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Kari Mjaaland Heggstad 

FROM AMSTERDAM TO A RAINY FOREST 
– WHAT DRAMA CAN DO – (OR PERHAPS NOT DO?) 

 

INTRODUCTION 
In this article I will start out from the tradition of working through  drama and 
emphasise some important elements for our work in drama processes. 
Throughout the article I will use three examples from my own work: “The Human 
Hand”  1 with 13-16-year-olds; “The Snow Queen”  2 with 5-10-year-olds and “The 
Tiny Little Bunny who Disappeared”3 with 1-2-year-olds. The leader is central to 
the work both in the planning process and in the drama, which takes place in 
kindergarten and classrooms. I will have a special focus on the tasks of the leader 
as facilitator and the challenges that comes with it.  
 
The conference theme is creativity and curiosity in education. There are obvious 
reasons for this. The arts are especially suited for meeting these important 
potentials in human beings, but the arts in kindergarten and schools seem to be 
threatened subjects and methods in many societies. From the perspective of 
educational drama, the relevant questions are: Can this kind of drama work 
stimulate young people’s curiosity, trigger their imagination or open up for their 
creative resources? Will the drama work be of any support in the development of 
critical thinking among the participants?   
 
Children are born with curiosity – a desire to discover and explore their 
surroundings, to know and learn – which is a valuable desire throughout our 
lives. This desire should be stimulated and nourished in kindergartens and 
schools. The stimulation is dependent on the teacher’s approach – not the 
curriculum itself. Human beings also have the ability to create new ideas, new 
things, thinking in alternative ways, using their imagination. Education in general 
is not always in favour of new thinking and originality, but through drama 
processes which naturally involve active participation, the teacher can stimulate 
and provide space for creativity. The teacher is central to create the environment 
needed for this to happen. As Dorothy Heathcote wri tes: “One essential 
requirement for creative action is the capacity for tolerating tension” (Heathcote 
in O’Toole 1992: 133). Creativity must also be object of a scrutinized look.  
 
Critical thinking is another aspect that can be promoted in drama in educa tion, 
through the content, theme and conflicts that is dealt with, but also through 
                                                           
1
 “The Human Hand” was developed for the EU funded research project called DICE (Drama Improves Lisbon 

Key Competencies in Education) which took place from 2008-2010. The process drama is published in Making a 
World of Differences. A DICE resource for practitioners on educational theatre and drama (DICE Consortium 
2010: 61-73).  
2
 This drama example is based on H. C. Andersen’s fairy tale “The Snow Queen” and is published in my drama 

book for teachers in kindergartens and schools: 7 veier til drama [7 paths to drama] (Heggstad 2012: 62-65). 
3
 This example too is published in 7 paths to drama (Heggstad 20012: 201-204 and 206-208) 



 

 

analysis in plenary after the drama work, concerning the attitudes that have 
appeared, the choices that have been made, the power mechanism that have 
been at stake etc. Research finds that educational drama can be a source for 
development in the afore-mentioned areas and as a good learning arena in 
general (see the DICE research findings www.dramanetwork.eu). But there also 
needs to be awareness and focus on the need for higher education in drama, as 
research also shows that good outcomes are always dependent on high quality in 
the drama work itself. Otherwise as Anne Bamford says, it is better not to do 
drama (Bamford 2006).  

EDUCATIONAL  DRAMA   
The tradition I will focus on stems from two important pioneers in our field, 
Dorothy Heathcote and Gavin Bolton and their ideas of Drama in Education (DIE). 
In different ways and together – they developed drama as a way of learning 
through the arts. A main method in their work has been teacher-in-role where 
the teacher and participants together explore a theme or a situation through 
roles and reflect upon the situation at the end of the lesson – or when it seems 
necessary to halt and discuss.  
 
Heathcote’s early work4 and especially some of her articles are material I return 
to. Bolton has theorised and given examples in his many books on educational 
drama. Through their writings and extensive travels – giving workshops and 
lectures, their ideas spread around the world – including to the Scandinavian 
countries.  I owe Heathcote and Bolton a debt of gratitude since the 1980s. 
Drama educators like John O’Toole, Cecily O’Neill, David Davis as well as 
Jonothan Neelands and Tony Goode have worked wit hin this frame in the 1970s 
and the 1980s.  
In his book The Process of Drama (from 1992), O’Toole investigated the whole 
field of dramatic processes and it became, in my view, a valuable source for 
drama teachers in the 1990s. In 1995 O’Neill published Drama Worlds. Drama 
Worlds contributed to the expansion and development of DIE through drama 
processes. O’Neill’s strong emphasis on the artform was important. Another 
inspiration for my own work is Davis, through his practice and writings. His latest 
book Imagining the Real. Towards a new theory of drama in education  gives an 
interesting critique of current drama publications on drama practices. He 
presents his theories of “making” drama through the influence from and 
dialogues with Bolton over the years. Davis is also strongly influenced by the 
dramatist Edward Bond’s analysis of theatre and his concepts of site, centre, 
enactment, cathexis, drama event and more (see also Bond 2005). 5  
 

                                                           
4 Heathcote’s well-known particular strategy for drama in the full curriculum called The Mantle of the Expert, 

which is from her later work, will not be included. I have never had an interest to that approach. 

 

5
 The actor, director and dramatist, Chris Cooper, has cooperated with Davis and Bond for many years and is an 

expert artist in this field and an important inspirator for our work with TIE at Western Norway University of 
Applied Sciences. 

http://www.dramanetwork.eu/


 

 

Neelands & Goode published their first edition of Structuring drama work  already 
in 1990 (3 rd edition in 2015). This book contains a collection of conventions – and 
clearly builds on Heathcote’s ideas in the well -known article “Signs and Portents” 
from 1984 (Heathcote 1984: 165-167). If read as a recipe book for making drama 
sessions, I find Structuring drama work  problematic.6 Also, I find that the book 
has a one-sided focus on a Brechtian distance in every part. What I find really 
useful is some of the conventions for specific contexts. They are flexible, and I 
feel free to transform them into my own style or way of working. This is the 
approach I also have encouraged my students to do.   
 

HOW  DO  WE WORK  THROUGH  DRAMA  PROCESSES? 
In the following I present some aspects which I think are important when we plan 
and carry out work in this field of ours. I will look closer at: Pre-text; Protection 
into role; The penalty-free zone; Collective participatory work; Dramaturgy – 
building content and form; Improvisation – and sharing; Change of perspective; 
Reflection.  There could have been more on the list, or perhaps other aspects.  
 
PRE-TEXT 
O’Neill gave a name for this idea in  Drama World (1995). A pre-text is a starting 
point in the planning of a process drama but can also become the centre of the 
project. We now talk about the extended concept of ‘text’, which means a pre -
text can be many things. It can contain a minimum of stimulus or a large amount 
of information. The pre-text for “The Human Hand” is Rembrandt’s “The Anatomy 
Lesson of Dr. Nicolas Tulp”. The painting has always triggered my interest: It is 
dramatic in a strange and demonstrative way. I started to explore Rembrandt’s 
early period as painter, and then the painting itself, which also revealed facts 
about the characters in the painting. This took me to the life in Amsterd am in the 
1600s and not the least to the history of anatomy and the anatomical theatres up 
to the 1630s. The exploration took partly place before I developed the process 
drama and partly in the process of making it.  
 
The pre-text for “The Snow Queen” was simply Hans Christian Andersen’s fairy 
tale with the same name. The fairy-tale consists of seven stories and lots of 
dramatic events involving the struggle between good and evil. It seemed to be an 
exciting world to enter through drama.  
 
For “Tiny Little Bunny Who Disappeared” the pre-text was another ancient 
artwork, “Young Hare”, a watercolour painting from 1502 by Albrecht Dürer – 
along with a piece of music: “The Music of Stones” by Stephan Micus. The “Young 
Hare”, so beautiful and lively, was something  I wanted to share with the 
youngest children – and the contemporary music with some light flute playing 
was perfect for this world I hoped to create together with the toddlers.  
 
Other kinds of pre-texts are artefacts like an America emigration trunk or a n old 
map; children’s novels like The Boy in the Striped Pyjamas  by John Boyne or Mio, 
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 My experience is that new students and teachers often read this book as a recipe on how to do the workshop. 



 

 

My Son by Astrid Lindgren; plays like Shakespeare’s A Midsummer Night’s Dream 
or Ibsen’s Peer Gynt; short stories like Hills Like White Elephants by Ernest 
Hemmingway; non-fiction texts like a headline in a newspaper, a classified ad, a 
letter, an SMS, an almanac page from the early days of the 2 nd world war. Our 
culture and everyday living are filled with potential pre -texts for process drama. 
 
PROTECTION  INTO  ROLE 
Davis introduced me to this concept when he was a guest teacher in Bergen in 
1990. We started a drama by modelling a pirate. He called this the first 
dimension of the character and added a second dimension which had to do with 
the attitudes, worries or feelings the character can have, relevant to the drama 
we are going to enter into (Davis, 2014: 96-97). This became important for my 
understanding of how we can guide children into the fiction, not pushing them 
into something they are not yet ready for. Bolton says:  

I cannot stress enough how important it is for teachers to realise that 
because drama is such a powerful tool for helping people change, as 
teachers we need to be very sensitive to the emotional demands we make 
on our students. The notion of ‘protection’ is not necessarily concerned 
with protecting participants from emotion, for unless there is some kind of 
emotional engagement nothing can be learned, but rather to protect them 
into emotions (Bolton, 1984: 128).  

  
Bolton discusses protection within the performance mode. The performance 
mode can in itself be protective, if the dramatic form is powerful enough to 
intensify the participants’ contributions. Protection is also important as to topics 
that are painful, controversial or too exciting. Bolton’s ad vice is to take an 
indirect approach – either by entering the drama from a distant perspective or to 
use analogy. He also introduces projection in the dramatic playing mode, which 
means not being in role, but being on the outside by sculpturing (like Davis ’ 
example above), directing, writing, drawing, making soundscape – or by 
observing through looking at pictures, reading or watching a play (Op.cit.: 131 -
134). I think Heathcote too is touching on protection when she says: “I spend a 
lot of time preventing classes feeling stared at. /…/The actor in theatre, the TIE 
team and the teacher have all made a contract to allow people to stare at them, 
but the children have not made that contract” (Heathcote 1984: 162).  
 
In “The Human Hand” the students gather in groups around some large copies of 
Hendrick Averkamp’s Winter Landscape with Skaters  (from around 1608). The 
painting is filled with action and details. The students are studying it closely and 
after a while they, in plenary, share what they have discovered. Further we 
discuss people living in the Netherlands in the early 1600. A final question in this 
phase: What do you think they knew about the human body?  
 
In “The Snow Queen” we are playing a game -like sequence and indirectly enter 
the core of the work. A devil/troll and his two devil students are chasing human 
beings while carrying the devil’s troll mirror between them. Before we start, we 
put on “troll mirror music”. The rest of the group is wandering around in this 



 

 

world. The devil and his students run around – and – when they stop in front of a 
human being – the devil makes a horrible grimace – and the person freezes like 
ice into the same position. The game is constructed from the first of the seven 
stories in H. C. Andersen’s fairy-tale called “About the Mirror and its Pieces”.  
 
In “Tiny Little Bunny Who Disappeared” we are simply starting by l ooking at the 
painting projected on the wall, Dürer’s “Young Hare” from 1502, and are chatting 
about the sweet little bunny, before the facilitator tells about his  disappearing.   
 
A  PENALTY-FREE  ZONE   
Dramatic make-believe is a human activity for instance in children’s dramatic 
play, but also in our adult lives.7 We can express ourselves through signals that 
frame our behaviour as not meant. This allows behaviour th at is not acceptable 
in real life, and at the same time it gives us “protection both within the play and 
from ‘real’ consequences beyond it” (O’Toole 1992: 25). In drama processes we 
enter roles and can test out ideas, attitudes, different status, make qui ck 
decisions in the moment, explore a problem and create solutions to a problem. 
We can side with the good or the bad. We step into the shoes of another and 
identify with the role. Heathcote says:  

The material of drama consists of, first, our ability to m ake ‘another room’ 
for ourselves, in order to examine something. You can call this play, or 
playing, or the theatre, or make-believe, its name doesn’t matter, so long 
as it takes the burden of future responsibility temporarily out of the 
picture. It becomes a no-penalty area  in which the two parts of people can 
have equal status /…/ the spectator part/… /and the participant part 
(Heathcote 1984: 128-129). 
  

I think most children will understand this intuitively, but sometimes we need to 
stop and clarify the situation. Even a teacher can penalise herself – being afraid 
of identifying with a particular role. In drama we explore actual living, but as 
Heathcote says the penalty-free zone makes tension productive, while tension 
often is unproductive in our lives.  With the penalty-free zone of drama, we don’t 
have to worry about the outcome – so thereby we enter into the process of 
resolving the particular situation (op.cit.: 130).  
 
COLLECTIVE  PARTICIPATORY  WORK 
Theatre and drama are collaborative artforms. Perhaps  this can scare a teacher 
who feels safer when students sit, and work concentrated at their desks. In many 
schools teaching is still a traditional transmission of knowledge and facts. The 
belief in this strategy is still strong among teachers and parents. The timetable 
each day is fixed. The pressure to achieve high scores on for instance PISA tests 
leaves little room for alternative teaching methods. Doing drama with a class of 
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 Erving Goffman deals with this in The Presentation of Self in Everyday Life (1959) and in Frame Analysis: An 

Essay on the Organization of Experience (1986 [first edition 1974]). Heathcote is inspired by Goffman’s frame 
concept, but she uses it in a different way (see Heggstad 2013: 259-264). 



 

 

30 kids seems difficult. Transforming the classroom feels impossible. Chaos is 
(probably) the biggest fear among teachers.  
 
Collaborative drama work, in any size, can be demanding also for participants. 
The group needs to have some kind of agreement as to the communication and 
cooperation between themselves. Teacher and participants  share this 
responsibility. The work is organised in different ways. Sometimes the class 
works as a whole group together for hours, but can also work in smaller groups, 
in pairs and individually when for instance writing-in-role; a diary, a message, a 
report. The size of the group will depend on the context and methods.  
 
When we use teacher-in-role, we frame the group in a collective role.  When 
using teacher-in-role the leader works as a dramatist but from a non -scripted 
text. The dramatist is “not only supplying the words but also the accompanying 
non-verbal signals, so the ‘reading’ required of the pupils is multi -dimensional” 
(Bolton 1998: 184). Bolton adds that in this kind of ‘living through’ drama the 
‘givens’ “exists in the very medium, within the very form, in which the pupils are 
going to work” (ibid).  
 
In “The Human Hand”, the participants are given the role as members of the 
Amsterdam Guild of Surgeons doing their ritual putting on of their collars and 
repeatedly say their motto: “Vivat Anatomiae!” The teacher plays the role of Dr. 
Tulp’s assistant. The role type can be described as an intermediate role which 
means you are a messenger or a person who follows orders from above. You have 
no direct authority, but function as a link between the group  and a higher ranked 
character. This type of role is versatile, and the group is given responsibilities. 8  
  
In “The Snow Queen” there is one specific teacher -in-role section. The children 
have the role of the prince and the princess at the castle, while t he teacher takes 
on the role of the sad little girl, Gerda, who just have dreamt that she found Kay 
after searching far and wide. She wakes up. He is not there. They all sit on the 
floor. She is crying. The role type is someone who needs help. The responsi bility 
and the power are in the hands of the children. The teacher waits – holds back, 
needs help. The children will use their life experiences and creativity in their 
problem-solving.  
  
“Tiny Little Bunny Who Disappeared” uses teacher -in-role all through the 
process. The children are bunnies, and the teacher is the bunny mummy. She is a 
positive leader and makes things happen. The age of the children limits of course 
their possibility of decision making. I will share this process drama, before 
continuing to the next sub chapter. 
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 The types of roles (or role categories) comes from Goeff Gillham: 1. Leader - authority role, 2. Opposer - 

authority role, 3. The intermediate role, 4. Needing help/victim role, 5. The lowest status role. (Neelands 1984: 

51-52, Heggstad 2012: 85-88). 



 

 

I wanted to make a drama with the youngest in the kindergarten – those 
between 1 and 2 years old, which I had never done before. Dürer’s watercolour 
was already there in my consciousness. A bunny  should be at the centre of the 
drama – and “The Music of Stones” by Micus fit perfectly.  A colleague from arts 
& crafts wanted to take part. We needed a backdrop and made a colourful non -
figurative transparent and a box with a glass -plate in the same size for the 
overhead projector. I wanted bunny-tails for the children and out of one tail of a 
mountain fox we made 12 small bunny-tails. Perfect – soft and round – and with 
a safety pin in each. I had started from the visual and auditive form, now to the 
content: “Think simplicity”, I said to myself. Difficult, but finally I had a story and 
a simple structure. My aim was to give the children a collective experience 
through aesthetic forms. The two of us wanted to stimulate the children’s senses 
through picture, music, kinaesthetics, smell and  taste – and make use of 
mimicking, imitations  and repetitions  – which are identified by play researchers 
as steps in the toddlers’ development (Heggstad 2012: 43 -45). The big challenge 
was to achieve a common focus among the group of children through play -
structure and language. The drama had eight phases, but within each of these we 
had to be attentive to the children’s contributions and improvise from what 
happened. 
November, snow arrive overnight. We rig up in the largest room in the 
kindergarten – and sit waiting. Nine small toddlers arrive, one is 1 year old – 
the rest are 2. Oh, how small they are! I smile – looking kindly at them and say 
prudently “Hi”. Two of them immediately start crying. I talk about the 
sensation of the snow outside, but I experience the difficulties of 
communicating with nine toddlers at the same time. The language has to be 
adjusted. Now the scared ones sit in safe laps on the floor. We can start.  

1. A Young Hare on the wall: A piece of art as starting point. Amazement. 
Open mouths! Look! You know what? His name is Tiny Little Bunny – and 
he has disappeared!  

2. Tiny little bunnies must have tails:  Everybody accepts that I can be a 
bunny-mother and that I need to put on my tail. They nod and would like 
to be bunnies themselves. I am relieved and say that we must put their 
tales on. All nine shake their heads. Don’t you want to have a tail on? 
Yes, a girl reaches out her hand. She wants to have a tail – in her hand; 
the others too. We are bunnies – partly with tails on our bums, partly 
with tails held high. Lovely! One of them says over and over to me: 
“Have tail with me home!” while he sticks his tale in my face. 

3. Early morning in the forest:  We enter the forest. But it is so dark! Hope 
the sun rises soon. The forest is revealed on the wall, the music is 
playing – and the children are totally immersed. They are watching 
intensively what happens on the wall – nobody notices my colleague 
who paints in the sand in the box on the projector.  

4. Bunnies can jump and roll:  We roll, we count to three and jump and 
walk through the forest. Everybody mimics everybody.  

5. Bunnies always find food:  My colleague has placed lots of tiny carrots 
on the floor. I say: “Oh, we have forgotten to eat breakfast. We must 
look for carrots in the forest”. As a teacher  I want the kids to have the 



 

 

joy of discovering the carrots themselves, so I crawl around on the floor 
searching on floor level – using my nose. My colleague pushes the 
carrots closer. We are more or less swimming in carrots, but nobody 
finds them. So, I have to discover one: Oh! Now all find carrots. Great! 
They are mimicking of course! (I have lectured on the stages of this 
development multiple times). They mimic! What I don’t find, they don’t 
find. When I find, they do too! Theoreticians certainly need on-the-floor-
experience.  

6. Bunnies can sniff: The mother bunny says that we must search for Tiny 
Little Bunny that has disappeared – and if somebody finds him, they 
must shout: Come here! We continue crawling around at the floor – 
searching as an imitation game: looking in all directions, sniffing in the 
air and along the ground. We cannot find him. All the kids are totally 
involved – the grown-ups too.  

7. Sometimes the fur gets wet:  A storm is brewing in the forest (sand is 
covering up the projector) – the sound of wind plays. It’s raining. I feel 
my tail. Is it wet? I must check all the tails – the small bunnies come 
with them – they are all wet. We touch and touch. Delightful.   

8. Tiny Little Bunny is found : My colleague has tucked away Tiny Little 
Bunny (a hand puppet) in the forest, but the hiding place is too difficult 
to find. She moves it to the middle of the room. One of the boys sits 
staring at it for a long time, before he shouts: LOOK! Now a heartfelt 
comfort – and hugging-scene takes place, as only 2-year-olds can create. 
One of them says: I will hold! Thereafter everybody wanted to “be good” 
to Tiny Little Bunny.  

Everything ends well. We are tired and exhausted. We lay down on the floor of 
our cave. Later we nibble on carrots and play with the sand bo x on the 
projector. We had 25 wonderful minutes in a forest together with nine tiny 
bunnies. It was an experience full of learning for the drama and art teachers. I 
will never forget the moments when two of them cried when they saw me, the 
wood full of carrots, sounds and images – and the warmest comforting hug you 
can think of.  
 
The space was transformed through the art forms and opened for a sensuous 
experience. The room became a fictional arena where everybody could play 
together. The collective role as bunnies gave all the same possibility, and we still 
met each child at their own level. I could have stayed on in this rainy forest with 
the kids for weeks.  
 
DRAMATURGY  –  BUILDING  CONTENT  AND  FORM 
The drama teacher prepares the work – and will construct a dramaturgy based on 
a pre-text  or a theme – and what she decides to be at the centre  of the work – 
what she wants the participants to explore, experience and learn through drama 
and in drama. She needs a site for the drama. At every step content and form  are 
interwoven. The drama teacher works as an artist in her preparations. 
Structuring improvised drama can be demanding, but also an exciting creative 
and analytic process.  



 

 

 
The start of the drama is important. She needs to find a way to enter the drama 
which triggers an interest, is protective and inviting at the same time. She looks 
for ways of framing the participants in role and thereby give them possibilities to 
explore, make decisions, find solutions. She finds ways for stronger involvement, 
creates moments of tension. Part of this dramaturgy is also to find objects 
(props) that offer something more to the centre of the drama. Objects, action 
and words can help to “build belief”.9 She focuses on to details and is aware of 
the importance of constraints in her own roles. She knows she needs to hold 
back, and then gradually give more which builds up a dramatic tension. She finds 
ways to scrutinise what is going on through different strategies – and to prepare 
shifts of perspectives . In some drama-processes she will also include narratives. 
But – in her planning process she also knows things can change and move 
towards a different direction – always depending on the understanding and 
inputs from the participants. The time spent outside the drama is included in her 
dramaturgy. The planning is not a straightforward linear process. As previously 
mentioned, it is a back and forth artistic process – but always with the 
educational perspective present. In the example with the “Tiny Little Bunny”, you 
have seen how the planning process is one thing – and the carrying out, another.  
 
IMPROVISATION  –  AND  SHARING   
Improvisation is the main characteristic of drama processes. Most of the time we 
are in here-and-now time – improvising. It is a ‘living through’  element. We work 
spontaneously creating an imagined world together – and respond to the 
situation in the moment. Improvisation means working without a script, but the 
site, the context and the role together with our life experience, will provide 
material for the spontaneous action. To improvise means to say yes to the 
situation, build on each other but also to create tension.  
 
Sharing. Sometimes we invite volunteers to explore a given situation through 
improvisation, with the rest of the group as audience. The group  can explore the 
situation and relations further through an alternative strategy or by the teacher 
giving tasks like exploring through temporality and proximity. The task of the 
class is to analyse the situation – not the improvisation skills. The risk with such 
sharing is the judging. Improvisation, in our connection, is to look closer at a 
‘living through’ moment. Here, the improvisation is not an acting technique – it 
is rather an enactment. In this live drama/theatre the participant/audience is 
present at an enactment of a life event (Davis 2014: 44).  
 
Sometimes we want the participants to do parallel improvisations – to explore a 
certain moment in our drama without an audience. Afterwards we can invite 
groups to present/re-play their improvisation – which of course becomes a 
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 When planning «The Human Hand», I needed something to help the 13-16-year-olds into their roles as 

Members of Amsterdam Guild of Surgeons. I wanted beautiful white collars for them like in Rembrandt 
painting. White paper cake napkins with a cut out circle for the neck became the collars we needed for the 
ritual and the identification with the collective role.   



 

 

slightly new improvisation! Sharing like this can provide material for the 
progression in our drama.  
 
CHANGE  OF  PERSPECTIVE 
Sometimes there is a need for shift of perspective in our drama. We have worked 
through a situation and seen it from one particular angle and need to change the 
perspective to understand more. In “The Human Hand” we try to identify with 
the anatomy experts from historic time, who have started exploring the human 
body scientifically and who have this drive to un derstand more of the body in 
order to give more efficient treatment to people with diseases and injures. At 
the same time their humanity towards all members of society can be questioned. 
We shift the perspective to the corpse at the table, Aris Kindt and t he last day of 
his life.  
 
REFLECTION 
In processual work we are of course reflecting all the time, as Davis points out. 
We have two worlds in the head at the same time – the fictional world and the 
actual world. The Danish dramaturg and researcher, Janek S zatkowski, calls this 
‘the aesthetic doubling’ (Szatkowski 1985). Goode and Neelands have organised 
their conventions in four varieties of dramatic action. One of these is reflective 
action, for example “Giving Witness” and “Voices in the Head”.  We can fi nd 
ways of reflecting together through dramatic form. But we have also a tradition 
of discussing after a phase which perhaps has been emotional or disturbing or at 
the end of the drama session. We sit down and reflect. The teacher/facilitator’s 
ability to ask questions and follow up the participants thinking is crucial.  

CONCLUSION 
We have explored drama in education (DIE), process drama or other forms of 
drama processes. We have looked at challenges as to the planning, but also the 
implementation. We have looked at how the facilitator can protect the 
participants in the process, but also challenge them. I am sure you can see the 
learning that is going on in such processes – the learning as to the content, but 
also a social learning, a learning that has to do  with contributing, take chances, 
invent, make up stories, create new ideas, be in an innovative mode. How large 
the impact is – I will not guarantee, but something is happening – and I think it 
has to do with understanding the world we are living in.  
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Bertolt Brecht’s play The Mother (Brecht, 1978) is based on a novel by Maxim 
Gorky. The title character, Pelagea Vlassova, deals with personal tragedy, illness 
and the momentous political upheaval in 1917 Russia. Most of all though her 
struggle is against illiteracy for she sees that it is only by mastering this will she 
become free to raise and carry the flag of her own liberation. There is another 
character in the play, a teacher by the name of Vesovchikov. As a teacher, he is 
already literate of course and in fact so well -educated that he is now in a 
position to devalue the knowledge he has. He proclaims books to be ‘nonsense’:  

Men are only made worse by them. A simple peasant is a  better human 
being for that reason alone, that he hasn’t been spoiled by 
civilization…Knowledge doesn’t help, you know. It’s kindness that helps.  

But the old woman is not convinced and replies:  
 You give us your knowledge then if you don’t need it.  
The conflicting views of Vlassova, the mother deprived of access to education 
and the culture of the decision makers, and Vesovchokov, the teacher who has 
benefitted from education and now waves aside the culture that has entitled him 
is, I will argue, mirrored in the history of art education in the past half century, 
perhaps most noticeably in the field of drama.  
 
In the UK, Herbert Read began to study children’s art in the 1940s. He was  
unexpectedly moved by the expressiveness and emotional content of some of t he 
work leading him to argue that children’s creativity was innate. This creativity, 
he argued, was suppressed by conventional education as it was at the time. 
Around the same time Peter Slade began experimenting with drama in his work 
with underachieving and unhappy children. In parallel with Read, this led him to 
believe that children’s drama was a unique artistic form in its own right that was 
then tainted and ultimately destroyed by the conventions of the established 
theatre. Through the 1950s and 1960s ideas regarding progressive ‘child -centred’ 
education became increasingly influential. However, the extent to which the 
philosophies and indeed research of Read, Slade and a host of other art 
educators were fully understood and implemented is open to ques tion. As is 
often the case new insights, innovations and practices can all too easily become 
watered down or corrupted. Notions of educating through art and drama 
became, in many instances, a case of letting the kids do what they wanted 
because it was ‘natural’ and therefore ‘couldn’t be wrong’. It is unsurprising that 
this led to the perception that such ‘child -centred’ education effectively meant:  



 

 

Free activity, no rules, no streaming, no examinations, no teaching (and 
therefore no learning).  (Cox and Dyson, 1969) 

Such a position may be seen to have its roots in the 18 th century Romantic 
philosophy of Jean-Jacques Rousseau and is at odds with the notion of a ‘liberal 
education’. In this paradigm, which draws on Ancient Greek traditions of 
education, an educated person is seen as being one whose mind has been 
deepened and broadened by knowledge and understanding of a non -technical 
sort. In the UK such an education was championed by Hirst and Peters who 
argued that 

There is very little to know about riding b icycles, swimming, or golf. It is 
largely a matter of “knowing how” rather than of “knowing that”, of knack 
rather than of understanding (Peters, 1968 p. 159).  

The curriculum resulting from such an ideal would consist of mathematics, 
physical sciences, human sciences, history, religion, literature and the fine arts, 
and philosophy. Critics of such a regime would doubtless point out that Ancient 
Greece was a slave-owning community divided between slaves and freemen. 
Their ideas about education may seem both elitist and an inadequate 
preparation for life in today’s technologically driven world.  

From the perspective of the arts, both poles seem to me seriously flawed. A 
‘liberal education’ may result in children ‘knowing about’ art but not being able 
to express themselves through it because they haven’t been taught how. A ‘child -
centred’ approach may allow and perhaps celebrate children doing what they do 
as children but leaves them unable to develop their art because haven’t been 
taught how. While I wasn’t aware of this clash of philosophies when I was at 
school, in retrospect I am aware of its repercussions. I went to what was 
accepted as a ‘good’ state school (indeed, I was in the same class as UK 
Chancellor Philip Hammond – though I’m not sure what that says  about me or the 
school!) However, in the three years I did music there I never once touched a 
musical instrument but remember the teacher dictating the life story of Joseph 
Haydn to us. My appreciation of classical music didn’t begin to flower until years  
later when I studied for a Masters degree in Arts Education and worked with 
some inspirational and encouraging music teachers. By contrast, all I remember 
of my three years of art lessons was the teacher telling me that the portrait I’d 
painted of my father was rubbish because his fingers looked like bananas. With 
no instruction on how to paint, my artistic efforts tend now to be restricted to 
occasionally redecorating a room in my house. Drama was not taught at my 
school so I was spared both the criticism and boredom I’d endured in art and 
music. Perhaps that’s why I ended up getting involved in it when I went to 
university. 

I found it interesting to read that when asked whether they wanted creative 
pupils in their classroom every teacher in a recent study  said ‘YES’.  However, 
when they were given a list of words most closely associated with traits allied to 
creative thinking the same teachers associated the words with their least 



 

 

favourite pupils! When I first started teaching I had a pupil named Matthew 
Dodds. He wasn’t an especially naughty boy but he sometimes got into trouble in 
some lessons for not paying attention or not working hard enough. I liked him. 
Which brings me to the mythical characters of Sisyphus and Tantalus, and the 
playwright Samuel Beckett. Sisyphus, you may know, was destined to spend 
eternity pushing a stone to the top of a hill only to witness it rolling down again 
once he got it there. Tantalus, from whom we derive the word tantalising, was 
made to stand in a pool of water which always receded when he stooped to drink 
it. Above him hung tempting fruit which was forever just out of his reach. 
Beckett drew on these myths in his play Act Without Words  to show the futility 
and frustration of life. Matthew chose to perform this play in a  little drama 
festival I’d organised. He was superb, setting comic timing against heart breaking 
facial expressions to capture the absurdity and tragedy of the human condition. 
It struck me though that while he didn’t know the myths of Sisyphus and Tantalu s 
(until I told him about them) he did know what it was like to be in a system that 
set him work to do which seemed never ending and pointless while dangling the 
promise of success in front of him without furnishing him with either the skill or 
knowledge he needed to achieve that success.  

I once had the pleasure of working with another playwright, Noel Greig, who 
taught me the maxim that ‘limitation is stimulation’. Beckett’s stage directions 
for his one man, silent play certainly set Matthew some strict li mitations but it 
also stimulated him and inspired him to create something extraordinary. It was 
my privilege to help him develop the skill he needed to bring Beckett’s work to 
life, and provide him with the knowledge of the myths upon which it was based.  

A footballer cannot score a goal if there are no goal posts. In order to score a 
goal he or she needs to know where the posts are and have the skill to put the 
ball between them. Knowledge without skill doesn’t create goals any more than 
it can create art. And skill cannot develop fully without knowledge. Footballers 
get better by studying other footballers; Brecht could only write The Mother 
because he knew of Gorky’s novel. Thus, creativity may be regarded as the result 
of the artist (or footballer for that matter) applying his or her knowledge and 
skill in order to meet a challenge that is stimulating precisely because it is 
bounded by limitations.  
 
 
Brecht, B. (1978) The Mother (trans. Gooch, S.), Eyre Methuen, London 
Cox, C.B. and Dyson, A.E. (1969) Fight for Education: A Black Paper, Critical 
Quarterly Society 
Peters, R.S. (1968) Ethics and Education , George Allen & Unwin, London 
 
 
 
 
 
 
 



 

 

PowerPoint slides 

1 TITLE 

 

 
 

2 
HAPPY 

BIRTHDAY 

 
Can you read music? I can’t. My music education was 
terrible. I was not given the knowledge or skill required to 
turn this notation into sound. I was given notes on the life of 
Joseph Haydn and made to sing embarrassing songs.  
 

3 
JOIN THE 

DOTS 

 
Do you know what this picture is? What process does your 
brain go through to turn these dots into…  
 

4 MONA LISA 

 
…this picture? Certainly, you must have acquitted knowledge 
of this picture in order to fill in the gaps between the dots.  
 

5 
THINKS 

BUBBLES 

 
What you probably don’t realise is that I am an amazing 
poet, artist, musician and philosopher. I compose the poems 
and pieces of music in my head. I see beautiful pictures and 
think profound thoughts. What other proof do I need? 
Well, I’m sure we would agree that a creative act an only be 
recognised as such if it is somehow placed in the public 
domain. The idea must become concrete somehow. It 
involves finding a form to carry the content.  
 

6 EGG 

 
Failure to prepare is preparing to fail BUT we must be 
prepared to fail. It’s often said in teaching that you must 
prepare; if you don’t then you are likely to fail. But let’s not 
confuse that with being prepared to fail by trying something 
new. Consider the business of eating an egg. Let’s imagine 
an early human seeing his friend eating an egg. He asks 
where he got it from: ‘It came out of a chicken’s what? And 
you’re eating it?’ ‘Sure. Try some. Delicious!’  
 

7 
TEENAGE 

BRAIN 

 
There is a lot going on in a young person’s brain. 
Connections are still being made. This means that there is a 
possibility of some of those connections being hi ghly 
original. The brain is not independent of the physical and 
sensory experiences of the body. The teenage brain is 
subject to all manner of influences that more mature brains 



 

 

have found ways of categorising, utilising, repelling, 
neutralising.  
 

8 PICASSO 

 
The price of this is that the potential to make new, vibrant, 
original connections and be willing to try them out 
diminishes with age. AS Picasso said, ’Every child is an artist. 
The problem is how to remain an artist once we grow up.’  
 

8 EDISON 

 
What we may develop with age though are ways of capturing 
those moments of inspiration and organising them in such a 
way as to become concrete. We can use our knowledge and 
skill to give ideas form. Edison said that genius is 1% 
inspiration, 99% perspiration. While inspiration may give the 
initial breath, it takes an effort to fan the flame.  
 

10 NEWTON 

 
Sir Isaac Newton said that if he achieved anything it was 
because he was ‘Standing on the shoulders of giants.’ To 
capitalise on the initial spark of creativi ty we need to build 
on what has been discovered before. In modern terminology 
we could call this ‘life-long learning’. I prefer to evoke 
Gramsci’s concept of ‘praxis’, that is, the combination of 
what we do, with what we know. 
 

11 
CHILD 

CENTRED ED. 

 
So what is the best way of fostering creativity. Do we let 
children play and discover the world for themselves, at their 
rate and in their own way and trust that they will be some 
sort of osmosis be able to internalise and utilise all they 
need to know and do? 
Proponents of this philosophy draw on the work of people 
like Rousseau,  Herbert Read and Peter Slade (who argued 
that ‘Child Drama’ is an art form in its own right).  
 

12 
LIBERAL 

EDUCATION 

British educationists Hirst and Peters drew on the Ancient 
Greek notion of a ‘liberal education’ and argued that an  
educated person is one whose mind has been deepened and 
broadened by knowledge and understanding of a non -
technical sort. 

There is very little to know about riding bicycles, swimming, 
or golf. It is largely a matter of “knowing how” rather than 
of “knowing that”, of knack rather than of understanding.  

Thus, their curriculum focused on teaching about 



 

 

mathematics, physical sciences, human sciences, history, 
religion, literature and the fine arts, and philosoph y. 

 

13 
TECHNICAL 
EDUCATION 

 
In Britain at the moment the drive is to support more 
technical education. We have qualification called T levels. 
But where are the limitations of focusing on technical skills 
without placing them into a knowledge based context ? 
 

13 TOWERS 

 
There are as many creative ways of knocking towers down as 
there are of building them…  
 

14 
SCIENCE 

EXPERIMENTS 

 
and experiments can lead to very different outcomes.  
 

15 CRAFT 

 
Speaking specifically of my own subject, drama, playwright 
Noel Greig argued that failing to provide young people with 
the knowledge or skill required to craft their ideas into 
robust forms can only result in poor, meaningless products.  
 

16 
AN 

APHORISM 

 
Noel also gave me a little aphorism that I have held dear for 
many years and always share with my students:  
      Limitation is stimulation 
 

17 
A 

MEANINGFUL 
MYTH 

 
To put this into context allow me to tell you the tale of a 
student I once had had had every cause to understand the 
myth of Sisyphus and found Samuel Beckett’s ‘Play Without 
Words’ the perfect vehicle to express how he felt.  
 

18 
HOW TO 
ACHIEVE 
GOALS 

 
Limitation is stimulation. You can’t score a goal if there are 
no goalposts. 
 

19 FORMULA 

 
My argument then is that if we can’t teach creativity. What 
we can do is provide young people with knowledge and skills 
while allowing them to experiment with how they might use 
that knowledge and those skills in new ways. Paradoxically 
their creativity will be heightened if they are provided with 
constraints. 
 

 



 

 

Katrine Heggstad 

FROM TEXT TO THEATRE – HOW TO TRIGGER CURIOSITY 
 
 
 
CURIOSITY  
In this article I will address an approach that can help triggering the curiosity and 
focus for future audience to theatre performances. The approach is called from 
text to theatre  and its aim is to unlock the language of the theatre in order to 
help young people better understand and make meaning when they experience 
theatre performances. I will mainly focus on one specific example Anne 
Pedersdotter.10 In this example we open with playing a piece of music “Anne’s 
Sorrow” (inspired by old folk music), while the students aged 15 -16 years old 
enter their classroom, in a school in Bergen, Norway. The tune was composed for 
the specific performance, and we can assume that it is not the kind of music 
most young people in Bergen listen to, we can also assume that this is not the 
way their class usually start. Hearing the music as they enter the room, signals 
that something extraordinary will be happening in the coming hour. The music 
becomes the scenographic element throughout the workshop. In this way the 
strange, unfamiliar music becomes familiar. The participants will come to know 
the rhythm, the pattern, the sound and they will probably recognize this when 
they later watch the theatre performance Anne Pedersdotter. 
 
Researcher in literature, Nina Goga, sees a link between knowledge and 
curiosity. It can be recognized in the span between the known and the unknown. 
She writes: 

What is unknown, unusual and extra ordinary is called a curiosity. A 
curiosity is something remarkable, something strange, odd, and peculiar 
that has awaken[ed] our inquisitiveness. In Latin the noun cura means 
care, concern, carefulness. From cura the adjective curiosus  is derived 
meaning careful, observant and concerned (as  in cura-tor). The noun 
curiosum is probably a newer, scholarly variant of the word and means 
‘something that makes us curious’. While knowledge is something known, 
something already there, a curiosity is something we find by employing a 
curious and observant gaze, and something we want to take care of – to 
care about and to collect  (Goga, 2008, 4). 

 
By starting the class with playing “Anne’s Sorrow” the participants’ curiosity 
might have been awakened as they enter the classroom.  
  
THE UNKNOWN BECOMES FAMILIAR 
                                                           
10

 The from text to theatre material (available in Norwegian: https://www.dns.no/media/140463/workshopen-

fra-tekst-til-teater-anne-pedersdotter.pdf) and additional teaching pack (available in Norwegian: 

(https://www.dns.no/media/140353/anne-pedersdotter-laererheftet-docx.pdf) I developed together with Kari 

Mjaaland Heggstad and Stig Audun Eriksson (2015). 

https://www.dns.no/media/140463/workshopen-fra-tekst-til-teater-anne-pedersdotter.pdf
https://www.dns.no/media/140463/workshopen-fra-tekst-til-teater-anne-pedersdotter.pdf


 

 

The second time we put on “Anne’s sorrow” during this workshop the 
instructions are as follows:  
Line up by the walls. You are soon going to fill the space. I would like you to  
imagine you are a person of high rank, living in the 16 th century. I want you to 
listen to the music and walk or stride in time with the music. See the others. 
Greet each other when you meet. You are not to speak, but rather gracefully 
greet with a bow or a nod or make a curtsy before you move on. (Facilitator 
exemplifies greetings in a slow and ritual manner).  You are never to stop, but 
to have a solemn drift to the music.  
 
The music fills the room and the students start moving in the space. The 
instruction is given in a poetic manner and if we have managed to create a safe 
space for exploration, the students accept this stylized improvisation movement. 
They find focus and concentration and move around in the fictional site in a 
solemnly mode. We explore the greetings as people of high rank in an undefined 
place in the 1560s. Rather than starting the session by looking at questions and 
hearing the students’ knowledge about the historical period, we invite the 
participants into the story, the time, the rhythm. Being together using this 
exploratory approach, can give ownership to  students as a collective, and 
thereby class-ownership to the parts of the story of Anne Pedersdotter that they 
might recognise when they later watch the theatre performance. The students 
will develop some knowledge about the story, the time the rhythm.  
 
When planning the workshop, we know we will only have 60 minutes with each 
class, so we need to capture their interest from the start. A constant dilemma 
which is in the back of our head is how to design a workshop that will give the 
participant a preunderstanding and also hold back to trigger their curiosity 
towards watching the play.  
 
TO SHARPEN THE FOCUS THROUGH EXPOSITION 
We sometimes find a way to introduce the characters, through a simple narration 
and letting students in the class represent the main  characters. This is what 
Heggstad and Eriksson have called the exposition approach. If we are two 
colleagues doing the workshop together, one will narrate while the other moves 
around and invites one by one to enter our little stage with two chairs and on e 
stool. The facilitator narrates:  
We are in Bergen anno 1560. Absalon Pedersen Beyer - (The facilitator moves 
towards a student, smiles invitingly, takes his hand and leads him to one of the 
two chairs) is a clergyman at Bergenhus Castle .  Absalon is 60 years old and is 
highly respected in Bergen. His mother, Merete Beyer (a girl is chosen and 
placed on the chair next to Absalon) lives in Absalon’s house. Merete is 80 
years old and is a strict woman. She keeps order in the house and is known for 
her excellent cooking. She is very fond of her son. In this house, there is also a 
young woman. Her name is Anne (the facilitator finds another girl. She is 
placed behind Absalon, with a hand on his shoulder) . Anne has been married to 
Absalon for 5 years. She is only 22… A young, (handsome) man has just 
returned to Bergen from Copenhagen and Wittenberg in Germany where he 



 

 

studied theology. (The facilitator finds another participant and places him on 
the left side a couple of meters from Anne).  He is also educated as a priest. 
Martin is his name. He is Absalon’s son from Absalon’s first marriage. In 
Absalon’s house there are two maids:  Jørund and Bente. (The facilitator finds 
two persons – sometimes boys, sometimes girls, and makes them kneel down 
and work). They are scrubbing the floor. Three priests from the villages around 
Bergen also like to come visit Absalon’s home. (The facilitator finds three 
participants and bring them to the stage on the opposite side to Martin, facing 
Absalon. They have folded hands).  The narrator introduces each of them: This 
is Master Olaus, he is priest in Radøy, he is a man who goes with the majority 
in the church meeting – and here is Master Laurentius, from Os – he strictly 
follows the Bible – and this is Master John, he is the priest in Fana – and 
sometimes he likes a drink or two. One day the Danish Bishop Jens calls for a 
church meeting. (The facilitator finds a participant to be the bishop, and leads 
this person to the stage, standing on a stool, with open arms – calling for a 
meeting). All the priests come for the meeting. Bishop Jens is actually educated 
as a physician and was hoping for a good position in Copenhagen. Instead he 
was given the position as the Danish bishop in Bergen. There is an old woman, 
with a crooked back; she has a bit of a wild gaze in her eyes. (Facilitator finds a 
person to be Herlovs-Marte). Her name is Herlovs-Marte. She suddenly appears 
as if from nowhere. People get frightened, some people scream, some call her 
name, or other names for her. Before you know it the streets are filled with 
people. Thank God we have a city police force!  
 
Through this visual, stylised narration with involvement of members of the class, 
the whole class gets introduced to the main characters, their relations to each 
other and they have become aware of potential conflicts or tensions. The 
exposition is here set in the time of the play and the stylised form of imaging 
gives the participants and audience time to take in the different roles and their 
relations. After this the class is  ready to work on text-excerpts from the script. 
The excerpts are from different parts of the play. In groups the students work on 
staging the text and get 10-15 minutes to explore and rehearse before the short 
scenes are shared in chronological order. Here another tune by Stinnerbom 
”Släng polska” is used as an interlude between the different scenes instead of 
applause and comments. 
 
Anne Pedersdotter is a play, based on a historical period in Bergen and the roles 
are based on actual persons even if the playwright made certain changes to make 
it more intriguing.11 When planning the workshop, and developing additional 

                                                           
11 Anne Pedersdotter was written by the Norwegian dramatist, Hans Wiers-Jensen in 1905 and is based on 

historic events and persons. Absalon Pedersen Beyer was a well-educated and well-respected man in the 

society. He had a high position. He was high priest in the cathedral in Bergen, a clergyman at the Castle and a 

teacher for the boys in the latin school. Absalon Pedersen Beyer was married to Anne Pedersdotter. However, 

historically she was more the same age as Absalon. Anne Pedersdotter was a clever woman, she dared to speak 

her mind. She seemed to be highly respected in the higher society, until a certain point. In the spring, 1590, 46 

accusations of Anne Pedersdotter were put forward. She was accused for having evil powers and was 

sentenced to the fire, and burned as a witch, at Nordnes, Bergen 1590 (Gilje 2010,5). The population in Bergen 



 

 

teaching material there is a need for doing research on the historical period, the 
actual persons, the city of that time, etc. This is more dem anding and also very 
important for such a play and for the drama workshop to be taken seriously also 
by the teachers. If they can spot the deep work, they might also see the value of 
drama work in school. 
 
Two other examples of from text to theatre  material, which aim for younger 
children can illustrate the flexibility of this approach. There will be some 
structural similarities, but still they are different. This is because the stories are 
shaped differently.  
 
Another example 
The teacher has prepared the room with a black velvet bed and two lanterns in 
the centre. The room is semi dark. The teacher sits on the floor at the next to 
as the children 9-10-year-olds enter the room. The teacher signals with 
opening her arms that the students shall be seated around the bed. When all 
have been seated, she lights the lanterns and starts chanting:  

Aye-aye-aye  

Aie- aie-aie  

Aye-aye-aye 

Aie-aie-aie  

The teacher signals with opening her arms and looking at the participants, 
when starting a second round of the chant that she wants the students to sing 
along. After the collective chant the teacher narrates:  

The story you are about to hear is just like a fairy tale and a little bit like a 
ghost story. A boy named Karl Lion is almost ten years old. He lives with his 
thirteen-year-old brother, Jonathan, and his mother Sigrid. Their father left 
them when Karl was two years old. Karl is now in his 5th year in school. Well, 
to be precise the last time Karl was in school was in 4th grade. Karl is ill. He is 
so ill, that he has not been to school for a very long time. 
 
In this way the workshop introducing the children to the story of the Brothers 
Lionheart  will start. The chant is inspired by the use of collective singing in the 

                                                                                                                                                                                     
at that time was between 6000-8000 inhabitants. 6-7 murders a year, while 6-7 were burned of being witches 

between 1588 and 1595 (Gilje 2010,83). As Gilje writes, we cannot make these inhuman convictions undone, 

but we can share the historical knowledge and honor these women’s strength. Anne Pedersdotter was not 

afraid to speak her voice in 16
th

 hundreds. She spoke for the future women.  

 



 

 

theatre performance of the story, while the narrati ve story is very much inspired 
by author’s way of opening the novel.  
 Brothers Lionheart  is a children’s novel by the Swedish author Astrid Lindgren 
(1907-2002), who also wrote Pippi Longstocking. This work was initially created 
based on reading the novel and watching a rehearsal of a theatre performance of 
the Brothers Lionheart at Den Nationale Scene (DNS), Bergen in 2008. The work 
is also inspired by students who were taking their PGCE (called PPU – practical 
pedagogical education at Western Norway University of Applied Sciences, 
Bergen, Norway).  
 
The next part of the workshop would be to chant while everyone gets a pen and 
a sheet of paper with two white doves in the right corner. Then the class would 
get the instruction of writing in role as one of Ka rl’s classmates, sending their 
last regards, in form of a poem, a letter or a drawing. They are told that Karl will 
not return to school. The workshop contains quite a lot of narration, which at a 
certain point moves over to narration in role as Karl. Late r we explore the 
imaginative landscape and place where they arrive after death. It is called 
Nangiyala, which is the place of bone fires, the place where fairy tales are born, 
in this place you will no longer be ill, you will be strong and beautiful and co ol. 
We are all residents of one of the valleys, where our rights more or less have 
been taken away from us.  
 
It is interesting to note that writing in role works really well with children, this 
early in the workshop. They seem to almost jump into the fict ional frame, 
accepting the roles and quite easily imagining the situation as real. In the 
workshop there is a protection in the way that the participants decide if they are 
a close friend of Karl, if they used to play with him quite much or if they had 
hardly talked to him in school. 
 
This workshop has also been held with grown-ups. Teacher-students, teachers, 
arts practitioners and grown-ups tend to choose a more distant role-relationship 
to Karl than the children. 
 
A third example 
A large, soft heart shaped carpet is placed in the middle of the room (chairs 
and tables are placed against the walls). The teacher invites the children to sit 
around the edges of the heart.  The teacher asks questions like: What are we 
sitting around? What do you think of when you see this? How big is a heart? Is 
this the usual size and colour? How many can we fit inside the heart? We try 
out. How does it feel? What if the heart was smaller? How many would then 
fit? What do you know about the heart? What happens if the heart brea ks? 
Where is the hart placed in the human body? How is the heart in the human 
body? Are there other hearts?  Etc.   
 



 

 

    
Photo: Stig A. Eriksson. Workshop with students, Bergen, 2014.  

This way of starting is related to the themes of the story. Friendship,  family, love 
and death. The exposition in this workshop comes after a talk about the heart.   

The teacher puts on a top hat and enters the heart in role as Trille, while 
narrating the story: 
Hi. My name is Trille and I am nine years old. I live in a small bay called 
Mathildewick Cove. My Grandpa says Mathildewick Cove is a kingdom. Grandpa 
mostly makes things up, but I like to think that he’s right this time. 
Mathildewick Cove is our kingdom. Mathildewick Cove is a very nice place to 
live. Between the houses and the sea there are some big fields where we can 
run, roll around and play football. We can even bicycle down the hill all the 
way down to the shore. There’s also a small gravel path that takes you from 
the shore and all the way up to the road. By the path you might notice the 
rowan trees, when it’s windy we climb the trees and they become our horses. 
Every morning I look to the sea. I see if I can see grandpa’s boat. He goes 
fishing every morning at five o´clock. Sometimes we go fishing with him, 
sometimes we search for crabs, and sometimes we go for a swim.  

Above the houses you will notice the main road. You can see if someone comes 
to visit. Most cars just drive by.  And above the main road there are some great 
slopes where we can go sledding or skiing in the winter. And even further up, at 
the top of the slopes, far, far up is Hillside Jon’s farm. He is Grandpas best 
friend. And above that you can see the steep mountains. When you get to the 
top of the mountains, you can see our little cabin, or if yo u get there... It takes 
two hours to walk all the way up there. In the summer the sheep are wandering 
around up in the mountains. They can go wherever they like. They are free! 
Well, until they need to come down before the winter sets in. (Parr 2010, 18-20, 
124) 

I live with my mom and dad. Mom, she says yes to almost everything, if only 
you ask in the right way. And dad, he is an old rock musician. He is always 
going to make a song about everything. If I am sad, he makes a song about 
being sad, and if I am glad, he will make a song about that. I have two siblings. 
Magnus and Minda. They are so annoying. Especially Minda.   



 

 

Luckily, I have a best friend who lives next door. Or I think she is my best friend. 
I haven’t dared to ask her yet. Her name is Lena Lid and she is standing over 
there... (points at teacher 2 who gets up and puts on a top hat to mark that she 
is entering the role as Lena.)  Lena, she is not the strongest person I know, but 
she is the bravest, and she is totally crazy sometimes and comes up w ith such 
wild, fun ideas of what we can do....   

When teacher 2 enters the role of Lena she addresses all the children: “Who can 
stand on one foot, the longest? I’d bet it’s me” – the participants take on the 
roles as Lena and Trille’s friends. Depending on their age the facilitators can lead 
them, guide them or even challenge them. If for instance we are working with 
ages 3-5 years old, the narration part is reduced, and the participants tend to 
copy Lena and Trille’s actions (ages 3 -5). With older children we challenge them 
to suggest games Lena and Trille can play during the different seasons; autumn, 
winter, spring and summer. With older children we can also stylize the game 
after we have played through the seasons. When the play become stylized we 
put on the music composed to the TV-series of the Waffle hearts: “Best friend”, 
by Odd Nordstoga. The seasons belong to one corner each. In between we 
practice balancing, on our way to the new season.  

The exposition is based on the children’s novel Waffle Hearts by a Norwegian 
author Maria Parr.12 This book has been made into a TV series and theatre play. 
The teaching material is also very much based on the script of the performance 
Waffle Hearts at DNS. This workshop I developed together with Heggstad and 
Eriksson.13 We have had the opportunity to sit in on rehearsals and to try out the 
workshop material on different age groups, from three -year-olds and up to 12-
year-olds, as this was the target range of the performance.   

The teaching material is therefore created  for several target groups: the 
kindergarten and first grade (part 1 is simplified, with no text work), 2nd and 3rd 
grade (all of part 1), 4th to 6th grade (part 1 and part 2) and for teacher students 
and teachers (the whole paper). The intention is to int roduce children and adults 
to parts of the story; its’ text and form that will be acted out on stage. We do not 
want to reveal the whole story, but to introduce them to small parts of the story 

                                                           
12 Maria Parr (33) is a Norwegian children’s book author from Vanylven, Norway. She writes in Neo-Norwegian. 

Her debut with Vaffelhjarte was in 2005, and her big break through came in 2009 with Tonje Glimmerdal. Parr 

has received prices for both books, among others; Brageprisen, Teskjekjerringprisen and Kritikarprisen. The two 

books are all together translated into 28 languages. In 2011 NRK (The National Broadcasting) launched a TV-

series of Vaffelhjarte. The book is published and under publication in more than 20 countries. It is translated 

into Slovinian Vafljevi srcki´ by Alenka Veder at Mladinska knjiga Založba 2015.The book has also won prices 

internationally; the Zilveren Griffel award in The Netherlands for the best translated children's book in Dutch, 

and the Prix Sorcieres in France.   

13
 Heggstad, K., Heggstad, K. M. And Eriksson S.A.  (2014) https://www.dns.no/media/106695/vaffelhjarte-

studiemateriale.pdf, last read nov. 20
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 2018. 
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that can be recognized and help them hold on to the story and themes that are 
being addressed in the performance. Through the work we hope that participants 
can learn to watch, to listen, to be aware when meeting with the art. (Heggstad 
2014,30).   

The workshop material has been explored with 6 teacher-student classes and 
with drama students at HVL. Three 5th grade classes, three 2nd grade classes at 
a school in Bergen and two groups of kindergarten children, autumn 2014. The 
reflections around the explorations is intended to be analysed and published in 
an international publication. In 2016 this workshop was offered to three fifth 
grade classes at a primary school in Bergen as part of a national campaign, as 
part of the strategic plan to get drama as a subject on the syllabus. The campaign 
has not yet been successful.  This workshop was first offered in English with adult 
participants at the conference: Creativity and curiosity, Ljubljana 2018.   

Maria Parr’s authorship is being compared with Astrid Lindgren in the way she 
manages to create stories that we as readers bel ieve in. We enter the story and 
can picture the characters. Lena has been compared to Pippi by some and Emil in 
Lønneberget by others. But it is Trille, the faithful friend of Lena, whose wish is 
that Lena says ”you are my best friend”, which, after a while is seen as the main 
character of the story (Birkeland and Mjør 2012,  56).   
 
All three examples can be demanding for the teacher. At the same time it is very 
enjoyable and worthwhile. In the Anne Pedersdotter workshop the teacher needs 
to prepare through historical reading, and there are some challenges when it 
comes to organising while presenting the exposition. In the Brothers Lionheart 
workshop the challenges are to inhabit the poetic language of narration, so the 
narration has a real flow. Also, the teacher can move from narrator to actor-in-
role to teacher-in-role to facilitate tasks. While Waffle Hearts, is intended for a 
range of target groups, ideally it needs two teachers, and the playful playing and 
organising between teacher 1 and teacher 2 very  much depends on trust and 
playfulness and sharing the organising parts. Summarizing, planning and 
preparation should ideally contain testing out; exploring the role, the voice and 
testing out the narration and in and out of role, narration and facilitatin g tasks.  
 
 
INSPIRATION AND RESEARCH 
From text to theatre  is an approach that has been developed in the drama 
department at Western Norway University of Applied Sciences since the 
beginning of the 1990s by Kari Mjaaland Heggstad and Stig Eriksson. They fou nd 
inspiration to develop this approach from visits to theatre institutions in 
England, especially the Royal Shakespeare Company (RSC), Stratford Upon Avon, 
England14. RSC has had a strong commitment and strategies for striving at 
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reaching younger audiences through workshops for teachers and students, with 
their own educational department, offering educational material. Their 
commitment to reach out to younger audiences was admirable and still is, as this 
is an ongoing strategy in 2018. 
 
In 2005 RSC started a more strategic long-term collaboration with certain schools 
and later also associate theatres. They developed an Educational Learning and 
Performance network and associate school programs that aimed at using the RSC 
models in the classroom when working on Shakespeare’s plays. A recent research 
report by Geoff Lindsay, Joe Winston, Anton Franks, Duncan Lees from the 
University of Warrick examines the effects of this long -term project after 10 
years. Lindsay, Winston, Franks and Lees main findings are:  

- Teachers valued highly the experience, expertise and sustained support 
from RSC practitioners. 

- Teachers reported a range of student benefits from the rehearsal room 
approaches, and particular benefits were reported on ‘disengaged’ 
students 

- There were also strong indications that working with the RSC has a wider 
impact on written work and examination results, although a minority of 
schools were neutral on this outcome. 

- Teachers were overwhelmingly positive about their work with the RSC.  
“Overall, our results ind icate that the work of RSC Education through the 
Associate Schools Programme is very highly regarded and judged by 
teachers as a very positive initiative.” (CEDAR report, 2018, 4)15 

Both the teachers and the students reported enthusiasm towards this approac h. 
These findings align well with other research findings addressing the effects of 
continuous drama with young people age 13-16 years old (DICE 2010), which 
found improvement on many levels16. In general students having taken part in 
this research self-assessed themselves on many levels, higher self -esteem, more 
active citizen, better understanding tasks, improvement in school achievement, 
and on a social level.  
 
As practitioners in the field of drama in education we have the practitioners’ 
knowledge of seeing the effects of drama in the classroom. Drama offers other 
rules of behaviour in the learning space. We explore together investigating the 
issues that are being brought to the table, and we explore through the artform 
drama and theatre. We explore different sides of what it means to live in the 
world. The I meet the other. Reflection is a central part of the drama lessons. We 
have experiences of the changes the pupils can go through as they discover the 
learning potential this collective approach can of fer and contain.  
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For more details, see research report: https://cdn2.rsc.org.uk/sitefinity/education-pdfs/research/rsc-schools-
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Together with Heggstad and Eriksson I did a small research project on the from 
text to theatre approach, on the Anne Pedersdotter  workshop, which will be 
published soon.17 We found that the teachers observed engagement, 
involvement, concentration, focus and enjoyment during the one-hour-workshop. 
They also commented on the way the tasks were given. There were also a few 
comments on students who did not want to take part in a task, with comments 
from unwilling to too shy. In the 46 classes we visited with the workshop all 
students took part in performing a text excerpt. A response from one of the class 
teachers can illustrate this:  
The teacher’s observation from workshop No. 12 says: “ Everyone is participating 
when they plan and rehearse: good activity! Great presentations! Good 
concentration! The whole thing was great!” (Heggstad, Heggstad, Eriksson 
2019)18 The general feeling when facilitating these kinds of workshops are in line 
with teacher’s response. Of course, being guests from the outs ide, offering 
another way of working can itself trigger the school children’s curiosity. But, 
since we only have one hour with each class the structure needs to be tight and 
precise. 
 
90 classes were offered tickets and this pre-workshop. Some of the class 
teachers responded that their schedule was fully booked, others did not respond. 
We know some teachers downloaded the teaching pack and worked on some of 
the preparation tasks. All together 1026 out of the 2000 young people who were 
going to see the performance attended the workshop. 
 
The actors in the play have commented how they experience the difference in 
the focused audience. They could sense whether their audience had taken part in 
the workshop before they arrived. It made a difference for them as ac tors. Young 
audiences watching a play that does not that easily speak to them, are often 
more tuned in on the other audiences, then on what is going on stage.  
 

My own first experience: The Pentecost 
My interest for this kind of preparatory work awakened as  I joined a study trip to 
England in 1994. The theatre performance Pentecost by David Edgar was very 
strong. I can still remember: 
The inside of an abandoned church in ruins. A broken wall. Two men are 
working on the wall, trying to fix it, placing the sto nes that had fallen down. 
Using clay, water and a cloth, trying to make the stones stick to the wall. A 
woman comes crying into the room. Something has happened in the street 
outside the church. The wall is shivering.  
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This was at a visit at RSC in Stratford-on-Avon where I took part in a pre- and 
post-workshop and got the opportunity to meet some of the actors in role and 
interview them about their situation and also a drama facilitator who guided us 
through the workshop. I was amazed how such an experien ce enriched the 
theatre experience.   
 
Wendy Greenhill from RSC was the leader of the educational department at RSC 
who introduced the Norwegian Association for Drama in Schools (Landslaget 
Drama i Skolen)19 to this approach in the late 1980s. RSC is of cou rse not the only 
theatre developing material to make the theatre more accessible to young 
audiences. In Britain educational work has become quite common. In Germany 
there has been a similar development, where the institutional theatres have 
their own educational department. Universität der Künste in Berlin offers a 
Theatre Education Programme which among other things aims at conveying “the 
impact of creative processes and how to trigger a desire in audiences to engage 
with diverse realities.” (https://www.udk-berlin.de/en/courses/theatre-
educationdrama/).20 Students attending this program can qualify both for artistic 
and educational positions at the national theatre . In the recent years there has 
been a growing interest for pre- and post-show workshops for young people and 
for different forms of educational theatre in Hungary. Adam Cziboly and Adam 
Bethlenfalvy did a mapping in 2013, and they found that at the time of the 
mapping 119 organizations offered 172 educational theatre programs. Some of 
these were related to theatres where they have their own theatre pedagogue 
(Cziboly and Bethlenfalvy, 2013). 
 
THE BERGEN APPROACH 
In Bergen Kari Mjaaland Heggstad developed the first educational material in 
1989, following rehearsals of Bertolt Brecht’s play the CHALK  CIRCLE and 
developing an educational pack and giving workshops for teachers in 
collaboration with the local theatre Den Nationale Scene (DNS) in Bergen 
(Eriksson 1999). In the years to come Heggstad and her colleague Stig Eriksson 
continued developing educational packs for performances and they have 
produced a wide range of teaching material and workshops in collaboration with 
DNS in Bergen (Heggstad 1994, 15). Other theatres and universities and 
university colleges in Norway have also developed similar co llaboration. The 
approach was quickly named “Classics in the classroom”. Heggstad and Eriksson 
did not agree on this terminology, as the term “classics” narrows the texts and 
the theatre productions that are being opened up for the young audience. The 
reason why Eriksson and Heggstad chose the term “From text to theatre” is 
described as follows:  

The term from text to theatre is chosen for the Bergen approach as it is 
“an exploration of artistic possibilities and artistic solutions related to the 
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production and to excerpts of the play text: and we refrain from telling the 
story. In our thinking it is important to mark the difference between 
literature (play text) and theatre (stage text) i.e. to open the eyes for 
pupils and teacher to the wide vocabulary of artistic language in the 
performance text (Eriksson 1999, 4).  

 
As audience we need to learn to look more closely, to sharpen our focus, to 
sharpen our senses, our lenses, to tune in our ears, our mind, our body, our soul. 
We want to open the interest for and the awareness of the scenography; the 
style, the colours, the details. We also want to develop an interest for how the 
light design, the sound design and the music work and are important ingredients 
in a performance. The experience as audience becomes richer when we are able 
to read the actor’s register of expressions. It helps our interpretation and 
understanding. Through it all we even get closer to play that is being performed, 
and sometimes also closer to the playwright’s text.  As a more focused au dience 
the young people stand a better chance to develop a more distinct critical 
reflection of the play. 
 
A second aim for the form text to theatre approach when it was established in 
the 1990s was to develop workshops that teachers with no necessary pre -
knowledge of drama in education should be able to feel confident in making use 
of the workshop material with their class. (Heggstad 1994, 15). This thinking is 
not grounded in all the from text to theatre work since the 1990s.  In 2005 DNS in 
Bergen announced a 50% position as a theatre pedagogue. With this the theatre 
pedagogue, Silje Birgitte Folkedal, developed workshops, held workshops for 
teachers, shared the workshop materials for teachers to download. At the same 
time the pedagogue offered to consult in classrooms, holding the workshop for 
the young people who were going to see a performance in the theatre. Time had 
changed. Teachers’ tasks had changed, the teachers were much more interested 
in a skilled drama practitioner coming to their classroom hol ding the workshop. 
Unfortunately, the position did not become a permanent position. This means 
that the theatre will not necessarily have to prioritise the development of 
educational packs or from text to theatre workshops. It is up to the artistic 
leader/director and the board what they will prioritise.   
  
I had the opportunity to work for DNS as a theatre pedagogue in 2007 and 2008. 
And later in 2014, 2015 and 2016. In the years from 2009 -2014 I developed from 
text to theatre material for general teacher students with a specific level in 
schools and held workshops both with target groups in schools and with all 10 
classes of general teacher students before they went to see the performance 
that the from text to theatre material was designed for.  
 
SUMMARIZING THE METHODOLOGY AS WAYS TO START  
The Bergen approach as a methodology has been developed over a 30 years 
period. As the examples I have shared in this text show it is the material that will 
guide your directions. The essential quality is to have an arti stic eye, combined 



 

 

with a didactic backdrop. To work artistically, you need to put the learning 
outcomes aside. Instead trust the material (the script or the children’s novel).  
 
As a starting point you could take a look at the program for next spring or 
autumn at a theatre venue near you. Which coming performance do you find the 
most intriguing? Choose that one. Then see what the theatre has chosen as 
target audience. Is this a group you can work with? If it is adults, I suggest you 
plan a workshop for 15-16-year olds. Contact the theatre and ask kindly if you 
could get a copy of the script and if they will allow you to sit in on some of the 
rehearsals. If you get a chance to sit in on the actors’ first read this can be very 
useful. If you don’t get access to the script, be inventive or choose a 
performance which is based on a novel.  
 
Read through the script/novel. A first read can either be a fast read through to 
get a feel of the story, or you can make a map of the of the characters and their 
relations as you read. A second read can be more specific – looking for hot trails. 
Where does the writer start? How does the writer describe the site? Which 
objects or props seems important? Can you sense a certain feel of atmosphere in 
certain scenes? What references to society can you spot? What time is it set in? 
How is the language in the lines? What it is crucial to know to grasp the story? 
Etc. 
 
The further exploration of the script, should be playful. What ideas do you get, 
that can open the story for a class of children, young people or adults? Be 
playful. If you get to sit in on rehearsal, take notes on important details. Look for 
something ordinary that can become extra ordinary, or the opposite way around. 
Think about how you can create the site.  
 
Look for lines that give them a taste of what this performance can be about. Look 
for scenes or situations that can be fun for the participants to stage. At this 
stage you also have to think didactically. How can I help the future audience to 
notice, to look more closely at the details of the performance, to listen and 
notice the lines? You also need to think about how many participants you will be 
working with. How many roles, the variety of challenging text excerpts and 
maybe also have some situations that can be acted out, where there is hardly any 
text. And make sure to enjoy the performance.  
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Andreja Perdih 

KAMISHIBAI, TEACHING ACCESSORY FOR TEACHING AND LEARNING 
IN DIFFERENT AREAS 

 
ABSTRACT 
In their pedagogical work primary school class teachers often encounter pupils’ 
scant attention and poor concentration during schoolwork. Teachers search for 
and use different ways to motivate and teach their pupils in order to provide 
quality teaching to the greatest extent. A great teaching accessory for effective 
learning and teaching, directed attention and a high level of student motivation 
is the kamishibai theatre. Kamishibai captures the attention of every spectator as 
soon as the butai unfolds and holds it until it folds again. It is useful not only for 
teaching Slovene, but also for other subject areas. 
 
KEYWORDS 
kamishibai, directed attention, creativity, motivation, cross -curricular integration 
 

 
Bojan Mord 

READING STORIES TO DEAF CHILD IN SIGN LANGUAGE 
 
ABSTRACT 
In this following piece I wi ll describe a best practice case, the aim of which was 
to enable a deaf child to acquire as many words in sign language as possible. This 
is to be achieved through the use of different elements of theater pedagogy with 
which we hope to achieve an understanding of the content of a fairytale. All 
throughout the process the storytelling itself is supported by sign language. I am 
a father of three deaf children and an interpreter of Slovene sign language. My 
daughter Isabela who has been deaf since birth has be en able to acquire a 
substantial vocabulary of spoken words in a relatively short amount of time. At 
the age of 2 Isabela had a vast vocabulary in sign language although she was not 
able to form words nor sounds as she was 100% deaf. Establishing 
communication between child and parent is especially important when you have 
a deaf child and that is why being able to actively participate in the education 
process immensely helps us as parents. Within half a year from receiving the 
cochlear implant and from the moment she began to hear her own sound and the 
sound of the surroundings she was able, due to the previously obtained sign 
language vocabulary which she acquired through fairy tales in sign language, to 
form spoken sentences which is by itself a great achievement for a deaf child.  
 
KEYWORDS 
theater pedagogy, deafness, deaf child with a cochlear implant, role playing, 
communication, sign language, language development, reading and interpreting 
fairy tales, encouraging reading.  

 
 
 



 

 

Janja Horvat 

READING IN THE FIRST THREE-YEAR CYCLE AND CREATIVE 
REPRODUCTION 

 
ABSTRACT 
Reading is an inevitable part of our lives. We consider it vital for the social 
functioning of every individual as well as his or her personal and vocational 
development. We read different literature either with pleasure or as a necessary 
evil. In doing so, we need to focus as it is not enough to be only able to read a 
content but to understand it as well. Reading is the  key to learning. In my article, 
I will present reading, reading strategies and creative reproduction. The latter 
encourages the pupil’s sensitivity and susceptibility to literature. Reading and 
creative reproduction are co-dependent as the first is able toinfluence the latter 
and vice versa. Stories and the reading of them helps pupils develop their 
fantasy. It expands and develops their inner world and enables them to create 
stories and scenes in their own unique way.  
 
KEY WORD 
reading, pupils, reading strategies, fantasy, creativity.   
 

Simona Kolarič Wolf 

THEATRE PEDAGOGY AS AN AID IN CHILDREN'S SPEECH 
DEVELOPMENT 

 
ABSTRACT 
Communication helps people to shape themselves as individuals and to integrate 
with their environment successfully. Some children may have problems as far as 
development of speech and language is concerned. When speech differs 
significantly, when we find it difficult to understand the speaker or when verbal 
communication is impossible, we talk about the so-called speech and language 
disorders (Škoflek, b.d.). A child who cannot speak (clearly) because of certain 
obstacles needs additional help and support with communication, by means of 
which they can achieve better communication efficiency  (Jurišič, 2012). The 
article presents some effective strategies for communication skills development 
with the elements of theatre pedagogy. The strategies can be used by the 
teachers during school lessons, remedial classes or after -school activity when 
dealing with children with speech and language disorders. A more detailed 
description of a strategy for developing communication skills with the use of a 
puppet is presented. 
 
 
 
 
 
 



 

 

Simona Šoštar 

THE WHOLE WORLD IS A STAGE – ALSO THE CLASSROOM 
 
ABSTRACT 
The author of the text has been working for theater for many years - initially as 
an amateur actress, later as a director of children's and youth theater 
performances, various occasional school and local celebrations and events. She 
also uses her knowledge in the field of theater pedagogy in her everyday work at 
school as a Slovene teacher, a librarian and mentor of various after school 
activities (drama club, reciting club, theater club, library club, reading badge). 
She thinks that in this way pupils learn the most and prepares them best for the 
"stage of life". 
 
KEYWORDS 
mentor, Slovenian language, theater club, drama club  
 
 

Snežana Tešić 

PUPPET AS A MOTIVATOR IN THE PROCESS LEARNING SONG LYRICS 
 
ABSTRACT 
In this article I want to show the positive influence of the required ( and 
therefore   necessary)  theater pedagogy on achieving the  goals set in the 
pedagogical process. I focused on students who have more difficulty in adopting 
song lyrics and/or expression through dance. I have chosen fileds of music and 
dance arts. In doing so, I used a puppet which students themselves  inspire 
a character according to the contents of the song. Because  puppets are made 
bystudents, they are closer to them and they can appreciate them more. 
 
KEY WORDS 
puppet, song lyrics, pedagogical process, socialization, responsibility 
 
 

Ana Pečnik 

"MASQUE OF THE RED DEATH" – OPPORTUNITY FOR MOVEMENT, 
MUSIC AND PERFORMANS 

 
ABSTRACT 
The theatre often brings something very unforeseeable to the classroom, 
because it gives us –due to its complexity - the feeling of artistic freedom when 
we most need it. This happens for example during reading literary texts in the 
classroom, drawing and painting, or because of the desire for knowledge and 
challenges that place important informal skills in the foreground. This artistic 
impulse may appear in the sense of a performative action or a classical 
interpretation of the drama text. In the article I introduce the produc t of a cross-
curricular collaboration between Slovene lessons and the school theatre group. I 
emphasize the important active role of all contributors - students and teachers. 



 

 

In such cooperation, it is important that the creative discourse concerns all 
participants, especially when solving problem situations. All creators are 
confronted with many different questions and insights that are important to life. 
The resulting interdisciplinary project is an example of good practice from the 
implementation of compulsory reading into the extracurricular activity - the 
theatre. 
 
KEY WORDS 
art, theatre, (in)formal education, performing, school room 
 
 

Irma Krečič Slejko 

THEATRE PEDAGOGY AS A CHALLENGE IN MODERN EDUCATION 
 
ABSTRACT 
What is the educational potential of drama in modern era?  
How do educators in school perceive it? What does experience suggest?  
The experience in theatre pedagogy has proven to me that drama as a school 
activity contains elements that encourage the teacher to find the child's 
strengths. The tutor of a school drama club must be sensitive enough to hear to 
children and adolescents in their searching for themselves. Art, theatre in this 
case, is an area where many children can find their interests as it includes a wide 
range of activities. The objective of these activities is not only education, the 
broadening of their knowledge and acquiring new skills, but  also their personal 
affirmation, the strengthening of their social skills and improving their ability of 
sharing creative work with others. The final performance should result in the 
students' joy over their own creation of a work of art. In the audience,  other 
students of the school as well as the teachers, it should provoke critical thinking 
about their own feelings while watching the performance.  
 
KEYWORDS 
Theatre pedagogy, children, art, education 
 
 

Jasmina Tomšič 

CURIOUSLY ON MUSIC IN THEATRE AND THEATER IN MUSIC  
 
ABSTRACT 
At the beginning of this article curiosity and creativity are presented. 
Additionally, there is presentation of how Music and Theatre as curriculum fields 
are interconnected and help to develop child in a holistic way. The most 
opportunities lie in the field of Creative Drama and Music, in a way that both 
fields are considered equally. In this manner by developing divergent thinking, 
creating authentic learning situations, dif ferent types of thinking and acting, 
creating way for creative expression and in relaxed and trustworthy learning 
enviroment the child’s curiosity and creativity arise.  
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Martina Motl 

EXPLORING ANTIQUITY WITH DRAMA 
 
ABSTRACT 
In my article I describe an example of the use of drama as a teaching tool and 
approach at the arts lessons at grammar school. A number of lessons are being 
presented in which we explored antiquity and the main antique architectural 
monuments and we were learning about the past and present and searching for 
the communication bridge between them with the tools of drama. By acting 
different roles the students were able to respond to historic, artistic and social 
circumstances and to interact among themselves and they could discover the 
variety of relationships through different perspectives. Such active participation 
enables the development of communication skills and cooper ation and offers the 
insight into broader community issues and social aspects.  
 
KEYWORDS 
drama in education, creative drama,  art, antique, secondary school 
 
 

Simona Lanišek 

THEATRE AND CREATIVE MOVEMENT 
 
ABSTRACT 
In the article I present an example of good practice where elements of the 
theatre and creative movement are connected in order to provide  an excellent 
means for the awakening of children's curiosity and creativity. It is also used to 
achieve effective learning of different contents, cross-curricular integration, 
learning social skills and, last but not least, learning and insight into children's 
own activities. During the project I've described, I encountered some problems 
and dilemmas that weren't connected with children, but exclusi vely with my own 
actions. They’ve encouraged me to think about myself and to search for  new, 
different, improved possibilities.  
 
KEY WORDS 
theatre, creative movement, curiosity, creativity, my own drawbacks.  
 
 

Jasna Banovec 

THEATER - ADDED VALUE TO CHILDREN WITH SPECIAL NEEDS 
 
ABSTRACT 
The drama workshop presented in the article, that works within the project "The 
Center for Professional Assistance and Support to Children and Adolescents with 



 

 

Special Needs and Their Families" shows the involvement of children with special 
needs in an additional form of assistance, that offers and enables them to 
improve social, emotional and behavioral functioning.  The pupils were involved 
successfully and through that defeated their diversity, expressed their talents 
and gained on positive self-image. The goal in working with children with special 
needs was to follow the set goals, and at the same time to follow th e vision of a 
professional center that wants to actively involve everyone, regardless of deficits 
and problems, while at the same time promoting equal opportunities for all 
children. 
 
KEY WORDS 
Children with special needs, a project, drama workshop, deficie ncy deficits, equal 
opportunities 
 
 

Katarina Klajn 

TEACHING TOLERANCE THROUGH THEATRE 
 
ABSTRACT 
The article presents a way of integrating theatre elements  in the classroom in 
the third triad of Primary school in order to improve the deteriorated relations 
our establishment has been facing. The activities were part of Erasmus+ KA1 
project entitled Cultural school – European school. They were divided into 4 
stages: research, writing drama, pedagogical workshops and theatre play, 
evaluation. 
The article illustrates the work process and shows some extracts of work material 
which is entirely accessible on our school website. During the creative process it 
was possible to identify several benefits of the activity, namely greater creativity 
of both children and teachers, critical thinking, awareness of different forms of 
discrimination, motivation in solving problems, participation of the weaker 
students and several possibilities for cross-curricular cooperation. We aim to 
share practical example of how to use drama as an efficient teaching and 
educational tool.   
 
KEY WORDS 
theatre, peer relationships, tolerance, Primary school, creativity  
 
 

Lorin Möscha 

BULLYING 
 
ABSTRACT 
The English word bullying might be new in the Slovenian area but the acts it 
describes are well known to many pupils, parents and teachers in primary 
schools. The phrase bullying is normally interpreted as intimidation. However , 
that is only one form of the violent behaviour and does not encompass the whole 
meaning of the word. Bullying is about the conscious and continuous actions that 



 

 

aim to belittle and disrespect with physical and mental torturing of peers which 
can result in severe long-term consequences to the mind and body of the victim. 
According to Zveza prijateljev mladine Slovenije the rates of bullying in Slovenian 
primary schools are rising by 2% per year. Pupils of OŠ Ledina have found in their 
extracurricular activity research that this behaviour is also present in numerous 
primary schools in Ljubljana. In their meetings with their mentor they tackled the 
issue through theatrical pedagogy. They learned how to recognize forms of 
aggression known as bullying and have spoken about them out loud.  
 
KEY WORDS 
school, intimidation, relationships  
 
 

Mojca Rankl 

SETTING UP A PERMANENT PUPPET CORNER IN THE KINDERGARTEN 
PLAYROOM 

  
ABSTRACT 
The puppets in the kindergarten are a natural and fun extension of the fantasy 
game, which children are happy to use and quickly adopt. With little incentive 
from the adult, puppets help children develop important learning skills. Putting 
puppets in to the hands of the child, or rather on, can be a starting point for 
valuable learning opportunities. Especially in the development of communication 
skills, linguistic breadth, social / emotional development, the development of 
perception, movement, and the development of imagination and creativity that 
are important for the child's self -esteem. The pupet can talk, tell stories and 
songs. It can be sad, cheerful, curious, thoughtful ... The puppet can serve as a 
mediator and help ease or eliminate problems. The introduction of a permanent 
»puppet corner« in the kindergarten playroom allows childre n to accumulate 
experience in collaborative work while being active co -creators of the game, but 
also learning how to adjust their ideas to a common goal.  
 
KEYWORDS 
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Nina Mesner 

WHO'S MADE VIDA'S SHIRT 
DRAMA AS A TOOL FOR DEVELOPING RESILIENCE 

 
 
ABSTRACT 
In this often fragmented world there is even greater need for experience that 
enables wholeness and encourages building of resilience; flexible toughness of a 
human being. I see methods of drama in education as extremely important 
opportunity of developing such experience. These methods help children use and 
develop curiosity and creativity. The roots lie in skills developed early on in their 



 

 

childhood through playing. These skills can be used later, in their school years, 
for creative exploring of themselves and the world around them. We used them 
to work on transforming a well-known story (Who has made Videk’s shirt) into a 
modern youth drama.  
 
KEY WORDS 
resilience, play, drama in education, curiosity, creativeness  
 
 

Urša Lesar 

EMPOWERING PUPILS WITH METHODS AND TECHNIQES OF 
IMPROVISATIONAL THEATRE 

 
ABSTRACT 
This article presents the usage of methods and techniques of improvisational 
theatre in elementary school. During after -school program the teacher can help 
the pupils  acquire and consolidate different skills in an entertaining way. A few 
improvisation games and exercises are described, with an empha sis on 
strengthening performance abilities, overcoming stage-fright and strengthening 
self-esteem and self-image. 
 
KEY WORDS 
improvisational theatre, improvisation games, creative drama, elementary 
school, performance 
 
 

Bjanka Kršmanc in Urša Strehar Benčina  

YOUNG THEATRE 
 
ABSTRACT 
The tools of theatre improvisation are useful not only for the development of the 
natural acting manner, but also for the formation of independent, courageous 
and authentic individuals. In Pionirski dom we have been developing theatre 
improvisation as a form of theatre education for more than twenty years, and 
are now improving our knowledge with the international European project of 
cooperation »Young theatre«. The goals of the project are to equip pedagogues, 
theatre professionals and the young with the alphabet of theatre improvisation, 
promote its use in schools and in professional cultural environments and 
encourage their interconnection. Theatre improvisation represents an accessible 
and useful answer to many issues in modern schools (and society), as it promotes 
cooperation, responsibility, self -initiative, adaptability, the use of the body, 
mastering a variety of communication forms and a lot of other skills that make a 
happy and successful individual.  
 
KEYWORDS 
theatre improvisation, skills, theatre education, Young theatre, theatre pedagogy 
 



 

 

Irena Stergar 

LET'S WIN THE SCHOOL WITH THEATRE 
 
ABSTRACT 
The findings show that placing the theatre into lessons is quite a powerful tool 
for enhancing learning. Additionally, theatre activities also have a positive 
influence on the child's creativity, emotions and wellbeing at school, where 
children can develop holistically. Modern approaches to learning, such as drama 
in education and creative drama,  enable all children to experience the theatre. In 
the lessons, we play with the children different role plays, puppetry, kamishibai, 
improvisations, expressionist dance, pantomime and theatre plays according to 
the text presented or recreated by children. In the second triennium, children 
can experience art within the framework of lessons, but also in the non-
mandatory optional subject. Through theatre in school, children gain skills and 
competences in the emotional, motive and verbal field - they became playful, 
curious and creative. With the methods of classic teaching they  are deprived of 
that. Because of all the positive effects of theatre, theatre pedagogy should be 
obligatory in our schools, as it has been in many countries for a long time.  
 
KEYWORDS 
theatre, modern teaching, child, creation, play 
 
 
 
 

Katja Kastelic 

USING EDUCATIONAL DRAMA AND THEATRE TO OVERCOME 
MATHEMATICAL ANXIETY 

 
ABSTRACT 
Mathematics is one of the core subjects of primary and secondary school 
programmes. Many students find it the most diff icult subject and some students 
may develop a fear of mathematics or even mathematical anxiety. The article 
presents an example of using educational drama and theatre to solve long 
mathematical expressions, which the majority of students find very difficul t since 
they require a holistic approach to the problem and adherence to numerous 
mathematical rules. 
 
KEYWORDS 
special needs students, educational theatre, roleplaying, mathematical anxiety, 
fear 
 
 
 
 
 
 



 

 

Nataša Špolad Manfreda  

THE THEATRE EDUCATION ‒ AN IMPORTANT  METHOD OF TEACHING 
IN PRIMARY SCHOOL 

 
ABSTRACT 
The article discusses theatre education as an important  method of teaching and 
learning at all primary school subjects. It also discusses the advantages of 
introducing this method in the field of education.  
 
KEY WORDS 
theatre pedagogy, primary school, theatre education, methods of teaching, 
lessons 
 
 

Petra Župevc 

THEATRE PEDAGOGY IN SCIENCE EDUCATION 
 
ABSTRACT 
This contribution presents a divergence from the traditional methods of 
teaching, as it deals with introducing theatre pedagogy in science classes with 
the aim of motivating the students to actively engage and participate. 
Contemporary teaching methods – unlike the traditional methods where 
authority and responsibility are vested in the teacher – focus on the student as a 
responsible individual. Such teaching motivates the students to actively 
participate, it improves the classroom climate, and develops empathy and sense 
of humour. The students are physically active and are quicker to accept 
information in a safe and encouraging environment in which learning from their 
own mistakes is allowed. 
Theatre pedagogy is rarely harnessed in science education; therefore, we have 
decided to present the functioning of the human body – more precisely, 
breathing – with this method. 
 
KEYWORDS 
theatre pedagogy in science education, cooperation, breathing, contempo rary 
teaching method, physical activity 
 
 
 

Tina Preglau Ostrožnik  

SCHOOL THEATRE AS TRAINING GROUND FOR ENHANCING CREATIVITY  
 
ABSTRACT: 
The article discusses different aspects of cross-curricular creation of a school 
play, where students are actively involved in all phases of creating a school play 
– from topic search, writing the script, inserting visual and musical elements into 
the play and the actual performance as well. First of all, students are researchers 
who gather information on the given topic in books and on the internet. They 



 

 

choose the facts which they find interesting and important. Secondly, they write 
the script for the play and are thus verba lly creative when in search of the 
appropriate writing style and ways of expressing their thoughts. They continue 
with creation of the visual elements (puppets, props and scenic design) and 
choice of music for the play. Adopting the role, verbal expression  and movement 
on the stage are of extreme importance for the creativity of young people. Such 
an approach to creation of a school play demands a thorough engagement and 
creativity of pupils, cross-curricular approach enhances good communication of 
all the parties involved, including mentors.  
 
KEY WORDS 
school theatre, creativity, performing arts, cross -curricular approaches 
 
 

Anita Mlinarič 

OUTDOOR THEATER  

ABSTRACT 
Children as well as adults play since we are born. With playing we learn, we come 
to know the world and our friends. Because of that, the play is one of the most 
fundamental forms of education and relaxation . Moreover, it can also be an 
introduction to a more serious and effective work. How to achieve this relaxed 
form of effective work with a play in a mountaineering camp? We performed an 
imaginative theater play which inspired children. With proper motivati on, 
children with innovative imagination became very creative in making the play. 
Together with adults they created and performed a true theater play in the 
mountaineering camp. With the play they cheered the audience and made the 
audience as well as the performers laugh to tears. We connected work with play, 
children with adults. 
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Barbara Frank 

THE SIGNIFICANCE OF INVOLVING PARENTS IN THE THEATER 
PEDAGOGY IN KINDERGARTEN 

 
ABSTRACT 
In this contribution I will speak about the importance of cooperation between 
kindergartens and parents for the holistic development of the child. How 
important it is that parents trust involved in a program kindergarten and how 
important preschool education is to get parents to attend meetings and that they  
are prepared to accept the challenges in the good of their children. With this rich 
complement informal forms of meetings and contribute their part in the field of 
culture in the nursery. Theatre pedagogy gives the pre-primary education also a 



 

 

special touch in the field of art. Parents, with your participation of the show to 
support us on these areas and trust in our work.   
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Theatre pedagogy, dramatic play, cooperation-kindergarten-parents-children 
 
 
 

Ksenija Pejanovič 

HOW TO MAKE A PUPPET SHOW IN A ONE-DAY WORKSHOP 
 
ABSTRACT 
The paper presents an example of good practice when two projects are united: national 
project A stimulating learning environment for providing equal opportunities and 
school project Travel into the world of fairy tales. 
The main purpose is to show how a puppet show is formed which elements it includes 
and make a puppet show in one forenoon.     
 
KEY WORDS 
learning environment, equal opportunities, world of fairy tales, puppet show 
formation, puppet show elements  
 
 
 

Zvonka Španger 

FROM IDEA TO A PERFORMANCE 
 
ABSTRACT 
Children are fond of theatre. It provides them with entertainment, while at the 
same time educates them and promotes personal and social development. The 
Dobrova Elementary School is no exception – their theatre club is one of the 
most popular extracurricular activities.  
In this article I am going to discuss some theoretical facts about the positive 
impacts of theatre, present how the school’s original dramatic play, Staro-novi 
časi (“the old-and-new times”) passed from an idea to a performance, and 
highlight the way the students’ numerous ideas were implemented into the play, 
giving the work an even greater value. Moreover, using an example, I am going to 
illuminate the obstacles a drama club teacher faces and how he is able to 
overcome them using his own creativity and thanks to the participation of his 
students. 
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Urška Lučka Novak 

DRAMA -  PRACTICE FOR LIFE 
 
ABSTRACT 
Drama in education (DIE) is a method with a definite educational goal that 
encourages learning based on experience and experimentation.  The particularity 
of this method is that it is process oriented: the participants become actors in 
the proces of their own learning. In the article below, I will describe the process 
of the workshop conducted using DIE method and its results.  The workshop will 
be described chronologically and commented. The center of our drama was the 
exploration of exclusion, and more precisely peer exclusion in social 
environment. Through the story children also explored the importance of 
friendship. 
 
KEYWORDS 
drama in education, method, process, experiential learning, active participation, 
peer exclusion 
 
 
 
 

Mojca Planinc 

CREATIVE RESEARCH AND ECOLOGICALLY AWARE THEATRE 
 
ABSTRACT 
Theatre is the mirror of society and social changes, as well as an indirect critique 
of society that is yearning for change. The theatre nowadays, with its educational 
and activist role, does not focus solely on the social problems of society, but on 
the ecological ones as well. In all its breadth, the theatre with its elements can 
become a part of the school environments.  
Theatre offers pupils multiple possibilities for research, coping with problems 
and finding different solutions. The process takes place in an encouraging, 
accepting environment, which enables the pupils to learn critical thinking. In my 
article, I want to demonstrate that theatre acting is a possible method for 
working with pupils, in order to broaden their ecological knowledge, detect 
specific problems and become aware of other difficulties. The focus of the 
activities are the pupils, who learn through creative process, their own activity 
and experience. The acquired knowledge is a product of higher taxonomy levels 
and is solid, tested and practically checked.  
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theatre, theatre (performative) pedagogy, research camp, research, creativity, 
creative ideas 
 
 
 
 



 

 

Branko Stepančič  

FAIRYTALE WALL 
 
ABSTRACT 
The article describes collaboration in Erasmus+ project – InnoTeach. It discusses 
the link between theatre pedagogy, art and film creation with the Lisbon 
Strategy and The Europe 2020 Strategy. The article probl ematize the ingress of 
business models into the educational system and presents one of the possible 
ways to establish an equivalent dialogue and partnership relationship between 
the various stakeholders who co-create the pedagogical space. 
It presents an example of an interdisciplinary approach, with wich we strengthen 
the creativity and curiosity of students and teachers, strengthen the attitude to 
work and achievements of others, and to the space in which we create and live. 
It presents one of the possibi lities how students can actively co-shape and re-
shape learning processes through various types of artistic creation.  
 
KEY WORDS 
creativity, international projects, film pedagogy, project learning, theater 
pedagogy 
 
 

Sabina Gramc Lokar 

USING THE ELEMENTS OF EDUCATIONAL DRAMA AND THEATRE AT ELT 
 
ABSTRACT 
Through introducing elements of educational drama and theatre into the 
classroom the lessons are more interesting and special needs students' stress 
levels and anxiety are lowered. By using role playing and performing in front of 
the class the students develop greater proficiency in English, they become more 
relaxed and more ready to actively participate in English lessons. The article 
presents an overview of incorporating elements of educational dra ma and 
theatre into English lessons at Zavod za gluhe in naglušne Ljubljana and reports 
on the effects of these exercises on learning English, class dynamics and 
students' behaviour. 
 
KEYWORDS  
educational drama and theatre, English language teaching, sp ecial needs, 
secondary education, Zavod za gluhe in naglušne  
 
 

Irina Lešnik 

DRAMA IN EDUCATION IN A COURSE OF SLOVENE AS A FOREIGN 
LANGUAGE 

 
ABSTRACT 
Drama in Education is an extremely process-oriented dramatic form which 
separates it from the classic product-oriented theatrical pieces. It could become 



 

 

an important teaching tool for achieving curricular goals from diverse subject 
areas. In the following article I describe an example of Drama in Education from 
a Course of Slovene as a Second or Foreign Langu age. The wholesome process is 
chronologically described and deconstructed to its key elements: the fictional 
context, roles and relationships, dramatic tension, time and space, language and 
movement, symbols and meanings.  
 
KEY WORDS 
Drama in Education, Process, Fiction, Roles, Language Learning.  
 
 

Lučka Drnovšek  

FROM CLASS TO STAGE 
 
ABSTRACT 
The learning process, which includes art and cultural elements, develops 
creativity, self-initiative, imagination, emotional intelligence, moral values, 
autonomy, the ability of critical thinking and freedom of t hinking and acting in 
students. These are skills that enable an individual to live a quality life in a 
modern society. But the learning process that brings the whole class to the stage 
where they play a real theater performance is a special experience.  
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Natalija Ekart Misleta 

THERE IS A CLASSROOM STANDING…  
 
ABSTRACT 
The home of Anton Skala is a home for children and juveniles with special needs 
that are attending the elementary schoo l of Gustav Šilih by the the lower 
educational standard`s programme and by the special programme of upbringing 
and education. 
The workers in The home of Anton Skala are making possible for the juveniles 
and children with special needs  the integration in v arious projects outside the 
home through various activities. One of such projects is “The youth for the 
progress of Maribor”  in which we are taking part since 2013 onwards. This year 
we have decided, to present our research paper with the help of a game. 
Through role playing children with special needs are getting the new experiences 
of  rules and responsibilities that will help them in their lives.  
 
KEY WORDS 
The home of Anton Skala Maribor, juveniles and children with special needs, 
research paper, game, role playing. 
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ENCOURAGING THE CURIOSITY OF STUDENTS THROUGH AN ESCAPE 
ROOM 

 
ABSTRACT 
In the last few years Escape rooms have become a major trend all over the world. 
The concept is simple: a group of people is trapped in a room and must solv e a 
series of puzzles to find their way out. This concept can also be used in education 
as a means of revision and testing the knowledge of students. Students are 
divided into small groups trying to solve puzzles in order to escape from the 
classroom. In each group, every student plays a specific role and teamwork is 
required to escape the classroom. When used properly, this method encourages 
a lot of curiosity among students. The concept of an educational escape room 
has been tested at two different subjects and age groups. At primary school 
Idrija students of 9 th grade had to prove their knowledge of solving equations 
and linear functions. At primary school Črni Vrh nad Idrijo students of 7 th grade 
at the optional subject of editing texts had to solve a fe w puzzles from the 
international contest of computer science Bebras. The final evaluation has shown 
that the students enjoyed this kind of work and also learned a lot of new things. 
The paper will present the organization and implementation of such a way o f 
working in the classroom and the distribution of the role -play between individual 
students.  
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escape room, curiosity, role-play, mathematics, computer science 

 
 

 

Darja Cekin 

SUPPLEMENTARY CLASSES WITH THEATRE PEDAGOGY 
 
ABSTRACT 
This article puts some ideas about helping children at supplement classes, with 
the methods of theatre pedagogy. Schoolchildren need the variety of methods 
and theatre pedagogy in the classroom offers many possibilities. Knowledge 
acquired in this manner is more long-lasting and more reliable.  It's like a play to 
children, they learn and develop various abilities and social competences 
 
KEY WORDS 
learning, play, theatre pedagogy in the classroom, supplement  classes 
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Darka Kocijančič 

THEATER STAGE IS ENCOURAGING KIDS TO DO THEATRICAL PLAY IN 
THE NATURE 

 
ABSTRACT 
Today theater is one of many media which are available to us. Every medium has 
its own laws that need to be taught. We are finding out that theater is not 
enough involved in our educational process. This is the fact I had learned while I 
was doing a research how alive puppet in our kindergarten is. I am aware of 
importance of dramatic and puppet play in preschool season. I was trying to 
figure out how to motivate kids to do theater and how to involve it in activities 
of curriculum. 
In exterior playground of our kindergarten is a place which could be filled with 
theater stage. Children could play dif ferent roles there and they could also play 
with puppets. I intorduced the idea to our manegement and they have supported 
me. I draw an outline plan of theater stage with part for puppet play and with 
chairs for viewers. We realized a project with help of a certified company. 
Nowadays theater stage is encouraging kids to do theatrical play in the nature, 
simple improvisation and puppet show. With this platform we can integrate 
elements of theater to all areas of curriculum. Today theater is »alive«.  
 
KEY WORDS 
realization of idea, theater in the nature, motivation, children  
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INSPIRNIG CURIOSITY 
 
ABSTRACT 
Early stages of formal education can be stressful for children. Environment 
changes can put anxiety in them. Teacher must  create  a supportive  teaching 
environment, which will motivate children and make them cooperative for school 
work. Methods of theatre pedagogics can help teacher to achieve those goals. 
When using the methods children will feel relaxed in classroom; they will be 
active in class and can learn more efficient. They learn to build positive self -
awareness, learning with trying new things is positive and secure. When 
supportive learning environment is astablished, children can evolve there 
potentials, asks questions, make interest and can build his curiosity. The nature 
of theatre contains curiosity already. That makes using the methods of theatre 
pedagogics more efficient by evolving children’s curiosity. Meanwhile children 
evolve, love to learn and how to bring it in everyday life,  knowing that learning is 
positive process that must never end. In time critical thinking is developing as 
well. 
 
KEY WORDS 
supportive learning environment, motivation,  curiosity, exploring, lifelong 
learninig 
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MARIONETTE AND PRE-SCHOOL CHILD 
 
ABSTRACT 
He article talks about the marionetts, I offered to five and six year old children in 
the group. It is the most demanding form of puppet technique, in which children 
had to do more things at the same time. Both hands were used to manipulate the 
puppet, they had to take care of its coordination and communicate it 
simultaneously. I was wondering whether the children will be able to manipulate 
the puppet and how the puppet will be encouraging for further creation. For the 
evaluation of the activities, the recordings that were made during the process 
were used. We looked at them together with children and commented them. The 
records served as an upgrade for "perfecting" or improving puppet techniques 
with marionetts. 
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Marionette, children, game, creating, imagination; 

 
Tina Grošelj 

THE USE OF KAMISHIBAI IN CLASS 
 
ABSTRACT 
Kamishibai is becoming one of the most popular forms of theatre, where the 
story is told with the use of illustrations, which are inserted into a wooden stage -
like device, named butai. With the use of Kamishibai technique, I tried to explain 
the subject matter in social sciences class to a combined class 5th and 6th 
graders (ages 11 and 12) in the adapted primary school education programme 
with lower educational standards. Doing so, I have observed that the pupils 
mastered a great portion of the content; they kept connecting their gained 
knowledge with their previous experience; they were active all through out and 
were very motivated in general.  
 
KEY WORDS 
Kamishibai, children with special needs, curriculum 
 
 
 
 
 
 
 
 
 
 
 


