosen. The volunteer-photographer then recreates the previous 

memorized image of their colleagues. The coordinator makes sure that the 

places in the workspace are the same as before, and in order to do so can 

take photos before the intervention of the volunteer and after in order to 

compare them.  

 

Copying animals 

The participants are split in two equal groups. The first illustrates the image 

of an animal using their bodies. The second group has ten minutes at their 

disposal (with time, the interval can decrease, depending on the group) to 

analyse the image created by their colleagues. Then, the first team leaves 

the working space and the second one has to recreate the image. Finally, 

the two groups compare the created and recreated images. 

 

Gesture mosaic 

Stage 1. The participants sit in a circle. One person makes a gesture, and 

then the person on the right makes the same gesture and adds one of their 

own to it. The game continues until the gestures come back to the initiator, 
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who has to make all of them. Then, each participant recreates the 

succession of gestures, starting from their own and finishing with the one 

from the person on their left. 

Stage 2. The game follows the same rules, only that this time the gesture is 

accompanied by a vocal sound (for example: bla, tic, poc, woosh, shush and 

so on). 

 

Orchestra 

The participants are split into two equal groups. In each group there is a 

conductor. Each participant from the group chooses a sound which they 

then make with the same intensity and tonality. When the conductor 

touches them, they make their chosen sound. The conductor makes a 

melody by randomly touching each member of the group. Then, the group 

recreates the melody without the help of the conductor. This implies that 

each member remembers the order of the sounds and the number of times 

they had to make the sound. In the end, the two groups present their 

musical compositions. 

 

Colleagues’ puzzle 

The participants observe each other for five minutes. The coordinator 

chooses two volunteers who leave the room. The others exchange their 

shirts, blouses, shoes, accessories, sunglasses etc. among themselves. The 

volunteer pair comes back to the work space and has to find all the changes 

that have been made using the previously memorized image. 

 

Shopping cart 

The participants sit in a circle and the coordinator starts the game with the 

phrase: I went to the market and I bought… The things bought from the 

market can be from the same category (for example: fruit, dairy products, 

clothes and so on) or simply random. When the coordinator says the 

number of items bought, for example, three apples, three participants go to 

the middle of the circle and represent the apples then go back to their 
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places. As the list goes on, the number of children who leave and return to 

the circle matches the number said by the coordinator, for example: I went 

to the market and I bought… three apples, five bananas, two lemons, four 

oranges and so on. After the shopping list ends, the participants recreate 

the entire list out loud, while entering and exiting the circle when they hear 

the number and fruit that was their initial cue to act. The phrase can be 

reused until the participants memorize the list and the movements. 

 

Word soup  

The coordinator, along with the participants, chooses a theme of interest 

for everyone. The participants, sitting in a circle, say a word belonging to 

that particular lexical field one at a time, while repeating the words said 

before their turn.  The game can continue even if some participants cannot 

remember the list of words that have been said, choosing to leave the circle 

subtly so as not to distract the other player’s attention. For example: the 

chosen theme is winter; the game unfolds like this: snow, snow-snowball, 

snow-snowball-sleigh, snow-snowball-sleigh-slope and so on. 

 

The Labyrinth 

The participants stand in a circle and each one of them creates a fixed path 

that they memorize, walking randomly from one part of the circle to the 

other. For example: Maria goes and grabs George’s right arm, then hugs 

Ana, then touches Marcela on the nose, touches Dan’s left shoulder and so 

on. Each participant repeats this path until they remember it perfectly. On 

the coordinator’s mark, all the participants simultaneously start on their 

path, trying to be as fast as possible.  

 

Story Blocks 

This is a pair work activity. All the participants start with the phrase Once 

upon a time... The first partner starts the story, stopping after the first 

phrase. The second partner continues, saying the initial phrase as well. The 

game continues until the pair tells a story together, which they both 
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remember. At the end of the game, each pair tells their story 

simultaneously. For example: Partner 1: One upon a time, there was a bear 

with no siblings. Partner 2: Once upon a time, there was a bear with no 

siblings. Its name was Max and it was 10 years old. Partner 1: Once upon a 

time, there was a bear with no siblings. Its name was Max and it was 10 

years old. One day, Max went to play in the forest and so on. 
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FEELINGS 

 

Feelings stem from the boundless depths of our being and 

accompany us throughout our lives; they are a complex emotional state, 

being moral, intellectual or emotional. Feelings are longer lasting than 

emotion and less strong or violent than passion. Sympathy, admiration, ego, 

shame, grudge are conscious psychic phenomena which lend colour to our 

way of being. And if feelings are so present in life, how can they not be 

found on stage as well? That is why actors have a true technique for 

conjuring and controlling feelings, a well paved path through which they 

can build their inner emotional universe. 

There is great wealth of feeling in plays or artistic movies. Basically, 

all the characters undergo all sorts of “experiences”. They love, hate, 

become merciful or merciless towards other’s suffering and so on. And this 

blend of states sparks emotion in us, the spectators, sometimes even 

jerking a tear from us. What wonderful love stories or tragedies born from 

hatred we have seen at the theatre or cinema... And each time, we watch 

the characters before our eyes and try to understand why all the 

“misfortunes” happen to them, misfortunes that they sometimes succeed in 

overcoming or... not. Only that, we always realize that... their feelings are 

the issue. They are either too strong or inappropriate for the situation: a 

certain girl cannot love that boy because he is poor and her family will 

never accept him, but love knows no limits... or another boy must not hate 

his friend because he was innocent all along, or if said friend had any faults, 

they should be forgiven... The stories are endless, and every time it seems 

to us that we have seen a similar story in another movie, something 

unexpected happens which completely changes the history of things, and 

the ending is unexpected and paradoxical. 

It is good to understand that, actually, feelings are unexpected and 

hard to decipher with the mind, although, sometimes they are easy to guess 

with our intuition. For example: an emotional disposition or, in simpler 



69 
 

terms, an experience, either permanent or temporary, triggers related 

reactions: love, joyfulness or melancholy cannot bring about anything else 

than feelings that are compatible with them. This is why happiness attracts 

kindness, sympathy, optimism, and sadness generates unease, pessimism. 

Fear brings about a sinister psychical disposition, and wrath brings with it 

the desire for revenge.  

That is why the most important thing to understand, especially in 

the case of children, is that all human experiences are normal. If we feel 

love for someone, although it may seem that... it is not entirely right, that 

does not mean that we have to suffer, thinking that we are abnormal. All 

the feelings that the human being goes through are paradoxical, but 

normal. Sometimes we feel fear, a paralyzing fear, of something or 

someone. That does not mean that we have to bottle it up inside and be 

even more afraid to tell those around us (parents or teachers) what is 

happening to us, for fear of being thought of as... crazy. Nothing is wrong! It 

is normal to feel fear, even for an unimportant thing or detail. It is good to 

talk about this to our loved ones and find solutions. 

Just like in theatre, there is always a solution for any problem that arises in life! 

Other times, we feel as if we do not like anything anymore, that our 

life is an endless row of ugly things and that nothing will change for the 

better in the future. In this case, we have to patiently rediscover the 

numerous wonderful things around us, the boundless colours and tastes, 

what wonderful movies and amazing books can help us surpass this difficult 

moment. It all comes down to accepting our feelings, to trying to 

understand them and find ways to solve the situations generated by them. 

We will surely be successful! 

It seems the most awful when we cannot agree with or understand 

the actions of our loved ones. They seem to be exaggerating with their 

concern for us, or, on the contrary, they seem to have forgotten us. 

Solutions can be found even in these situations. Usually, outside support is 

of great help. If talking to parents seems to be going nowhere, a teacher 

that we respect or we can trust can aid us. And vice-versa, if at school things 
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don’t seem to be going well, parents can solve complex issues simply 

through dialogue. 

Generally speaking, everything that children feel in their lives is 

normal. And if they have been through a painful, traumatizing or unhappy 

experience that they perceive as being abnormal, they must never hide or 

bottle everything up inside or resort to extreme gestures. They must have 

the courage to talk to their parents or teachers, with the school psychiatrist, 

but also with the police, and solutions will always be found. An all the 

difficult moments filled with negative feelings will pass once the life 

experiences are solved.  

Theatre games applied in education help the pupils understand their 

feelings and find numerous ways of solving the situations they generate or 

of those who generated them. 

 

Exercises 

 

Purpose: understanding and managing emotions 

I Like You 

The participants are spread into two lines, placed face-to-face. Participants 

in the first line state all of the things that they like about the partner in front 

of them for 30 seconds. Roles are reversed as the same is done by the 

participants in the second line. Then, participants in the first line take a step 

to the right, changing partners. The game continues until all of the 

participants have given and received compliments to and from all of their 

colleagues. 

 

Life Slices 

The participants move throughout the work space, covering the entire as 

evenly as they can. The coordinator gives out life situations one after 

another. Every participant, upon hearing them, must react using their body 

and voice, or, if they prefer, both. Example: I wake up in the morning to go 

to school; Vegetables are healthy; I had a fight with my friend etc. The 
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coordinator allows the participants to express themselves freely, without 

judging their reactions, encouraging them to react freely, strongly, and to 

keep an eye on their colleagues at the same time. 

 

In His Shoes 

The participants form a circle standing up. The coordinator gives one of 

them a ball. He is to state an activity, while passing the ball to another 

colleague, who upon catching it is to have a reaction based on the first 

colleague’s proposal. The other participants observe the latter’s reaction 

and, regardless of what they would’ve done instead, adopt his reaction. 

Example: the first one passes the ball saying: “I like football”, then the 

second one catches the ball and jumps up, shouting “Yay!”; after observing 

his reaction, the others do not copy his gesture, but instead adopt the 

feeling of joy that he’s giving out. The game should be played using only 

nouns or verbs, such as: mathematics, cherries, drawing, reading etc. After 

all of the participants have received and passed along the ball, the 

coordinator is to encourage them to think about the reasons why some of 

them like or do not like certain activities, without judging personal 

preference. This game can be used to introduce the notion of empathy and 

its benefits in human interaction. 

 

We Feel More and More 

The participants form a circle and each one proposes an emotion. The 

emotion is passed on through action, first at a barely noticeable level, to the 

right of the initiator. Then, the next partner passes it on at a slightly higher 

intensity. Each participant it passes through adds more and more to it both 

physically and verbally, so that when it reaches the original participant it is 

at its highest possible level. 

 

Masquerade 

The participants are invited to take part in the masquerade ball held by the 

Knights of The Round Table. This event is attended by both royalty and 
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common folk. The coordinator is the Master of Ceremonies. By tapping a 

participant, he is assigning him a feeling (positive or negative). All other 

participants adopt the emotion one by one, until the emotion turns into the 

theme of the ball, be it happiness, anger etc. 

 

Emotion Square 

The coordinator draws a square in the workspace using chalk or duct tape. 

The square is split into four areas: happy square, sad square, fear square 

and anger square. The participants walk through the space, analysing the 

squares and differentiating the emotions inside using examples from their 

life experience. Then, the coordinator gives out life situations, like: 

Geography quiz, mountain hike, my desk mate ate my sandwich without 

asking, I lost my dog etc. Upon hearing these, participants must place 

themselves in the square that they feel matches the situation. Once inside, 

they must observe which of their colleagues are in the same square or a 

different one. Afterwards, the participants in the same square share a group 

hug and continue walking relaxedly through the space. 

 

Emotion Chair 

The participants are seated on the floor in a semicircle. The coordinator 

then places a chair at the centre of the semicircle, which is to be named the 

Emotion Chair. In an order determined by the availability of the 

participants, the coordinator begins the game by using a personal example 

from the participant’s life. A dialogue is created between the participant 

and the chair, wherein the child expresses all of the feelings which he went 

through at that point in his life, including those that he did not get to 

express when it happened. The chair “swallows” these feelings and, 

regardless of the situation, turns them into happy thoughts (Healing Chair). 

Example: Coordinator - “Remember the last time you had a fight with your 

parents and tell the chair what was going through your head and what you 

didn’t have a chance to say back then.”; the child addresses the chair - “I 

know I made a mistake when I broke the vase. I was careless, and it hurt 

when you yelled at me.” The coordinator must work only with those who 
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are willing without forcing the others. The group is advised to carefully 

observe the exercise, without any strong exterior reactions, whilst putting 

themselves in the place of the one currently working. 

 

The Farmer and the Animals 

The participants are asked to simulate an animal farm. The coordinator 

gives them notes, which contain their assigned roles and duties. Example: 

The farmer needs to tend to the entire farm; the horse needs to look like he 

needs to be taken care of etc. At the start of the game, participants must 

look for their partners (horses in one section of the room, chickens in 

another etc.), then begin to act based on what their note says. The farmer is 

to observe all of the activity, then tend to each animal group in turn based 

on their needs, finding solutions through empathy. For example: the group 

of horses that need combing, the group of pigs that need feeding, the group 

of chickens that need their coup cleaned etc. The participants with animal 

roles will respond according to their needs, and once they are satisfied, they 

must offer the farmer a reward (a hug, for instance). He must understand 

and fulfil the needs of his animals as quickly as he can. The roles are 

reversed and the game goes on until everyone gets to be the farmer at least 

once. Animal needs change with every role reversal. 

 

My Story 

The participants are seated on the floor in a semicircle. Participants think of 

a moment in their life, be it positive or negative, that they will then tell to 

the group in the form of a story, using animals or characters from cartoons 

or fairy-tales. While the story is being told, the coordinator may interrupt 

with statements like: “Raise your hand if you’ve ever been as sad as the 

bunny in the story”, “Raise your hand if you like ice cream as much as 

Baloo” etc. At the end of the story, the participant receives applause for 

their courage. 
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Change the Ending 

Choose several stories, both from folklore and from those that the group 

has already created. The coordinator tells the story, guiding the participants 

to change the ending however they desire. Example: instead of being 

thrown in the oven, the witch from “Hansel & Gretel” is invited to 

participate in the workshop. The coordinator thus helps the participants to 

try and understand why the character did what they did and how he can be 

helped. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



75 
 

FREEDOM OF EXPRESSION IN 

FRONT OF AN AUDIENCE 

It is very important to also understand what emotion is; it is seen as 

being a sort of sudden, intense and violent shock, which could also lead to 

the halting of movement and triggering feelings of anger and others. 

Emotion usually brings with it the inability to tackle some momentary 

situations. The person freezes, blushes, shuts up, wants to run away or, on 

the contrary, in order to “escape” this new and troubling situation, does the 

“undoable”, more precisely, reacts almost without thinking, usually in a 

sudden and violent way. 

In children’s case, emotion crops up often and is difficult to control. 

Most of the times, they become so frightened and they freeze, that it is 

next to impossible for them to regain their balance. In this scenario, theatre 

can lend a helping hand.  

As we have mentioned before, there are numerous theatre games 

which aim at controlling the actor’s emotions and feelings, so that they can 

be capable of performing on stage, getting a grip on themselves. These 

games, which are adapted for children of different ages, have the purpose 

of making them understand that nothing of what happens to them is 

abnormal and that, actually, any psychical process man undergoes can be 

controlled. 

Most of the time, the main reason for children being so emotive is 

public speaking. The fear that others are watching them, that they are being 

judged, that they do not know what to do or say, that they “do not know 

what to do with their hands” makes some pupils be unable to speak their 

mind to the end, for example, even in situations in which they know the 

lesson in class.  

It is exactly the reaction that young actors at the beginning of their 

career have when they first get up on stage. The thought that they are 

watched by an entire room, that they “are being looked at with a 

magnifying glass” can make them freeze and take them in an area of 
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maximum discomfort. Only that, a proper acting school teaches them from 

the first classes what they must aim at when they are on stage; more 

precisely, their purpose is not to be “looked at”, but “to solve the themes” 

that each actor has in their role. In this way, occupying their mind with the 

multitude of problems, actions and tasks which they have to tackle, they 

will not have any time left to think about: I wonder how I am seen from the 

outside, I wonder if it’s right the way I’m doing things. 

This is how a truly living and real principle in theatre was born: it is 

always what and why, never how! That means that what the actor does in a 

particular situation and why, the reasons, and not how they are seen by 

those in the audience is important. If only the pupils would think that, when 

they go to the blackboard, it is important what they say (meaning the 

lesson) and why (because they learnt it and know what they have to say), 

and would never think about how they say things (because that is wholly 

irrelevant), then they would gain the certainty and conviction that the 

others see you as you are. And you are at your best when you have done 

your homework (in pupils’ case) and prepared your role (in the case of the 

actors) not in general, but in detail, paying attention to each aspect. Here 

we have a simple lesson in public speaking. Because theatre has, as we have 

seen so far, many “gifts” for the children.  

In theatre, the technique of public speaking is not applied only 

directly, in the sense that the actors are not “speakers in tribunes”; they do 

not stand in front of the audience and hold moralizing speeches, they build 

theatre shows which have the purpose of modifying social behaviour. An 

example of this in theatre was Molière, playwright, actor, director, head of 

theatre groups which in that time was regarded as an artist who had no fear 

of public speaking.  

His plays are a sort of living dialogue with the public, to which he 

points out the behaviour misconducts of some of its peers. He attacked: 

arrogance, imposture, lie, greed, slander and many other wrongdoings. 

Under the colourful mask of comedy, the whip of his words was merciless. 

He wrote numerous plays: Tartuffe Scapin’s Deceits, The Imaginary Invalid, 

The Misanthrope, The Miser, The Doctor in Love, The Bourgeois Gentleman, 

The Versailles Impromptu, The Affected Young Ladies and others. Molière 

https://en.wikipedia.org/wiki/Tartuffe
https://en.wikipedia.org/wiki/The_Imaginary_Invalid
https://en.wikipedia.org/wiki/The_Misanthrope
https://en.wikipedia.org/wiki/The_Miser
https://en.wikipedia.org/wiki/The_Bourgeois_Gentleman
https://en.wikipedia.org/wiki/Les_Précieuses_Ridicules
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was never afraid to directly and mercilessly address the great problems of 

his time. 

Because of the quality and the essence of his work, after his death, 

Louie XIV, the king of France, founded the French Comedy, the highest 

instance of theatre in Paris, which is even today known as House of 

Molière.  

 

Exercises 
 

Purpose: developing verbal and nonverbal expression in public; improving 

management of emotions and the fear of exposure, replacing them with 

freedom of communication both in the classroom and at home 

Superhero Powers 

The participants form a circle standing up. A volunteer receives a special 

power from each of his colleagues in turn, in the form of his name and a 

quality. Example: Andrew the Strong, Andrew the Talkative, Andrew the 

Hardworking etc. The participant can then see how he is perceived by the 

rest of the group according to the superhero names they receive. Hereafter, 

they can borrow any one of their titles when formulating a speech, like: the 

speech of Andrew the Talkative. The coordinator must be careful that the 

titles he receives will be encouraging, bringing out their best qualities. 

 

Hey, You 

The participants form a circle standing up. The coordinator picks someone 

to initiate the game by addressing a participant in the circle with: “Hey, 

you!”, which is when everyone else in the circle turns their attention to the 

receiver. He must answer with: “Who, me?”. Everyone else responds with: 

“Yes, you!”; the receiver then says: “No, not me!”, followed by the group 

response: “Then, who?”. The receiver then points to another person in the 

circle and says: “Him/Her! Hey, you!”, restarting the game. 
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Closer, Farther 

The coordinator picks a volunteer to address the entire group in front of 

him. The volunteer is asked question by his colleagues, such as: “What did 

you bring to school?”, “What did you do last night?”, “What music do you 

listen to?” etc. The volunteer is initially at a close distance to his colleagues, 

moving farther away with each question. When answering, the volunteer 

adjusts the volume of his voice so that his colleagues can hear and 

understand him, regardless of distance. 

 

Travelling Sound 

The participants are placed in a line. At one end, a participant speaks a word 

at a high intensity, such as: book, then the participant next to him passes 

the word along at a lower intensity. The game continues until the sound 

reaches the participant at the other end of the line, who will emit the sound 

less intelligibly and at the lowest possible intensity. The game can be played 

with varied distances between participants and with more and more 

complex words. 

 

Animal Parade 

The participants are split into groups of 4 or 5. Every group chooses an 

animal to be represented by each of them (similar to a pack of wolves, a 

flock of storks, a family of meerkats etc.). The coordinator should encourage 

them to choose exotic and interesting types of animals, but without 

refusing any of their proposals. Every group parades in front of the others, 

pausing in the middle to describe themselves, using the characteristics of 

the chosen animal. After each member of the micro-group has finished their 

presentation, they parade back to their starting point and another group 

continues the game. 

 

Chatter 

The participants form a circle. Taking turns, every participant steps into the 

middle of the circle and, for 1 minute, holds a speech based on a theme 
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given by their colleagues. The coordinator must take care that the 

participant speaks fluently, without any long breaks in speech and filler 

words, gradually gaining more freedom of speech. The contents of the 

speech do not necessarily have to be based on real facts in this game. 

 

A Speech in Three Stages 

The coordinator chooses a volunteer, while the rest sit in a semicircle, 

facing him. The coordinator then gives the volunteer a topic of discussion, 

which he might agree with or not, such as: homework. 

Stage 1: For 1 minute, the volunteer will express his opinion on the topic 

using only body language. The coordinator must encourage the volunteer to 

avoid using obvious gestures. The colleagues watching must identify 

whether the volunteer’s attitude towards the topic is positive or negative. 

Stage 2: The volunteer will hold his speech on the same topic for 1 minute, 

while holding his hands behind his back, using only his words. 

Stage 3: The volunteer will hold his speech on the same topic for 1 minute, 

this time using both verbal and body language. After every participant 

carries out the exercise, the coordinator proposes a discussion, using 

questions such as: 

• For those observing from the semicircle: “How did you perceive the 

speaker?”, “In which of the three stages did the speaker appear 

most convincing?” 

• For the speaker: “Which stage was the easiest for you? Why?”, 

“Which stage was the hardest for you? Why?” 

 

The Talk Show 

The participants are split into pairs. While a pair is working, the other 

participants sit in a semicircle for observation. One half of the pair acts as 

the talk show host, while the other half acts as the guest (both the show’s 

format and the participants’ roles can be based on reality or imagination, 

having been proposed by the observing colleagues). The two form their 

dialogue based on the information they receive. 
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Public Debate 

Participants are split into pairs. Every pair receives a topic of debate. One 

partner agrees with the subject, while the other disagrees. Every partner 

must find at least 3 for and against arguments. After they establish their 

speech, the pair must state their case in front of everyone else. For 

example: the subject is Children must eat sweets, arguments for - sweets 

give you energy, chocolate makes you happy, sweets are tasty; arguments 

against - sweets cause cavities, sweets raise blood sugar and cause 

addiction. The coordinator is to ensure that the participants make use of 

logical arguments that hold up their point of view without strong emotional 

involvement. At the same time, team spirit is to be maintained, as well as 

participants listening to each other and respecting their points of view, even 

if these are imposed on them by the coordinator. 

 

Buy My Goods 

The coordinator writes several notes containing certain fruits and 

vegetables. 5 participants are chosen from the workgroup, each establishing 

their own market stall. Each one of the merchants receives the same 

number of notes. The other participants walk around the stalls as if they 

were out shopping. The merchants must persuade them to pick their 

merchandise. The first merchant to run out of notes becomes a shopper, 

with another participant taking his place. The game continues until all 

participants have been through every role. 

 

 

 

 

 

 

 



81 
 

Intuition 

 

The immediate and irrational understanding of situations and life 

instances occurs due to intuition. That is why “intuition is a sort of 

instantaneous and unpredictable illumination which allows us to ascend 

directly to the essence of a living being or a problem” (in Norbert Sillamy, 

Dicționar de Psihologie, Univers Enciclopedic, Bucharest, 2000, p. 163). 

All the great scientific discoveries, the major inventions in mankind’s 

history have had, at a certain point, an unexpected... impulse, more 

precisely, an intuitive resolution. This was of course followed by hours on 

end of hard work and applied research, but... that moment, that second in 

which it was as if “the penny dropped” was the one which triggered an 

entire process that followed afterwards. 

Everyone feels that moment; everyone has gone through and goes 

through moments in which “something” tells them what to do or where to 

go on from there. It is interesting to note that sometimes we ardently wish 

to have more of this “illumination”, but... nothing happens; other times, 

unexpectedly, all the information that we already have suddenly organizes 

itself and offers us a perfect solution. A word of caution: intuition can only 

intervene in a field we are already accustomed to, or simply said: it 

organizes well rounded “baggage” that we have. For example, a shoemaker 

could not have an intuitive solution to a surgical operation because they 

simply do not have any knowledge of that field, just as a surgeon has never 

undergone a shoe-making course and will never be able to make a shoe, 

with or without intuition... 

In children’s lives, intuition appears wholly. For example, in school, 

in the case of a math exercise, it is often the case that a pupil comes up with 

a fast and efficient solution to a problem, to which the teacher asks “How 

did you get the idea?” And the pupil answers: “It just... came to me!”. Be 

that as it may, but the answer can’t just “come to them” if they do not 

know... anything; and that is because, as we have said before: intuition 
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instantaneously organizes information that is already stored and which has 

been properly attained, but... unorganized. Intuition has the function of 

arranging this information in a perfect organization.  

The good news is that intuition can be improved, therefore... it can 

be developed. The basic condition for this is that: the acquired knowledge 

must be vast.  

In theatre, great creators have depended on intuition in what they 

have succeeded in doing. One of them, the Russian director and actor, 

Vsevolod Meyerhold developed an entire system of building a role, named 

biomechanics. In the middle of socialist realism, he foresaw another road in 

art, which he searched for in many years of hard work. He was accused of... 

a far too great freedom of creating and in the middle Stalin’s regime, he was 

executed by firing squad. His method of thinking, however, did not die, 

Meyerhold being someone who has strongly influenced the Art of Theatre 

which came after him. 

 

Exercises 

 

Purpose: searching for intuitive solutions 

Who Am I? 

Stage 1: The first volunteer chosen by the coordinator must exit the room. A 

second volunteer is chosen by the coordinator and stands up to be seen by 

the rest of his colleagues. The first volunteer is called for and upon entering 

the room must find out who the second volunteer is by asking his 

colleagues questions such as: If he were a car, what kind of car would he 

be? If he were a car, what colour would it have?; If he were an animal, what 

animal would he be? If he were a dog, how would he bark? etc. While the 

questions are being asked, the other volunteers must not look in the 

direction of the second volunteer or speak his name. If the first volunteer 

has an idea about who it might be, he can say his name aloud, having three 

tries. If he guesses right, the second volunteer must exit the room, then 

another volunteer is chosen and the game continues. 
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Stage 2: A person, known by the others, is written on the back of the 

participant. The participant must then ask his colleagues questions to find 

out who he is. Example: Am I a woman? Do I like to sing? etc. The others 

can only answer with “yes” or “no”. 

 

Key Words 

Every participant must write down anonymously on a note three personal 

information, such as: favourite colour, favourite food and drink and 

favourite activity. The coordinator gathers the notes and hands them out 

randomly, making sure that nobody gets the note that they wrote. Based on 

written information, every participant must guess the author of the note. 

 

Who’s Knocking? 

The participants have their eyes closed. The coordinator must quietly 

choose a person to exit the room, knock on the door and enter. The other 

participants must guess who it was based on how he acts. 

 

Handshake 

The participants are split into two groups with an equal number of people. 

One group closes their eyes. Participants from the other group must each 

choose a partner from the first group without speaking and shakes their 

hand. That person must guess who it was based on the handshake and what 

they already know about their colleagues. The roles are then reversed. 

 

Wacky Contraptions 

The participants form a circle. A volunteer offers to sit in the middle of the 

circle. He must use his body to propose a mechanism. Based on the 

movement of and what they know about the person sitting in the centre, 

the others must discover and name the type of machinery. 
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Job Forecast 

Every participant secretly chooses a person from the workgroup. In turn, 

they must say what job they think the chosen person could have without 

mentioning their name, using arguments to support their statement. The 

others must guess what person they are talking about based on those 

arguments. Example: “I think the person could become a doctor, because 

it’s the kind of job where you need a lot of attention and patience”. 

 

Joker 

The participants are seated on the floor in a semicircle. Each must think of 

three statements, two true and one false, based on their own life 

experience. The others must use their intuition to figure out which is which. 

Example: “One time I ate frog legs” (true), “One time I went hiking, got 

separated from my colleagues and had to sleep in the woods” (false), “One 

time I had a dream that I was the president” (true). The participants must 

be honest, using personal life experiences without exaggerating. The 

coordinator must make sure that they do not change their statements as 

the game progresses. 

 

Life Situations 

The participants are split into pairs. Every pair proposes an action and a 

place where it happens, improvising dialogue based on their way of life. 

(example: Maria and George are playing ball in the school courtyard). Then, 

every pair shows their moment to the rest of the participants. When the 

coordinator says “stop”, the pair freezes in place (like statues), and the 

coordinator asks the others: “What do you think X would do?”, “How do 

you think Y would answer?” etc. (example: George hits Maria with the ball, 

how do you think Maria reacts? - Maria cries, Maris hits George back with 

the ball, Maria laughs, Maria runs into class - possible answers). The pair 

that makes a right guess takes their place in front and the game continues. 
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Sherlock Holmes 

The coordinator chooses a volunteer to be the detective. The detective 

leaves the room and the other participants hide an object on someone. The 

detective re-enters the room and has 30 seconds to figure out where the 

object is hidden. Another detective and object are chosen and the game 

continues. 

 

Keep the Rhyme Going 

Participants form a circle. Everyone must compose a short poem about 

themselves beforehand and then recite it partially to the others in the 

circle. The others must use their intuition to guess the ending. 
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CONFLICT 

 

As strange as it may seem, in theatre, just as in life, the main trigger 

of our actions is: conflict. It is said about conflict that it is a struggle 

between opposing tendencies and interests; a situation in which an 

individual is faced with opposing forces and powers which are not 

necessarily equal. The main point is that if we look at life around us with 

great attention, each time something major happens, be it good or bad, it is 

because someone wishes, wants to change something, whether in a 

different person or in their peers. The great discoveries, the famous 

inventions, scientific theories, all have stemmed from the researcher’s, the 

scientist’s or the artist’s desire to “prove” something to the others, even if, 

each time, the others did not agree with... anything. 

Mankind’s history is abundant in conflict, one bloodier than the 

other; wars are the supreme manifestation of a conflict, a situation driven 

to the extreme because of certain principles. But conflicts also arise 

between the common people in everyday life. Some lead to trials (solved in 

courts), others lead to direct combat, divorce or separation, or, best case 

scenario, others lead to acts which are beneficial to mankind.  

More than once a day we feel that a colleague, a friend, a teacher or 

our family opposes us. And this... most of the time... is not pleasant. At the 

same time, we also often cannot abstain from giving a retort to someone, 

from denying, contradicting, not finding another way of dealing with tings in 

matters which are... more important, or in a simple dialogue or game 

without any sort of stake. For example: how wonderful a certain artist sings, 

to which we get the immediate answer: You listen to them? I can’t believe 

it! They’re horrible... these situations occur so often in life that we almost... 

don’t pay attention to them anymore. 

The saddest part is that sometimes, conflict degenerates into 

something worse. Instead of a “verbal” fight, things end in physical violence, 

breaking things or huge scandals.  
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Dramatic literature, movies or TV shows are abundant in the 

presentation of conflicts of any kind. Before the beginning of a film, the 

Motion Picture Association informs parents of the minimum age a child 

should have in order to watch the movie, and this is not by chance. This 

happens because of the conflicts depicted, which lead to physical or verbal 

violence, difficult to stand for adults, let alone for kids.  

But it is not only ugly... conflicts that we find in theatre and film. 

There are also contradictions which inevitably lead to comical situations. Let 

us remember the famous Laurel and Hardy (who were always in conflict 

with each other and, although they did not wish it, with those around 

them), or Chaplin, who artfully avoided the conflicting situations in which 

he ended up. In dramatic literature, comedy is a domain so loved by the 

audience exactly because it has the power to turn a confrontation into a 

comical situation. 

The greatest Romanian playwright, Ion Luca Caragiale, after whom 

the National University of Theatre and Film in Bucharest was named, and 

also the National Theatre in Bucharest, has managed to create characters 

and situations so funny and created lines with an overflow of humour, that 

they will always have a place in the audience’s heart and will live 

throughout the ages.  

Let us remember: “Don’t hit the mirrors, I’m renting this place!”, 

says Nae Girimea in Only During a Carnival, taking part in a fight (that he is 

the cause of) between his two lady friends: Mița Baston and Didina Mazu. 

Let us also recall another famous fragment, this time from A Lost Letter: 

“ZOE: We will fight against anyone! We will fight against the government! 

TRAHANACHE: Be a little bit patient!... 

ZOE: Yes, sir! We will fight against the government! 

CATAVENCU: Yes, we will fight against the government! 

THE INTOXICATED CITIZEN: Yes! We will fight against... (hiccupping and 

changing the tone) I mean no... I won’t fight against the government!...” 

(from I.L. Caragiale, Piese, Editura Ion Creangă, Bucharest, 1983, p. 130) 

In applied theatre in education, the purpose of the exercises is to 

help the children learn to solve the conflicts they part in or which they 

sometimes generate. The point is that everywhere, in life and in school, 
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there were and there will always be confrontations of all sorts. It is our 

duty, that of people from the 21st century, to make sure to settle any 

conflict, to never take part in hurting someone, to report any situation in 

which we have become victims and in general, to be aware of a very 

important aspect:  

We are all equal and no one is above the law! 

Moreover, no matter what happens, at an individual, family, school or state 

level, we must not contradict the clear laws of respecting human rights. 

However difficult it would be to give in when a conflict reaches alarming 

heights, we must immediately think that, in our country, it is strictly 

forbidden by law to hurt another human being because of conflict. The 

appropriate authorities (the police, the judges, etc.) are the ones to put a 

sentence on any deed.  

In Romania, the child is protected by the current laws! 

And maybe the most important fact to highlight is: in Romania, children’s 

rights are respected and, as a consequence, any sort of physical or verbal 

abuse must be reported to the corresponding authorities. Whether the 

violence comes from the family, school or outside of it, the child must tell 

the ones who are capable of stopping the abuse that they suffer! And the 

child will receive help immediately because: in our country, any sort of 

violence acted upon children is harshly punished! 

 

Exercises 

Purpose: developing a tolerance for, an understanding of, and the ability 

to manage, conflict 

Switch Places 

The participants form a circle and a volunteer must sit in the middle. Those 

in the circle must look for someone else in the circle, excluding those right 

next to them, with whom they can switch places after making eye contact, 

making sure the one in the centre does not reach the empty spot before 
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they do. The participant left without a spot goes to the centre of the circle 

and the game continues. 

 

Playing Cards Parade 

Every participant receives a playing card without looking at it, holding it 

above their forehead for the others to see. Two lines with an equal number 

of “fans” on either side form a corridor through which every participant 

must parade in turn. Depending on the card they hold, the participant 

receives cheers whose intensity depends on the card (little to no reaction 

for a 2, while an Ace receives resounding applause and cheers). The 

participant must then guess what their card is. Through this game, the 

group can note the type of reactions people get based on their social status 

in different social environments: at school, at home, in the playground etc., 

as well as the main causes of conflict. 

 

Who Holds the Power? 

Participants are split into pairs. Those not currently working are seated in a 

semicircle. Each member of a pair sets out from opposite corners of the 

room, meeting halfway, each one attempting to dominate the other. Upon 

meeting they must freeze, while the rest of the colleagues study them and 

establish who holds the power based on their body language. The pair 

performs the course again until both members have had the experience of 

power over the other, eventually finding common ground where the power 

is split equally. 

 

1-2-3 

Participants are split into groups of three. The group decides where the 

action will take place (the doctor’s office, the director’s office, the store 

etc.). One of the three leaves the room and the other two must decide who 

holds the higher status (example: doctor, nurse). The two begin arguing 

when the third returns, without being obvious about who is what (example: 

don’t call the doctor “Doctor”). Once the argument is over, the third must 
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speak the name of the colleague that has a higher status. Then, with the 

help of the coordinator, he must find a solution to the conflict. The 

improvisations are to be presented one after the other to the group. 

 

Sword, Shield or Wizard 

Participants move randomly through the workspace, filling out evenly and 

holding a rhythm given by the coordinator. Once the coordinator claps his 

hands, they are to form pairs, one holding a sword and the other a shield, 

thus establishing their position in the conflict that follows. They must 

choose a topic of debate together (example: I want your apple). Those left 

without a pair, or the coordinator, becomes the wizard, who must work 

with each pair in part to find the solution to their conflict, bringing them to 

the same status (sword or shield). 

 

I Want What You Have 

Every participant must choose an object as uniquely as possible from the 

workspace. Then they will sit in a circle and notice the other objects their 

colleagues have picked. The coordinator will ask them to pick an object they 

desire that belongs to another participant. In turn, they must walk up to the 

person holding the desired object and negotiate a trade. The coordinator 

monitors the conversation and encourages the outcome, even if it happens 

to be refusal. As such, the participants can understand the value of conflict 

and how to accept the results. 

 

Let’s Walk Together 

Participants are split into pairs. The pairs are placed back-to-back in two 

rows. Each member of a pair chooses a different destination. For example, 

one of them wants to go hiking, while the other wants to go to the seaside. 

As long as the argument continues, they will each take one step further 

away from each other in their respective direction until they reach the wall 

of the workspace, at which point they will return to the centre and start 

over until one of the members gives in to the other’s proposal. 
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Cucumber 

Participants are split into pairs, with those not working seated on the floor 

in a semicircle. In turn, each pair comes to the centre and starts an 

argument, randomly using only the words: yes, no, cucumber, please. The 

rhythm and intensity of the dialogue increases until they fall into 

agreement, using the same word multiple times (yes, yes, yes or no, no, no). 

 

Cab Driver 

The coordinator chooses a participant to be the cab driver, whose car has 

only 4 seats. The other participants are placed in a line facing the cab, 

keeping their distance from each other. These participants are the 

passengers, each bearing characteristics chosen by each participant (one 

passenger can be loud, or nervous, or smelly etc.). The passengers must be 

still and quiet until the cab reaches them. The driver passes by each 

passenger and must decide, after conversing with them, if they are allowed 

in his car or not. Once the maximum capacity has been reached, when the 

car stops next to a passenger, the ones currently in the cab must decide 

who must be kicked out to make room for the one outside. Each one must 

bring for and against arguments for their choice of elimination. If the 

passengers have not made up their mind in 2 minutes, the cab driver 

decides without opposition from the others. After some time, another cab 

driver is chosen. 

 

There’s A Problem, Not A Problem 

Participants form a circle and create a story together, with trouble showing 

up and being solved, using the words: fortunately and unfortunately. The 

initiator creates the context of the story and the others tag along. Example: 

Child 1 - Once upon a time, there was a child who wanted to join the circus. 

Child 2 - Unfortunately, he couldn’t jump. Child 3 - Fortunately, his older 

sister bought him a trampoline. Child 4 - Unfortunately, the child did not 

have room in his house for a trampoline. Child 5 - Fortunately, one of his 

neighbours welcomed him into his bigger house to set up his trampoline etc. 
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THE DECALOGUE FOR THE 

THEATRE WORKSHOP 

COORDINATOR IN THE PRE-

ACADEMIC EDUCATION 

 

1. The purpose of theatre workshops in a pre-university environment is 

to help young people to form and to develop certain skills that will 

be of help to them in interpersonal interaction, and certainly not to 

produce future actors. 

2. The Art of Theatre pursues the development and strengthening of 

specific traits in the Art of Acting, necessary in day-to-day life: 

• Observation 

• Attention 

• Imagination 

• Senses. Spatial Coordination  

• Spontaneity 

• Memory 

• Emotions. Feelings. Empathy 

• Intuition 

• Conflict Management 

• Freedom of Expression in front of an Audience 

• Teamwork 

3. Theatre offers children the freedom to express their ideas without them 

being judged and categorized as good or bad. Every idea is accepted, as it is 

the fruit of the child’s imagination. 
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4. There are no mistakes in a theatre workshop: everybody learns and gains 

when they accept what is given to them by their colleagues and the 

coordinator. Punishments are out of the question, for they lead to the 

child’s inhibition. 

5. Theatre offers every child the room and freedom to express their 

uniqueness, because every child is different from the others and special in 

their own way. 

6. Children learn through play, they experiment and participate actively, in 

such a way that they each develop different abilities in a pleasant manner. 

7. An exercise has rules and a clear purpose, which the participants must 

take seriously. Playing is at the opposite end, without any serious 

involvement on the participant’s behalf and without a clear purpose. In an 

exercise, the child discovers many things about himself and the world 

around them, whereas in play, they only want to have fun. 

8. The child is learning teamwork: cooperation with partners, giving up and 

moving in when it is necessary. This is how he learns about: us, not me. 

9. The circle or the semicircle is what’s usually employed in a theatre 

workshop, which the coordinator is encouraged to join, because it is his 

responsibility to maintain a proper work and play group environment. 

10. The rule of a theatre workshop is: Together we are a group and together 

we make decisions, because Theatre is art made together, not art made 

alone. 
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CREATIVE WRITING WORKSHOP 

Suggested and described by Bianca Trifan, 

Second year of Master’s degree in Playwriting, UNATC 

11-14 years (approximately 1 hour, 10 pupils) 

Necessary material: pens, crayons, sheets of paper, objects, five dice 

 

1. Exercise of knowing each other – 10 minutes 

• Each person writes five things they like and five things they dislike; 

• We read and discuss the things we wrote.  

Results: We get to know each other, a friendly atmosphere is created 

 

2. Exercise: We create a story starting from an object – 20 minutes 

• We place several objects on a table: photos, perfume, musical 

instruments, toys, a spoon, a fork (anything that we have at our 

disposal); 

• Each child chooses an object; 

• Using the object as a starting point, each participant has to create a 

short story (one page long the most); 

• We sit in a circle and read each story out loud; 

• We try to continue each story. 

Results: Developing creativity and imagination. Developing 

communication, listening and understanding skills 

 

3. Exercise: Roll the die - 30 minutes (example given in the charts below) 

• We form pairs, each pair receives a die; 

• Each pair will roll the four times; 

• Each number and each roll mean something else (like in the example 

given below – the information in the table can be changed); 

• Starting from the data that we get after a roll, each team writes a 

story.  

Results: Developing creativity and imagination. Developing 

communication, listening, understanding and teamwork skills. 
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The first time 

we roll the 

die: 

The character 

The second 

time we roll 

the die: 

When does 

the story take 

place? 

The third time 

we roll the 

die: 

Where does 

the story take 

place? 

The fourth 

time we roll 

the die: 

The conflict 

 

Monster At night 
A haunted 

house 

A mysterious 

discovery 

 

Witch 
On Halloween 

Night 
Cemetery 

A mystery has 

to be solved 

 

Zombie Before sunrise Forest 

A dangerous 

journey must 

be made 

 

Ghost 
A full moon 

night 

On the 

mountain 

Someone is 

afraid of 

something 

 

Mummy 
During a 

storm 
In a laboratory 

Someone 

must be saved 

 

Vampire At sunset 
An abandoned 

school 

Something or 

someone 

disappears/ 

goes missing 
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The first time 

we roll the 

die: 

The character 

The second 

time we roll 

the die: 

When does 

the story take 

place? 

The third time 

we roll the 

die: 

Where does 

the story take 

place? 

The fourth 

time we roll 

the die: 

The conflict 

 

 

Prince 
During a 

battle 

An abandoned 

castle 

Someone 

loses their 

memory 

 

Dragon Midnight Magic castle 

Someone is 

lost and must 

be found 

 

Knight Early morning A magic forest 

Someone eats 

a poisoned 

fruit 

 

Magic horse Sunset Next to a lake 
The crown is 

stolen 

 

Witch 

Before the 

new king is 

crowned 

A cave 
Goes in search 

of a cure 

 

Old king 
During an 

eclipse 
Desert 

The princess is 

kidnapped by 

an ogre 
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The first time 

we roll the 

die: 

The character 

The second 

time we roll 

the die: 

When does 

the story take 

place? 

The third time 

we roll the 

die: 

Where does 

the story take 

place? 

 

The fourth 

time we roll 

the die: 

The conflict 

 

 

A snowman Christmas Eve 
The North 

Pole 

An interesting 

discovery is 

made 

 

Elf Midnight 
Santa Claus’s 

House 

A mystery 

needs to be 

solved 

 

Santa Claus 
Christmas 

Morning 

A gingerbread 

house 

Someone 

travels back in 

time 

 

A reindeer 
Christmas 

night 

On the roof of 

a house 

Someone is 

trying to 

destroy 

Christmas 

 

Gingerbread 

Man 

The second 

day of 

Christmas 

A city of ice 
An adventure 

begins 

 

 

 

 

Mrs. Santa 

Claus 

Winter 

holiday 

A Christmas 

party 

Someone gets 

lost 



100 
 

APPLIED THEATRE IN EDUCATION 

 

by University Lecturer Camelia Popa PhD 

 

1. THEATRICAL EDUCATION FOR SECONDARY SCHOOL - THE 

PSYCHO-PEDAGOGICAL FUNDAMENTS  

 

The psycho-pedagogical advantages of introducing Theatrical 

education in secondary school can be summed up thus: 

• Enriching the curriculum, for the purpose of stimulating the 

student’s divergent and creative thinking and acquiring certain key-

abilities (communication, meta-communication, expressiveness, 

harmonious interpersonal relationships); 

• To ensure the quality of education, through forming the areas of 

key-competences, especially communication and cultural 

competences, essential to a life that is active in a society specific to 

the 21st century, focused on knowing;  

• Building a modern didactic approach through structured designing 

and organizing activities that centre on the needs and interests of 

students, which facilitate the acquisition of certain social 

competences; 

• Using the model of curriculum design centred on goals which 

emphasize the practical-applicable character of the educational 

process; 

• Intentional shaping of pupils’ personality as a future consumer of 

culture or as a future artist. 

The purposes of studying Theatrical education within the curricular 

area of Art are: 

• Facilitating the acquisition of creative tools through the 

development of meta-representative abilities, as a consequence of 
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using multi-disciplinary theatre related language (involving the body, 

movement, sound, rhythm, gesture, word and image); 

• Experimenting with new possibilities of communication and inter-

relating; 

• Acquiring certain verbal and non-verbal tools and methods, using 

different modes of expression and interpretation of messages; 

• learning certain methods of self-correction, relaxation and self-

organization; 

• Efficiently developing certain motor and social skills; 

• Constructive channelling of inadequate, aggressive and/or violent 

motor skills conduct, aimed at reducing the magnitude of the school 

violence phenomenon; 

• Promoting individual and group wellbeing, as well as social inclusion;  

• Preventing the inability to adapt in school and school failing through 

stimulating the focusing of attention, of student’s individual 

motivation and interest; 

• Preventing lack of interest and hostile attitude towards attaining 

knowledge. 

These goals make up, in any case, the dominating points of the new 

school subject’s curriculum. Through developing imagination, creativity and 

thinking, Theatrical education offers pupils a certain mental flexibility which 

benefits all types of studying and can be transferred to all the other areas of 

knowing. Theatrical education can thus be merged with practical activities 

(“learning by doing”), centred on the development of certain abilities of the 

pupils. 

The ultimate goal of undergoing Theatrical education in secondary 

school is that of forming a pre-teen with basic social abilities and a culture 

of communication, capable of understanding the world around, to express 

themselves, to harmoniously interact with their peers, to efficiently and 

creatively make use of their own abilities in order to solve everyday issues, 

a pre-teen who is responsive to cultural values and oriented towards 

constant auto-actualization of knowledge. 

Concretely, the development of the above-mentioned abilities and 

competences is achieved through familiarizing pupils with different life 
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situations (which involve written and oral communication, expressiveness 

and adopting desirable social attitudes), as well as through using theatrical 

language in order to communicate, with the purpose it being used 

creatively by the pupils.  

Taking the above mentioned into consideration, the structure of a 

modern Theatrical education curriculum for secondary school would have 

the following components: 

• Overarching objectives that are followed throughout secondary 

school, with a high degree of generality and complexity. These aim 

at both forming of key, general and specific competences, as well as 

passing on certain values (aesthetic, pro-social) and developing an 

openness to knowledge in general; 

• Reference objectives, associated to each overarching objective, 

consisting of the expected results for study of each secondary school 

year; 

• The content of study, categorized in years, as a means through 

which the fulfilling of the suggested overarching objectives; 

• Examples of activities which suggest ways of organizing and 

achieving the didactic approach of the students, as a consequence of 

applying certain didactic strategies and innovative teaching 

methods, associated with the content of study; 

All the recommended objectives, content and activities are crucial in 

the secondary school pupils’ psycho-physical development, securing one of 

the transversal coordinates of the curriculum. 

The competencies formed and consolidated in stages, throughout the four 

years of study, can be transferred in all fields and disciplines in the 

education plan, thus ensuring the multidimensional character of the 

Theatrical education discipline for the secondary school cycle. 
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2. THE OVERARCHING OBJECTIVES OF THE STUDY OF THEATRICAL 

EDUCATION  

 

1. Developing the creative and expressive abilities. 

2. Forming communication competencies, developing critical thinking and 

language. 

3. Acquiring pro-social competencies. 

 

PSYCHO-PEDAGOGICAL CORRELATIONS 

1. Developing the creative and expressive abilities 

The psycho-physical development of the majority of secondary 

school pupils corresponds to the pre-teen period. The pre-teen (12-15 years 

old) is interested in proving themselves to others, in conquering their 

independence. In this stage, the foundations of their identity are lain. They 

build their own system of values, are interested in presenting themselves 

and are interested in gender roles. 

The pre-teen goes through a moral crisis; they detest the social 

norms which they consider to be “constraining”, they revolt against taboos 

and interdictions, are animated by the vindictive spirit, shows sign of 

stubbornness and defiance. The pupil in this age group wishes to have a 

sense of psychosocial reciprocity, tends towards gaining a correlation 

between what “they want to be and how they are seen by others” (Erikson, 

1968). From a psychosocial development standpoint, this stage is 

characterized by identity/confusion of social roles (Cosmovici, Iacob, 1998). 

In terms of pre-teen interests, the main ones are developing their creative 

and expressive abilities, which derive from two fundamental needs – the 

need for knowing and the need for models. 

Creativity is the general human ability which exists in different 

degrees and proportions in each individual. Children’s creative abilities can 

be stimulated and trained even from a very young age. These abilities rely 

on the comprehension, reproduction and solving of numerous issues 

imposed by life, profession, environment etc. faculties. They lead to the 
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fixing of a complex ensemble of qualities through which we gain the 

generating of the new and originality. 

The creative abilities rely on divergent thinking, aimed towards 

generating alternative solutions to problematic situations.  

The expressive abilities, as well as the creative ones, which can be 

substantially developed through Theatrical education, represent, according 

to many authors, a distinct level of creativity which allow an original 

representation of the self. 

C. Taylor (apud Munteanu, 1994) suggests the idea that there are 

five levels of creativity which can be developed in school: 

• Expressive, predominantly involved in art and present form the 

youngest of ages, characterized by a free, spontaneous expression, 

without an acute concern for the quality of the product; 

• Technical or productive, manifested through a series of special skills, 

which allow the creation of products which are close to perfection 

(unlike the expressive creativity level, in this case, the elements of 

expressive spontaneity are extremely reduced); 

• Inventive, which entails producing inventions, ingenious usage of 

certain materials or the usage of already existing products in 

completely new manners; 

• Innovative, referring to the ability of overcoming certain basic 

principles formulated by specific schools of thought or which open 

up new areas of interpreting reality; 

• Extraordinary, which is manifested in the case of geniuses whose 

accomplishments are considered excellent, universal and perennial, 

going beyond the borders of a single area of activity and which can 

revolutionize the technical, scientific or artistic fields. 

In other words, creativity is determined by multiple factors. Besides 

the above-mentioned aspects, the person’s intelligence also steps in, their 

knowledge (most of it is gained in school), a strong will, perseverance and 

especially imagination, which is a central cognitive process involved in the 

creative act. Through imagination, man reworks experiences, has the 

possibility of combining representations and configuring them in new 

forms. What is more, imagination is defined as the cognitive psychical 
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process of transforming experiences, of the abilities of combining 

representations and of configuring them in new forms. 

In school, the pupils’ reproductive imagination or representation of 

phenomena, places, people and situations is constantly requested only on 

the basis of verbal accounts (reading, lessons from the textbook), without 

the support of concrete and intuitive material, without acting on objects or 

situations. For example, the students imagine the wars, the plants and 

animals they learn about, even without specific audio-visual material, casts 

or charts or sketches. In other situations, they mechanically learn literary 

essays, which is, in most cases, counterproductive for learning, and which 

forms a sort of break in creativity. 

A change in the view that present day school halts children’s 

creativity entails, first and foremost, a change in the relation between the 

teacher and student. The teacher must allow the students’ participation in 

their own instructional-educational process, thus gaining the interactivity 

attribute. Moreover, restructuring the curriculum through introducing and 

extending subjects which stimulate creativity – Theatrical education, 

Literature, Musical education, Drawing, Choreography –, as well as through 

avoiding overcrowding class timetables are other modes of assuring an 

environment which is favourable for creativity. 

The promotion of some creative methods, such as learning through 

discovery, which is specific to Theatrical education, facilitates the school 

related creative endeavour. A teacher must first become aware of the fact 

that a creative type learning process appears when it is guided by the 

natural process of curiosity and the pupils’ desire to learn, and not when a 

rigid type of learning based on memorizing and classical reasoning is 

promoted.  

On the other hand, the teacher can – and has the obligation to –

encourage creative activities, by ensuring a permissive school environment, 

without inhibitions, without exaggerated criticism and by enhancing the 

student’s self-confidence, as well as by improving their own professional 

training. The teacher will thus pursue the development of a background 

attitude favourable for the pupils’ creativity and expressiveness, their 
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independence (related to their way of being and thinking), encouraging and 

stimulating their expressive-creative manifestations. 

2. Forming communication competences, developing critical thinking 

and language 

From a cognitive standpoint, secondary school children go from the 

stage of concrete actions to that of formal actions, a stage which begins 

after the age of twelve. The thinking processes become complex and 

internalized (Piaget, Inhelder, 1969). It is believed that their intellectual 

development is optimal when they manage to act on information through 

generalization and transfer. We are talking about complex generalizations 

of the acts of classification and of the relationship of order, which lead to a 

specific mental combination, in which the simplest operation consists of 

actual combinations or the classification of all classifications (Idem). 

In other words, at this stage, the pupils’ ability to formulate 

hypothesis, test them and solve abstract problems is born. Their cognitive 

structures are extremely plastic in their nature, they have an impressive 

ability of reconstruction and perfecting themselves.  

According to Jean Piaget’s theory, the ability to perceive in abstract 

terms and to generalize, which is at the centre of thinking operations, is 

developed in close connection with language.  

Thinking develops differently in children, in connection to the 

hereditary and environment factors, even after achieving the level of formal 

operations. Piaget claims that some people never reach the level of formal 

operations, but they remain anchored in the concrete.  

The development of thinking is also based on gaining in perceptive 

structuring. If, at the beginning of the secondary school cycle, the pupil still 

has a faulty perception, analytical and centred on the concrete, towards the 

end of this cycle, their perception begins gaining structure, organization and 

becomes much more synthetic and concentrated on the essential 

characteristics of objects and phenomena.  

The maturing of attention and will (the pre-teen is capable of a 

greater concentration and a greater voluntary and prolonged effort) help 

the optimization of the perceptive processes.  
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After the initiation of the formal, general-abstract and verbal-

symbolic operations of thinking, the pre-teen begins to use reason, to 

manipulate hypothesis, to make deductions, to solve complicated problems. 

Their memory becomes predominantly logical, the mechanical one being 

abandoned because of the its counter-productivity and because of the great 

bulk of information that needs to be acquired. The pre-teen tries to divide 

the lessons in learning units which make sense, which they can then 

assimilate. This is also the stage in which their creative imagination begins 

functioning, taking the place of the predominantly reproductive 

imagination. 

The maturing of the thinking process determines an accelerated 

moral development in the pre-teen. They begin judging their actions and 

the actions of those around them through the filter of their own values and 

the general values of society. Even if they sometimes oppose social norms 

and conventions, this does not mean that the pre-teen does not adopt 

them or that they are antisocial, rather, that they wish to test them, know 

their meaning and power, see to which point the tolerance for their 

“rebellion” can get. Kohlberg (1981, apud Cosmovici, 2008) talks about the 

pre-teen’s conventional thinking, who adopts the moral values and 

standards of the culture in which they live. 

3. Gaining pro-social competences 

For the secondary school pre-teen pupil, acceptance by their peers 

represents a high steak. They live through and for their group of friends. 

The common rules of the friends (the gesture and verbal jargon, their 

clothes etc.) become the general source of their own behaviour rules. The 

friendships, the falling outs, the arguments between friends are intense and 

with profound consequences, because of which the group of peers goes 

through permanent modifications. Apart from the feeling of friendship (a 

true friend one can trust is better than parents who, to the mind of the pre-

teen, oppose their wish of independence), there also springs the feeling of 

love. However, the affective instability specific to this age forces 

relationships with the opposite sex to be extremely erratic. 

We can state that, from an emotional point of view, the pre-teen 

stands out through their bouts of confusion, depression and anxiety. This 
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period in their life is when the state of balance acquired in primary school is 

disrupted. 

The pre-teen becomes impulsive, critical, can adopt undesirable 

habits (smoking, drinking and drug consumption), can become involved in 

acts of vandalism both in school and outside it. Aggressiveness is a 

dominant characteristic of this ungrateful period, but what are important 

are the methods of controlling it. 

On the other hand, the interaction between critical thinking, 

intelligence, and empathy (as the basis of emotional intelligence) is complex 

for the pre-teen. Thus, when the pupil cannot find a simple solution for 

dealing with their emotions, these transform into conflicts which can lead 

to the disturbance of behaviour (Fraisse, Piaget, 1963). Furthermore, 

chronic emotions generate stress, an unfocused tension characterized by 

anxiety. The only escape from this situation is forming pre-social 

competences. 

The goal of these pre-social competences, which can be successfully 

attained within the frame of theatrical education, is the very restructuring 

of personal conduit in order to transform emotional reactions into adaptive 

reactions. 

During the pre-teen period, the educational interventions of the 

teacher are crucial, both for discouraging undesirable behaviours, and also 

for forming positive character traits. There is a series of psychological 

attributes which, if consolidated and made permanent through educational 

influences or exterior ones (especially that of the circle of friends), tend to 

become stable traits. However, not all these characteristics are positive and 

the teacher must tilt the balance of personality-formation towards positive, 

pre-social behaviour, dismantling negative traits tactfully and through the 

power of example. The susceptibility to external influences is not merely a 

disadvantage of this age, but also an advantage, as the teacher can also fully 

profit from this trait, instilling positive examples within the pupil. 

Pedagogic tactfulness, both relational and communicational, is also 

essential in regards to the pre-teen’s ability to respect moral rules. These 

rules must not be imposed by force. The pupil must be made to understand 

the meaning behind social norms and laws, and must be helped to 
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understand the true meaning of things. What is more, to prevent antisocial 

acts, the pupil must be involved in various activities, related to the interests 

common for those his age (artistic activities, sports, ecological activities 

etc.).                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                   
 

3. REFERENCE OBJECTIVES AND LEARNING ACTIVITY FOR 5-8th 

GRADES 

 

5th GRADE 

 

1. Developing creative and expressive abilities 

Reference objectives Learning activity examples 

At the end of 5th grade, 

the student will be able 

to: 

Over the course of 5th grade the following 

activities are recommended: 

1.1. express different 

emotions through 

movement, posture, 

mimicry and gesturing 

- exploring the potential of bodily expression, 

stimulating motor skills and connection 

capacities, in the purpose of accepting their 

individuality and how different they are from 

others; 

- activities that involve relaxation, warming up, 

sensory activation, coordination, body 

awareness, gesturing and mimicry; 

- exercises engaging in spatial exploration and 

physical activity, whose purpose is the 

acquirement of concepts related to spatiality 

and orientation (inside, outside, up, down, left, 

right), and general dynamic coordination; 

- activities that develop perceptual selection, 

complex representations and focusing 

attention.  

1.2. innovatively and - analysing object properties and how they can 
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creatively use objects and 

object groups 

be transformed creatively; 

- image processing, construction of new objects 

(various materials will be used to create 

collages, prints, compositions and structures). 

1.3. gain varied 

instruments and methods 

of verbal and nonverbal 

expression   

- activities based on the multidisciplinary 

aspect of theatre language - writing schoolwork 

on the computer; creative dance, both 

individually and in a group; music, photography 

and sound production; 

- motivational enhancement for the study of 

other curricular disciplines (Romanian, History, 

Geography, other languages, Computers), 

through the analysis of certain information 

from those particular domains.  

1.4. use expressive 

language to find creative 

solutions for problems 

- improvisation on given assignments and 

spontaneous representation of given life 

experiences, through stage exercises; 

- developing synchronicity with a group and the 

environment through ensemble moments. 

 

 

2. Cultivation of communication skills, language development and critical 

thinking  

Reference objectives Learning activity examples 

At the end of 5th grade, 

the student will be able 

to: 

Over the course of 5th grade the following 

activities are recommended: 

2.1. express himself 

fluently and correctly 

through oral 

communication 

 

- breathing exercises, concentration exercises, 

relaxation techniques; 

- describing objects and their particular traits, 

actions and a series of actions done by one or 

more people; 

- exercises for self-presentation, fluent 
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speaking, role-changing in communication 

(emitter-receiver); 

- exercises for the verbal transposition of 

creative imagination products, surpassing 

verbal barriers. 

2.2. understand the 

meanings behind various 

messages  

- interactive exercises involving the production 

and reception of oral and written messages, 

giving all students the chance to participate 

both in the multidirectional process of 

communication, as well as in their own growth 

and learning process. 

2.3. interpret situations 

and events 

- debate and role-playing exercises, meant to 

allow the manifestation of their critical, 

tolerant, open and creative spirit; 

- exercises meant to stimulate their creative 

imagination, related to critical analysis of the 

event’s meaning. 

 

 

3. Acquirement of prosocial skills  

Reference objectives Learning activity examples 

At the end of 5th grade, 

the student will have 

gained: 

Over the course of 5th grade the following 

activities are recommended: 

3.1. prosocial skills 

(altruism, harmonious 

cooperation with 

colleagues and teachers, 

passing on goodwill) 

- interactive exercises involving teamwork, 

cooperation and/or competition (cooperative 

play, role play, trust play); 

- exercises to enhance individual motivation, 

capable of preventing lack of interest and 

hostility towards knowledge. 

3.2. constructive 

strategies for finding 

solutions to conflicts and 

- exercises meant to teach relaxation, 

concentration and time management 

techniques; 
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preventing school failure  - exercises for learning how to word an appeal; 

exercises for asking and giving out information 

(role-play); 

- exercises for maintaining a conversation with 

people from different backgrounds (role-play). 

 

 

CONTENTS 

 

1. Creativity and expressiveness: 

1.1. Creativity 

Objects and their utility. Unusual, innovative and original uses of objects. 

Unusual, innovative and original uses of object groups. Transformative 

actions applied on objects. 

Creative elaborations (apparel, decor, new object suites). Creative 

processing of images, of image combinations. Creative simplicity. 

1.2. Expressiveness 

Individuality and expression. 

Encouragement of self-acceptance. 

Self-awareness and relationship development with colleagues and adults. 

Self-expression and group expression. Team strength and performance. 

2. Oral communication, language and critical thinking development: 

Communication situation. Context and components of communication 

(emitter, receiver, channel, message). 

Types of communication - verbal, non-verbal, oral, written. 

Presentation of self and others. 

Describing objects and their particular traits. 

Describing simple actions and action sequences. 

Critical analysis of meanings behind events. 

3. Prosocial skills: 

A person’s family, school and social environment. 

Maintaining discussions with people from different backgrounds (role-play). 

Polite wording of an appeal. Asking and giving out information. 
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6th GRADE 

 

1. Developing creative and expressive abilities 

Reference objective Learning activity examples 

At the end of 6th grade, 

the student will be able 

to: 

Over the course of 6th grade the following 

activities are recommended: 

1.1. explore his own 

bodily-emotional 

expressive potential 

- guided relaxation exercises, recreation of 

spontaneous movements (in a non-structured 

manner) and of simple movement sequences; 

movement memorisation; 

- emotional expression exercises, ensuring an 

accord between mimicry, gesturing, verbal 

language, movement, music, apparel and 

props. 

1.2. interpret characters 

from literary and 

historical texts, suitable 

for his age and level of 

understanding   

- research and reading-out exercises, both 

individually and in a group; 

- exercises aimed at boosting interest for 

individual study and for teamwork, developing 

emotional and cognitive empathy, exercises 

such as creating a story through teamwork, 

through improvisation exercises on subjects 

both given and chosen individually; 

- exercises involving the description of 

characters’ actions, their portrayal, the 

projection of communicative actions with 

those characters, the imaginative change of a 

story’s narrative course.  

1.3. be in possession of 

varied instruments and 

methods of verbal and 

nonverbal expression 

- complex exercises involving guided imagery 

(“open-eyed dreaming” starting from musical, 

literary and written/spoken sequences of the 

envisioned content); 

- more complex activities based on the 
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multidisciplinary aspect of theatre language - 

elaborating stories using artwork, computer 

mini documentaries etc. as a starting point. 

1.4. use expressive 

language for the 

recreation of given 

situations 

- exercises for individual and group play on a 

stage; 

- exercises for distinguishing emotional-

expressive aspects in both personal and others’ 

conduct. 

 

 

2. Cultivation of communication skills, language development and critical 

thinking  

Reference objectives Learning activity examples 

At the end of 6th grade, 

the student will be able 

to: 

Over the course of 6th grade the following 

activities are recommended: 

2.1. detect the 

components of a 

communication situation 

and integrate themselves 

into a group conversation 

 

- cursive speaking exercises, for proper oral 

communication and articulation; 

- exercises for expressing, through 

communication, the contents of varied rational 

and emotional experiences - games, day-to-

day events, adventures, incidents, family 

stories, holidays, animal stories etc.  

2.2. build oral, written and 

graphic messages, extract 

the meanings behind 

different messages 

- interactive exercises involving the production 

and reception of oral and written messages, 

giving every student the possibility to 

participate in the act of communication. 

2.3. achieve the portrayal 

of people, perform 

situations and events 

- debate and role-play exercises, meant to 

allow the manifestation of their critical, 

tolerant, open and creative spirit through and 

within dialogue; 

- exercises for the portrayal of different 

people, including the description of their social 
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roles; 

- creative imagination stimulation exercises, 

related to the critical analysis of the meanings 

behind events. 

 

 

3. Acquirement of prosocial skills 

Reference objectives Learning activity examples 

At the end of 6th grade, 

the student will have 

gained: 

Over the course of 6th grade the following 

activities are recommended: 

3.1. express and accept 

his own individuality 

within the diversity of 

others 

- self-presentation exercises, establishing 

common ground and differences from others, 

exercises for the open expression of 

preferences; 

- exercises for discovering the binding 

connections between competing or conflicting 

students. 

3.2. initiate non-

conflictual verbal 

exchanges 

- ethic debate exercises, accompanied by 

examples, regarding important social values - 

altruism, humanitarianism, love towards 

nature, and aesthetic values. 

3.3. promote prosocial 

behaviour and assimilate 

aesthetic values into their 

behaviour 

- teamwork exercises with a given theme, 

group competition exercises, with a periodic 

member exchange; 

- training aesthetic sensitivity through actions 

like - viewing photograph and poster 

collections, comic books, movies, television 

shows etc. 
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CONTENTS 

 

1. Creativity and expressiveness: 

1.1. Creativity 

Creative actions. Oral and written narration of real or imaginary events. 

Activation of group and individual creativity through fantasy, the imaginary, 

sound and visual. 

Developing stories starting from the viewing of art paintings. Illustrated 

compositions. Creative writing. 

1.2. Expressiveness 

General physical development through the art of theatre. Body, gesture, 

movement, sound, sign. 

Base movement units. Movement sequences. Turning movement into a 

habit, memorising movements. 

2. Oral communication, language and critical thinking development: 

Portrayal of people, describing their social roles. 

Construction of oral, written and graphic messages through a given theme 

depending on different communication situations. Illustrated stories. 

Dialogue and its particularities. 

Main idea plan, characters. Role-play. 

Initiation of verbal exchanges, asking questions. 

3. Prosocial skills: 

Expressing individuality. Development of indiscriminate attitudes. 

Discovery of diversity. Understanding and accepting the differences 

between people, social inclusion. 

Desirable values. Altruism and cooperation. Activism and humanitarianism. 

Cooperation. Constructive competition. 

Initiating verbal exchanges and non-conflictual physical tasks. 
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7th GRADE 

 

1. Developing creative and expressive abilities 

Reference objectives Learning activity examples 

At the end of 7th grade, 

the student will be able 

to: 

Over the course of 7th grade the following 

activities are recommended: 

1.1. self-explore bodily-

emotional expression and 

detect the expressions 

and emotions given out 

by others 

- exercises involving guided relaxation, 

“listening” to body signals, rendering more 

complex movement sequences, in a structured 

manner; 

- exercises for focusing attention on signals and 

emotions given out by others; 

- exercises for emotional expression, 

maintaining an accord between mimicry, 

gesturing, verbal language, movement, music, 

apparel and decor; 

- exercises for evoking and reproducing 

emotions starting from experienced, imagined 

or literary situations. 

1.2. describe and project 

character roles 

- research and reading-out exercises, both 

individually and in a group; 

- exercises for describing characters’ actions, 

for portraying them, for distinguishing their 

emotional states, for particularising their 

evolutionary context; 

- exercises for the projection of communicative 

actions with those characters, for the 

imaginative change of a story’s narrative 

course; 

- exercises for the invention of complex 

characters (physical, psychological, behavioural 

portrayal). 
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1.3. be in possession of 

proper verbal and 

nonverbal methods of 

expression  

- complex exercises involving guided imagery 

(“open-eyed dreaming” starting from musical, 

literary and written/spoken sequences of the 

envisioned content); 

- exercises involving filling out others’ 

envisioned content; 

- exercises involving a joint elaboration of a 

suite of actions attributed to a known 

character. 

1.4. use expressive 

language in theatre play  

- individual and group stage exercises with 

multiple characters, each role being 

experimented by every student; 

- exercises for distinguishing the emotional-

expressive aspects in personal and other group 

members’ conduct; 

- exercises for group performance 

enhancement through mutual feedback 

emission. 

 

 

2. Cultivation of communication skills, language development and critical 

thinking 

Reference objectives Learning activity examples 

At the end of 7th grade, 

the student will be able 

to: 

Over the course of 7th grade the following 

activities are recommended: 

2.1. use language 

efficiently in accordance 

with the development of 

complex thought 

processes 

- exercises involving the extraction of the 

universal meaning behind a message, 

distinguishing essential information from the 

non-essential. 

2.2. processing a 

message’s information 

- carrying out different production and 

reception activities regarding oral and written 
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content messages, with the involvement of all students; 

- exercises concerning the abstraction, 

comparison and generalisation of information 

originating from multiple source messages, 

both verbal and nonverbal. 

2.3. use arguments to 

express his point of view 

regarding different 

situations 

- exercises for the integration of, through 

teaching-learning-evaluation, content from 

other subjects (Literature, History, other 

languages, Maths, Physics, Chemistry, Art, 

Music, Physical Education), so as to provide the 

students with argument foundations, learning 

motivations and a coherent integrative path for 

their communication capacities development; 

- exercises for the agreement with or dismissal 

of a point of view using arguments. 

 

 

3. Acquirement of prosocial skills 

Reference objectives Learning activity examples 

At the end of 7th grade, 

the student will be able 

to: 

Over the course of 7th grade the following 

activities are recommended: 

3.1. carry out a civilised 

dialogue with his 

colleagues 

- exercises encouraging communication 

through different points of interest for the 

school group. 

3.2. participate in 

different communication 

situations and prevent 

communication barriers 

- exercises involving: development of different 

motor and social skills, discouragement of the 

use of social stereotypes, aggression or 

violence, reduction of aggressive and/or 

violent conduct, and, last but not least, the 

constructive channelling of the students’ 

creative energy; 

- role-play exercises that allow for the revival 
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of a dialogue upon encountering a barrier in 

communication; 

- non-conflicting reinterpretation of certain 

critical situations that have occurred in the 

classroom or at school.   

 

 

CONTENTS 

 

1. Creativity and expressiveness: 

1.1. Creativity 

Projecting roles and role-play. Critical appreciation of a role, enrichment of 

a role. 

Transformation of written dialogue into a written narrative and vice-versa. 

1.2. Expressiveness 

Body, space, expression. Rhythm and movement. Scenarios that are born 

“from within”. 

Development of emotional intelligence through the art of theatre. 

Awareness of emotional states and feelings and the portrayal of these 

through creative exercises. Possibility of evoking, recalling and recreating 

emotional states and feelings. 

2. Oral communication, language and critical thinking development: 

Extraction of the universal meaning behind a message, distinguishing 

essential information from the non-essential. Abstraction, comparison and 

generalisation, as critical thought processes manifested through the use of 

language. 

Expressing points of view regarding certain situations, the agreement with 

or dismissal of a point of view using arguments. 

3. Prosocial skills: 

Solving conflicts. 

Role-play - restarting a dialogue upon encountering a barrier in 

communication. 
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Non-conflictual reinterpretation of a situation. 

 

 

8th GRADE 

 

1. Developing creative and expressive abilities 

Reference objectives Learning activity examples 

At the end of 8th grade, 

the student will be able 

to: 

Over the course of 8th grade the following 

activities are recommended: 

1.1. focus on bodily 

sensations and emotions, 

both his own and others 

- exercises involving guided relaxation, 

rendering more complex movement sequences, 

in a structured manner, in accord with the given 

situation; 

- exercises for the attribution of a common 

expressive and emotional communication 

pattern; 

- exercises for the integration of gained creative 

and expressive abilities into play.   

1.2. stage a text, with a 

detailed portrayal of its 

characters  

- research and reading-out exercises, both 

individually and in a group; 

- exercises for describing the characters’ 

actions, for their detailed characterizations, for 

focusing upon key traits and important plot 

lines, for the imaginative change of a story’s 

narrative course, for the creative 

restructuring/recreation of the story; 

- exercises for the capitalization upon 

improvisation as a creative method. 

1.3. be in possession of 

varied instruments and 

methods of verbal and 

nonverbal expression 

- complex exercises involving guided imagery 

(“open-eyed dreaming” starting from musical, 

literary and written/spoken sequences of the 

envisioned content); 
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- elaborate dramatic writing exercises; 

- exercises for projecting scenarios based on 

self-written texts.  

1.4. use expressive 

language efficiently in 

theatre play or the 

projection of other shows 

- theatre exercises done individually or in a 

group, with multiple complex characters; 

- exercises for distinguishing the emotional-

expressive aspects in personal and other group 

members’ conduct; 

- exercises for group performance 

enhancement through mutual feedback 

emission; 

- exercises involving the creation of shows, of 

mutual acquaintance of group members 

(ensuring the eligibility of person-role).  

 

 

2. Cultivation of communication skills, language development and critical 

thinking 

Reference objectives Learning activity examples 

At the end of 8th grade, 

the student will be able 

to: 

Over the course of 8th grade the following 

activities are recommended: 

2.1. express interest in 

communication, through 

participation in 

constructive debates over 

varied subjects 

- debate exercises on given and chosen 

subjects; 

- exercises involving the synthesis of debate 

conclusions and their recreation within 

another debate on a similar theme. 

2.2. recognise artistic 

expression procedures in 

communication 

- exercises involving the analysis of a literary 

text, of musical pieces, of works of arts, of 

dances, while distinguishing the different 

artistic expression procedure being used and 

other particular traits of those given works. 

2.3. use complex - exercises meant to reveal the richness of 
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communication capacities human life to the students, expressed not only 

through signs, but also through shapes, 

images, colours, sounds, movements – musical 

auditions, theatre shows, ballet shows, virtual 

tours etc.; 

- exercises meant to capitalize on kinaesthetic, 

tactile and visual experiences, “translating” 

these into creative products, with new shapes 

and meaning (creative writing, role 

development, stage movement).  

 

 

3. Acquirement of prosocial skills 

Reference objectives Learning activity examples 

At the end of 8th grade, 

the student will be able 

to: 

Over the course of 8th grade the following 

activities are recommended: 

3.1. be in possession of a 

collection of social values, 

gained within the group 

he is a part of, and 

integrate these in his own 

social environment 

- exercises involving the coagulation of 

desirable social values, through film 

projections, giving positive examples, 

presenting role models from the fields of art, 

science etc.; 

- exercises meant to strengthen group 

membership, to develop feeling of mutual 

help; 

- participating in various humanitarian 

campaigns. 

3.2. develop empathy 

towards a potential public 

- understanding the particularities of a public, 

the needs of a public, how to transmit certain 

values to the public. 
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CONTENTS 

 

1. Creativity and expressiveness: 

1.1. Creativity 

Staging a text. 

Creative use of space. Construction of a theatre event. 

1.2. Expressiveness 

Spontaneous reproduction of their own and others’ experiences. 

Gesturing, mimicry and apparel. 

Creative dance, both individually and with others, and stage movement - 

interpreting situations, playing out a story through dance/stage movement. 

2. Oral communication, language and critical thinking development: 

Constructive debate. 

Synthesis of a debate’s conclusions. 

Recognise artistic expression procedures in verbal, nonverbal, written or 

oral communication. 

3. Prosocial skills: 

Group synchronisation (“ensemble moments”) and group integration of 

positive social values in their social environment. 

The public. Living up to the expectations of the public, empathising with the 

public, educating the public. 
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