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These lesson plans are divided into the followiatggories (Since many of these lessons do sethémgk at
once, they may appear in several lists.) See atmo\descriptions.

e Narrative Pantomime Stories: These are lessons that involve Narrative Pantormanechnique in
which the teacher or leader tells a story and saatent, usually working independently, "acts dh¢'
story.

» Physical and Pantomime Activities:These activities all teach physical control andtpmime
communication.

» Improvisation Activities: Virtually all Creative Drama involves improvisatidout these plans focus in
part on building improvisation skills.

» Role Drama Activities: These lessons use the technique known as Roled)iamwhich students are
in role and must make choices and relate to edwar @i role.

»  Writing Activities: These lessons focus on the writing process.

» Lesson Collections:Though listed normally on other lists, these ateially collections of related
lessons, rather than individual lessons.

Narrative Pantomime
A TREE GROWS
PAINTING THE BOX
PAINTING THE MUSIC
THANKSGIVING FEAST
NO, YOU CAN'T TAKE ME!
ST. GEORGE & THE DRAGON

Physical & Pantomime

NURSERY RHYME CHARADES

HAND ANIMALS
PAINTING THE BOX
RHYME CHARADES

COMING TOGETHER
ST. GEORGE & THE DRAGON

SEASONS AND WEATHER

B. FRANKLIN'S INVENTIONS

Improvisation
HAND ANIMALS
NO, YOU CAN'T TAKE ME!
RAINFOREST LESSONS
AROUND WORLD IN 30 MIN.
THE JEFFREY GAME
MIRROR MIRROR
MUSICAL FREEZE IMPROVS

COMING TOGETHER
3 LESSONS ABOUT ENERGY
GUIDED IMAGERY
STORY STORY
WHAT WOULD YOU DQO?

SCULPTURE GALLERY
MIRROR MIRROR
EMOTION WALK

THE JEFFREY GAME
MUSICAL FREEZE IMPROVS

OREGON TRAIL
PROPAGANDA
NEWS PLAYS
SOCIAL ROLES
GIBBERISH SENTENCES

SOCIAL ROLES
GIBBERISH SENTENCES
THE DISCOVERY OF FIRE
RITUALS
THREE WORDS
3 LESSONS ABOUT ENERGY
INSTANT JOURNEYS
IMPROVS AND WARMUPS
PAPER MASKS
STORY STORY
| AM WALKING
HANGMAN CHARADES
CONCEPT CHARADES

THE DISCOVERY OF FIRE
RITUALS
THREE WORDS
INSTANT JOURNEYS
IMPROVS AND WARMUPS
EDWENA'S GAMES
PUPPETS IN CLASSROOM
PAPER MASKS
STORY STORY
| AM WALKING
JOB INTERVIEW
CIRCLE OF CHARACTERS
WHAT WOULD YOU DO?




Role Drama Activities Writing Activites Lesson Collections
NO, YOU CAN'T TAKE ME! GROUP STORY FROM PICTURE BOOKS
THE LION KING'S COURT GROUP PLAYWRITING RAINFOREST LESSONS
RAINFOREST LESSONS GUIDED IMAGERY MIRROR MIRROR
AROUND WORLD IN 30 MIN. FOURTH-GRADE PLAY EDWENA'S GAMES
GIBBERISH SENTENCES MAKE YOUR OWN GREEK IMPROVS AND WARMUPS
OREGON TRAIL PLAY PUPPETS IN CLASSROOM
PROPAGANDA SLOW MOTION WALK
NEWS PLAYS

JOB INTERVIEW
CIRCLE OF CHARACTERS
WHAT WOULD YOU DO?

Lesson Plans Sorted by Cross-Curricular
Content

In addition to the Drama and Creativity skills thtgh my lessons, most also teach concepts osdkdm other
disciplines--or general life skills. In fact, maaf/them have been specifically designed to suppgrstudents'
curriculum in other areas. Below is a list of extiramatic skills and concepts, with those lessioatstouch on
them. (Sometimes you'll have to look at the "Vidmias" section at the end of a lesson to find thenection.)

Social
Studies/History Science Language Arts
General/Current Events Zoology General
NEWS PLAYS LION KING'S COURT NURSERY RHYME
HAND ANIMALS CHARADES
RAINFOREST LESSONS RHYME CHARADES
Cultural Development Oceanography Writing
COMING TOGETHER AROUND WORLD IN 30 GROUP STORY
MIN. GROUP PLAYWRITING
LION KING'S COURT FOURTH-GRADE PLAY
MAKE YOUR OWN
GREEK PLAY
SLOW MOTION WALK
World Cultures Horticulture/Botany
AROUND WORLD IN 30 A TREE GROWS
MIN. RAINFOREST LESSONS

SOCIAL ROLES
THE DISCOVERY OF FIRE

RITUALS
PUPPETS IN CLASSROOM
PAPER MASKS i i
MAKE YOUR OWN GREEK FrlendShlp &
PLAY Community
Geography Meteorology THE LION KING'S COURT
AROUND WORLD IN 30 SEASONS AND COMING TOGETHER
MIN. WEATHER EMOTION WALK
INSTANT JOURNEYS

| AM WALKING




Immigrants Physics
NO, YOU CAN'T TAKE ME!_ 3 LESSONS ABOUT
GIBBERISH SENTENCES ENERGY .
THANKSGIVING FEAST Visual Arts

Oregon Trail Anatomy
NEWS PLAYS NO, YOU CAN'T TAKE
OREGON TRAIL ME!
PROPAGANDA
FOURTH-GRADE PLAY

Inventors
B. FRANKLIN'S
INVENTIONS

Narrative Pantomime
A Tree Grows

(Narrative Pantomime)

| use this lesson with my Kindergarten and Jr. Iémggrten classes, often as the first lesson in
which we use our whole bodies to create dramasyally start out using hands and face
alone.) Itis a narrative pantomime--a story whgctold by the leader and enacted by the
students individually. | start with this activipartly because it allows a very full range of
movement and physical sensation while keepingtindesits anchored to their respective
spots on the floor--it takes us a while to build #ind of safe environment in which it is wise
to have them moving all at once--and partly becaélbsdr. Kindergarten's thematic approach
focuses on Apples in September, when | begin wétlt students. The main focus here is on
creating real sensory experience from the imaginatMy students really enjoy it, and it
seems to connect for them on a very visceral leiele it is:

PUPPETS IN CLASSROOM
PAPER MASKS

The Story

« (Be sure to narrate this story slowly enough, ant appropriate pauses, so that the
students are able to fully experience their ownspdal discoveries as they enact the
story.)

- Everyone find your own personal space* on the flmwd make yourself as small as
possible.

« You are an apple seed, crammed tightly into youd kaed pod, and buried under the
cold ground. It is winter, and you are barely agialhbove you, snow covers the
ground. It is totally dark under the ground.

« Now itis spring. The earth around you is growanliftle warmer, and you start to feel
more awake. The snow above you melts and the watds into the earth around



you. It feels good. The earth feels warmer, ama 3eem to be able to pull energy out
of the soil.

It is time to come out of your seed pod. You febng and energetic. Using all your
strength, you push up against your seed pod aradk ineough, like a bird breaks out
of the egg. You reach upwards into the warm eaitin your tendrills. The earth
around you is moist, and you soak in the life-givinoisture. You don't know why,
but you know you want to push upwards.

Finally, with one great push, you emerge from thieand see, for the first time, the
SUN!

The sun's energy flows into you and you feel stesragnd stronger. You stretch
upwards and outwards until you are a healthy segdlirhe gentle spring rains
nourish and refresh you. Just take a moment twyen;

(Take a longer pause here.)

Now let's move ahead a few years. You have gromena strong young sapling--a
tree about the size of a young person. You hamatlial green leaves that soak up
the sun and make you strong. But you want to ged\er. You want to be a tree. So
you summon all your energy and you push out andAgothe years go by you
become a strong, handsome apple tree. You stawd pn the sun and enjoy your
own strength and beauty.

Now it is fall. You have grown succulent, nouristpiapples all over your strong
branches. The apples contain seeds which mightdayrbecome new apple trees.
The apples are heavy. Your branches are stronghére are so many apples. You
feel weighed down. You feel as if your brancheghhbreak.

Here come some children. You can't talk to them ylou know they are coming for
the apples. They have bushel baskets. They agailag and singing. The children
pick your apples, and your branches feel light.u¥oow they will take them away
and eat them. You know they will throw away thedse and that some of those seeds
might grow to be new apple trees.

Almost all of your apples are gone. But you knaw will grow more next year.

You feel grateful to those children. You hope thely enjoy the apples.

(Take a longer pause here.)

Now it is winter. All of your leaves have falle®ut you know you will grow more
next spring. Now it is time to rest. You rest.

The end.

* Personal space is a concept all of our studeatsilin gym, so | use it. It just means find a
space in which you can turn around with outstredcmens and not touch anyone.

Back to the top.

Discussion

After the story is done, | ask my students questaoout the experience. | focus on "how did
it feel" questions, and when, as invariably happ#res students have clear answers to these
guestions, | use this to demonstrate how powesftheé imagination. Below are some sample
guestions. (Note: In each case, the first qoess the important one. | ask that question
and get as many original responses as | can. iDmécessary do | then coach by asking the
follow-up questions.)



- How did you feel when you first broke through tleed pod? Who felt a sense of
accomplishment? Did anyone feel a little afraid?

« What was it like when you first saw the sun? Hoanmwere happy? How many
were proud?

« How did it feel to become a big strong tree?

- How did you feel when the children picked your &3

« Most of you felt a very strong emotion when yostfisaw the sun. How is that
possible, since we were all right here in the ctam® and the sun doesn't even shine
in here?

« What part of your mind did you use to see the sun?

« Did you know your imagination was so powerful?

Painting the BoX Sharing the Boxes

Paint ng the Box

| use this exercise with my Kindergarten clasdéss a way to get them started thinking
about using their imagination in a physical wayd about reallyseeingwhat they imagine in
real space. It starts out as a simple narratimegpaime, so I've written that part out in the
form of a story, just as | would say it in class.

| usually play music during this exercise. Debussyks well. Avoid lyrics, as they are too
specific. You want music that can mean somethifigrdnt to each student.

Painting the Box

Everyone find your own personal space in the ro&®a.sure you have room to turn all the
way around with arms outstretched and not tougloa else. Once you have found your
personal space, sit down comfortably.

Imagine you are inside a small box. The box isdmgugh for you to be comfortable, but not
quite big enough to stand up in. In your handpsiatbrush, and at your feet is a large can of
paint.

Pick up the paint and feel how heavy it is. TBisnagic color-changing paint. Each time you
dip your brush in the paint, it comes out whatesaor you want. The paint won't get on
your clothes, and it dries instantly. Some pdiat)?

Paint the inside of your box with the magic paidbu may paint it any color or colors you
want. Don't forget to paint the ceiling and theofl. Remember that since the paint dries
instantly, you won't end up painting yourself imt@orner. Be as creative as you want. It's
your box.

When you're finished, put down the paint can, lmdgkthe brush. You'll need it, because
now there's another can of paint in your hand.s T$imagic door paint. If you paint a door
on one wall of you box with the magic door paibhtyill become a real door that opens. Don't
forget to paint a doorknob!



Once you have painted on your door, use it to gtepide your box. You may want to stretch
a little--it was kind of cramped in there, wast?t Walk all around your box. The inside is
very nice, but the outside needs something. Paint!

Reach inside and retrieve the can of color-changagt. Use it to paint the outside of your
box any way you like. Maybe you'll even paint aloed roof or castle turrets onto your box.
They all look wonderful. If you want windows or reodoors you can use the door paint. It's
your own little house, so make it the way you wiant

All these boxes look fantastic!

Back to top.

Sharing the Boxes

After we've finished "painting our boxes," | havg students share their work with one
another. | go around the room from student toestticasking each one to "show" us his box,
and to describe it in detail. | coach the studémtse as descriptive as possible, and especially
to help us "see" the colors. As necessary, | ctiaehest of the class to "see" each box, and
compliment each creator on his work. Usually tesatiptions become gradually more
elaborate as the students try to "top" each othdrright from the start | get clear, specific
descriptions, and the class is able to buy intactmeeit and "see" their classmates' work.

This is generally a very successful lesson, and'geaised for many years. | often follow it
with "Painting the Music."

Painting the Musi¢ Sharing the Paintings

Paintino the Music

| use this activity with my Kindergarten classesyally right after "Painting the Box." It
differs from that activity mostly in that thereas outside "inspiration" guiding their painting,
and in that they are more likely to "paint" imagebereas in "Painting the Box" they mostly
paint decoration. "Painting the Music" can onlyrkvwith music, whereas music is helpful
but not necessary for "Painting the Box." Alsastls a somewhat less physical activity,
which makes a change.

Choose a piece of music with a fair amount of eomati range. Debussy is maybe a little too
static for this exercise--Prokoffiev works betiar Wagner, or Mozart in his less mannerly
moods. Everyone responds to music differently tbaetchances are if the music stirs a
"story" in you, it will in your students as well.

Painting the Music

Everyone find a comfortable spot and sit. Imagioe have a big easel in front of you, with a
new blank canvas on it. In your hand is a palette every color of paint you can think of.

(Start the music.) Listen to the music. Listepegsally to the feelings in the music. How
does this music make you feel? What do you thimkabout?



As you listen to the music, begin to paint what y@ar. Some of you will paint pictures, but
some of you will probably just paint colors andmé® Whatever you hear is what you
should paint.Really listen! Listen to the changes in the music. Listen faracters and
listen for events. Whatever you hear, that's wbatpaint.

These paintings are really starting to look good.

(When the music comes to an end--or you make itectmone.) Let's all finish up our
paintings now. They really look fantastic. Evargdake your painting over to a wall and
hang it carefully. Then return to your seat.

(With Kindergarten and younger, | find that | carlyoplay about five minutes of music
before the paintings are done. Older or more dddife children can take much longer. Use
your best judgment.)

Back to top.

Sharing the Paintings

As in "Painting the Box," | give each student antto go to the wall, show us where his
painting is hung, and share it with the groupodah the artists to be specific and descriptive,
and | coach the "audience" to really "see."

When we're done | ask the students if they wolklel to leave their paintings to decorate my
classroom. Some do, but those who don't may 'ttade® down," and "take them with them."

In some ways this activity is simpler than "Paigtthe Box," but | usually do it second
because | use it to segue into other activitiesubla music for story inspiration.

Discussiory Preparatiord The Feast

Thanksgiving Day Feast

| invented this game on the spur of the momentTasinksgiving when a scheduling change
obliged me to teach a Kindergarten class for whiwias not prepared. It combines thinking
and learning about the way the Pilgrims might Haxed with exploring the senses.
Obviously it works best around Thanksgiving.

Discussion

When was the first Thanksgiving? Who celebrated it
What sorts of things do you eat at Thanksgiving?

What sorts of things do you suppose the Pilgriresaatheir feast? (Corn, Venison, Fish,
Bread, Turkey, Squash, etc.)

Where did they get it? Did they go to the stord buay a turkey? (No, they shot it.)



Did they go to the bakery and get some bread? tii¢y, baked it from flour they ground
themselves.)

Did they get corn out of a can? (No, they grev it.

Did they get fish from the freezer? (No, they daupem.)

Back to top.

Preparation

In a few minutes we are going to pretend we'rerifilg. We're going to make, and then eat,
the first Thanksgiving Feast. But first, let'sgiree pretending in a new way. We're going to
have to pretend tieel things, and even tastethings. That's not so easy.

Let's start with a lemon. Everyone pretend youehalemon in your hand. Feel its shape.
Feel its weight. Toss it up and down a few tim&€ake your finger and gently feel the bumpy
surface. Feel the pointy end. Okay, here goedke & big bite. Wow! Look at how your
classmates' faces are all squeezed up! You d§ & taste that lemon!

How about ice cream? Let's take a bowl of youofdeg flavor. Feel how cold the bowl feels
in your hands. Take a spoon and take a big Hiteste the sweetness. Feel it as it melts.
Don't take too big a bite or you'll get a brairefze! Don't you hate that?

Now let's try something hot--say, hot cocoa. Feelheat of the mug as it warms your
hands. Feel the steam in your face. Carefullg sakmall sip--be sure it's not too hot!

What about lifting something heavy? Let's prettdrade's a suitcase here, and it is full of
lead. See if you can liftit. Try hard! Wow, areu strong!

Okay, | think we're ready to start our game. Bega listen closely and do just what | say,
so that we can all stay together and have a geeat.f

Back to top.

The Feast

This is just a simple narrative pantomime. I'véten it out in the form of a monologue, but
there is no reason to slavishly adhere to it. Thjast an example of what | say when | teach
this lesson. I've divided it into specific everiigt you might choose other events, and use
some, all, or none or these. | only have a fewe hecause my lessons with the Kindergarten
are only half an hour long. This is just an exasgfl what you could do.

Spring Plantind Fall Hunt/ Time to Eat

Spring Planting

Let's pretend it is springtime. We need to stawt if we're going to have anything to eat in
the fall!



Let's plant some corn. The Indians showed us hemvember? First we dig a lot of small
holes. Hey! Be careful where you're throwing titist Make sure the holes are nice and
deep. Can you feel how firm the soil is?

Who's got the corn? Take your bag of dried comnéds and drop a small handful into each
hole. Be sure not to miss any! Feel what the &emnels feel like in your hand. What does
it feel like to put your hand in the bag and féwdrh all?

Oops! Now we need some fish! Fish? Of courset'slpretend we have some right over
here. We caught them yesterday. Pick one upl Heseslippery and scaly it is. Bring a
bunch of them over to the holes. Don't drop thdtis!hard to carry a lot of slippery fish!
We should have used a bucket. Dump them downéidles.

Use your shovel to cut each one in half. Ooohsgird_et's not touch them with our hands
again!

Now drop half a fish in each hole. That will hédpfertilize the corn. Wow, I'm glad that's
over.

Now let's fill the holes in with dirt. Gently! Ppat down with your toe to make it firm.

We need some water. Let's pretend the well is bgsz. Get a bucket. Now we turn the
crank and up comes the pail full of water. Poumtid your bucket. Wait until everyone has
some! Now let's carry it back to the cornfieldghl It's heavy! Can you feel how heavy it
is?

Now let's carefully pour the water over the freghlignted corn. We'll have to tend our
cornfield all summer.

Back to top.

Fall Hunt

Of course, we'll have to plant some squash and gunspand some wheat as well, but let's
pretend we already did that. In fact, let's prétit's fall already, and it's time to get ready for
the feast.

Let's go hunting. We have some guns--muskets mamtlérbusses--but let's take bows and
arrows instead. We're hunting wild turkeys, aralltidians have shown us that their bows
are more accurate than our noisy guns. Make susarig plenty of arrows!

We're walking into the woods now. Can you feeldhéerbrush as it touches your legs? Can
you hear the sounds of the forest? Can you simellith, piney air?

Shhh! | think there's some turkeys up ahead! y@et bow ready! Feel the tension on the
string. Set the arrow carefully. We have to kmyewhen they fly up into the air. Pull the
string back. It's surprisingly hard to pull, isit

There they go! Aim carefully and let the arrow goid you hear the sound it made as it left
the bow?

You got one! Good shot! Let's go pick it up amadrg it home.



Back to top.

Time to Eat

Now let's pretend it's time to eat. We must hawetéd other things too, like deer, and we
must have caught some fish. We must have cookedyal But | think it would be more fun
to EAT!

Take your plate and fill it up with all the gooditthere is here. Then bring it with you to
your seat. Would someone say grace? (If you teealschool where grace is a bad idea,
just skip it, but | defend it on the basis of higtal accuracy.) Okay--let's eat!

Be sure you really taste your food! Some of thegs the Pilgrims ate might be new to you.
What are they like? Do you like them? Be suretapntbts of different things!

For a spur-of-the-moment invention, this activitgrkked great the first time, and | now use it
every Thanksgiving.

Seasons and Weather

| use this lesson with my first-graders when theystudying Weather. It is a way to
physicalize some of the ideas they are learningialigut it also makes a strong
improvisation game for older students, so | useitk, naturally, some changes in
sophistication-with my adolescent acting students.

This lesson plan is written in the form of a nawata description of what happens in class
when | teach the lesson.

First Step: Thinking about it.
| begin by asking the students to think about the Eeasons.

What are some of the activities you do most in essason? (Going to school,
playing football, raking leaves, etc. in the Falkimming, going to camp,
watching television, etc., in Summer; playing ldattleague, planting a garden,
etc., in Spring; shoveling, skiing, playing hocketg., in Winter.)

What kinds of weather do we tend to have in eaeB@®? (Sunshine,
thunderstorms, heat in Summer, fog, hurricaned,indeall, snow, sleet, icy
winds in Winter, friendly rain, warm in Spring.)

Second Step: Acting it out.
Next | ask the students to imagine if is Fall (ftstance). Think of an
essentially Fall activity and begin to act it dthen | call out, "weather!"
some kind of typical Fall weather will take pla&ach student chooses for
herself or himself which kind of weather it happeihen | call out,
"weather!" everyone must react appropriately totever weather they are
imagining.



We repeat this with each season. Sometimes Ilbcal'weather!" several
times for each season.

In my side-coaching | put a lot of stress on thesss. What does the weather
sound like? Feel like? Does it have a smell? Aeta8Vhat do you see?

As a variation, particularly when I'm working with older students and my primary goal
is improvisation training, rather than learning about the weather, | will call out a
particular kind of weather, to which the students nust instantly react. This ensures that
the weather is unexpected, and the response to ihplanned.

Both my first graders and my Middle Schoolers erfug game immensely.

Story/ Discussion

Coming Together

This exercise is about space and the visualizatidhree-dimensional space. It is also
metaphorically about developing communities. | tég exercise with my third-grade classes,
but | have used a similar story with much younget somewhat older students as well. | use
it as a jumping-off point for what is often a vemgpiring conversation about community and
connections between people.

This exercise is a Narrative Pantomime. Narratiaet®mnime is a Creative Drama technique
in which a teacher or leader narrates a story la@dtudents improvisationally "act out" the
story, each in their own space, the actions ofita@n character. In this exercise, the students
eventually come together to improvise as teamslag as a whole class, but it begins with
solo improvisation. What follows is the narratianlavould read it during the lesson.
Naturally the exact words are not important--ithis developing story that makes the lesson.
Following the narration is a description of thediof processing conversation | have with my
students after the story is through.

Story

Everyone find your own personal space in the rddensure you have enough room around

you to turn all the way around with your arms atisthed and not touch your neighbor.
We'll begin our story now. Everyone crouch down arake your self as small as you
can in your space.

Imagine you are inside a hard, transparent, spdlesiell. The shell is only just big
enough for you to fit, so you can barely move.

The shell is hard, but you discover that by puslaigaginst the wall of the shell you
can make a "dent.” You can push one small pati@fmall out away from you, and
when you let it go, it doesn't spring back. Keegkimg more "dents" until you have
actually made the whole shell bigger.



Keep pushing the walls out around you, smoothirtgloeidents as you go so you
keep your shell smooth and round. It is hard warghing the walls out.

Keep enlarging your shell until it is just big egbuto stand up in. Remember that
your shell is a sphere--it is as wide as it is tall

Have you ever seen a hamster in one of those glastic balls? It can roll the ball all
around the room by "walking" inside it. You discoveat you can do this in your own
clear sphere. But remember how big your sphergéas! can't walk right up to a wall
or other obstacle, because of the roundness o$gbere. Even more important--you
can't possibly get near another person, becaugeblefiore you can touch them, your
invisible sphere will bump into his sphere. If ystnetch out your arm, you should just
be able to touch the place where your sphere tauaghether person's--that is all.

Explore the room inside your sphere, taking canreieember where and how big it is,
and to visualize your sphere.

Now you see someone--one of your classmates--dingbro sphere towards theirs.
(Each person must pick a partner and do this elfetlis an odd number you the
instructor can either make your own bubble to parimith one student or make one
threesome.)

When your spheres touch, you notice that they jeswing a tiny opening between
them that you can just get your hands through. Ré¢aough and shake the hand of
your partner.

Now, working together, start making the hole betwgeur spheres bigger by pushing
its walls out. Keep going until you have make aj@nsmooth sphere big enough for
two.

Explore the room a little in your new, larger sgherou'll have to work together to
control the way it rolls.

Now you see another pair of your classmates ahdomwbrds them. When you
spheres touch, once again there is a tiny holectiRémmough and shake hands. Then
once again gradually enlarge the hole until youehmade one four-person sphere.

(I repeat this as many times as necessary untivliade class has made one huge
sphere.)

Now, working together, shove the walls of your geheut until it fills every inch of
the room.

Congratulations! We did it!

Go back to the top.

Discussion

Was it easy to imagine your shell/sphere as a tle@e-dimensional thing?



How does your shell/sphere relate to the idea dfqueal space?

| think this is a great way to learn how to vismalspace, but | also think it is a
metaphor.

What is a metaphor?

A metaphor is a word or a story that can repregestand for something else--like
when you say your Mom blew her top, you don't m&amactually lost the top of her
skull.

| think this story can be a metaphor for the waymae from being totally involved
with ourselves to joining with friends and becompayt of the larger society. You
start out life as a tiny baby, not knowing or cgrabout anyone but you. You live
inside your own shell. But pretty soon you meet\w bther people, and your world
gets bigger. These people are your family, and taeyhelp you to make your world
even bigger by meeting other families or other pedpventually you form
communities. Even then, your world is pretty smilt today communities can come
together to form larger communities. States formntoes, countries form even larger
alliances. Maybe someday even the earth will begag of a larger community.

Think about the border between your sphere and yeighbor's. At first it is easy to
see where one sphere ends and the other begingoBuept pushing out and
smoothing until you had one big sphere. What hapgpen the border? Could you
even remember where it was? At first you were ptdparate, but you came together
so completely that you couldn't even remember \bpt you apart. What does that
say to you? Can you relate that to your everyda$ [To your friendships? To your
communities?

Be a Water Molecule--Three States of Maifté&frhy Do We Need Electricity?Ring That
Doorbell!

| designed these three little lessons a long tigeeta support a third-grade science
curriculum (the particular textbook is now lostus--or in other words | can't remember the
name of it), but they could be used with any eletagrstudents who are studying energy in
science class.

Liquid State/ Solid Stated Gaseous StateDiscussion

Be a Water Molecule--Three States of
Matter

This is basically a narrative pantomime activityihich students act the roles of water
molecules as they move from a liquid to a solidestback to a liquid and then to a gaseous
state. However, |do not tell the students atdaginning that they are water molecules, or
that we are doing a lesson about states of mdttw.tell them the game will have something
to do with science, but | save the specifics feerahe activity.




Liquid State

| define a specific playing space on the floor,gioly circular, by arranging desks or chairs, or
using an area rug. The space must be considdsagggr than the group can fill when closely
spaced. Then | ask all of the students to contetive middle of the space, and get as close
together as they can.

| tell the students to move around freely amongst another, but to stay in the middle of the
space. Depending on the group, | may have to &&cfive in keeping them from pushing and
shoving. | comment on the fluidity of the groand the way that it seems to stay in the
middle of the room and maintain its size, but cleaitg shape continuously.

After they are moving comfortably, | tell them tHam going to begin to take away energy
from the group. As their energy decreases, thdybegin to feel tired, and not move as
much or as fast.

As the children continue to slow down, | "removeée more energy. Finally I tell them to
grab hold of one another and stop moving altogethi@e group congeals into a solid mass,
and | move around it, prodding it gently and comtimgnon how solid it is, and on the way it
holds its shape.

After the children are finished absorbing this phatéll them | will now begin adding energy.
They let go of each other and begin to move aronack freely again. | comment on the fact
that the group is once more changing its shape.

Then | tell them | am adding even more energy.they start moving faster, | tell them that
there is now so much energy that they can't stélyarcenter. | tell them they are free to
move anywhere in the defined space, and that yf themp into" anything (I stress that they
should not really crash) they will bounce off imew direction.

Presently the group is moving pretty freely all othee defined space. | comment on the fact
that the group has expanded to fill all of the Ealde space. | point out that once again its
shape is constant, but now it is the "containeat ttefines the shape. | make a small change
in the shape of the container and comment on thethad changes the shape of the group.

Discussion

After a minute or two of "high energy,"” | bring tkaergy back to the starting point, and we
end the activity. We sit in a circle for a disaoss | ask the group if they can think of
anything in their Science classes that is sorikefwhat we've just done. With very little
prodding from me, they realize they have been amachanging states of matter. This
discovery generally delights them, and leads teedyl discussion of the ways the two
processes--ours in the classroom and the physicegs--are similar and different. Then we
repeat the activity, very briefly.



Back to top.

This is a variation of "No, You Can't Take Me!" téiaches critical thinking skills while
hammering home the idea of just how much we relglentricity in modern life.

Each student chooses (but keeps secret) a partedatzrical device. It could be anything
from an electric hair dryer or toaster to an eleatable car or a photocopier.

Each student arranges her or his body to resemélehtosen device.

| survey the room and say, "My, look at all thisku | don't need all this junk. 1 think I'll get
rid of some of it." | then choose a particulardgnt and say, "I think I'll take THIS thing
away."

The student (we've discussed the rules of the gdraad of time) says, "No, you can't take
me!" | reply, "Why not?" The student says, "Be@usthout me. . ." (Here the student must
come up with something bad that would happen if plaaticular device were not there. For
example, a toaster might say, "Because without oo&yhave to eat squishy soggy bread all
the time." A photocopier might say, "Without mangget writer's cramp copying all those
papers by hand.” The idea here is that the stadeust come up with several real purposes
for their objects. | often don't let them off theok with only one answer. "Well, I like soggy
squishy bread. I'm still taking you."

| repeat the process with each student.

Back to top.

Preparatiord Ringing the Bell Discussion

Ring that Doorbell!

This is a fun little game in which students thinkieabout how electricity works. It is based
on a pretty simplistic concept of the physics imeal, but you ought to be able to adjust it if it
doesn't square with the way you teach the concepts.

Preparation

| begin this exercise with a short discussion atetedtricity and how it travels through wires.
Then we choose one student to be the "Doorbélé @udition the best "ringer.") Another
student is chosen to be the "Avon Lady" (brushssabn, or anyone who could be expected to
ring the doorbell, would work just as well) and #rey to be the "button.” Everyone else is
part of the "wire."

The "Doorbell" positions herself at one end of them, and the "Button" positions himself at
the other, near our imaginary door. The reshefdlass joins hands and forms a "wire"
leading from the "Button” to the "Doorbell.”



Ringing the Bell
The "Avon Lady" walks up to the "door" and pushes tButton.” (She presses on his head.)

The "Button" squeezes the hand of the next chilthéncircuit, who in turn squeezes the next,
etc., until at last someone squeezes the haneédborbell,” who calls out, "Ding Dong!"

We do this several times, in different ways. Wgetdrsee how fast we can make it work, and
we discuss the fact that real electricity wouldngach faster than we can, but that it does take
time, even if it doesn't seem like it. We try ithvour eyes closed, and we experiment to see
what will happen if the wire is broken.

Discussion

Afterwards, we discuss how this is and is not té@l electricity. (The textbook | was using
when | wrote this lesson didn't get into positivel megative, and this game ignores the fact
that we really should have a second wire going ba¢ke button and probably a power
source as well. But with a group sophisticatedughao need these, you could easily add
them, or perhaps even bettdon'tadd them and see if their absence comes up in the
discussion.)

The Trip/ Spring

Guided Imagery

This is a technique similar to narrative pantomibng, simultaneously simpler and more
sophisticated. It has a lot in common with sonmel&iof meditation and relaxation
techniques. Guided Imagery exercises help youtagysaexplore the imaginative use of the
five senses in creating the environment of a r@idents learn to relax and concentrate
fully. They learn to focus their sensory and emudi selves in role. In addition, Guided
Imagery exercises can help students to createsttirat can then be developed in other
ways. In Guided Imagery, the students usuallyatamove. They sit quietly, usually with
their eyes closed (darkening the room can helm,exiperience the "story" of the exercise on
a deep sensory level, not trying to "act it outaimy way. This is often difficult for students
to grasp at first, and depending on the individirracteristics of a group it may be
necessary to modify the requirements. Howevere @hgroup can be induced to buy into the
concept, they nearly always respond enthusiasticall

The simplest way to explain how Guided Imagery waskto write down exactly what |

might say to a class in performing the exercissehduld point out that while | include a few
specific storylines here, you can create your ownidually any topic, from the general to
the very specific, provided only that your storgninclude lots of opportunities for use of the
senses and sufficient room for the imaginative oations of the participants.

(As | narrate the exercise, | pause whenever napess allow the thinking and feeling called
for to happen.)




The Trip

For this exercise everyone must find your own cotafide space. | will be telling a story, in
which the main character is you. As you listeth story, you must imagine that it is
actually happening to you. You should concenteafmecially on your five senses--your sense
of touch, your sense of smell, your sense of tgsia; sense of sight and your sense of
hearing. You will not be actually moving around'acting out" the story--this isn't that kind
of exercise. Instead, you will be using your senseyour imagination to EXPERIENCE the
story.

It will be extremely important as our story unfoltisit you DO NOT MAKE ANY

SOUNDS. Your classmates will be trying very hardisten to the sounds in their
imaginations, and real sounds will make that veffycdlt. Similarly, of course, you must not
move around or touch anyone else in the room. @unate on your senses in your
imagination.

To begin our story, | want you to think of a pldbat is just yours. It might be your room, or
if you share a room, your special part of the rodtrmight be a fort or a special place outside
that you like. You will decide what the placebsit it should be a place that is private and
special to you.

Imagine that you are in your special place nowoK.around. Look CAREFULLY. Use
your sense of sight to take in all of the detads gan--even the ones you may never have
noticed before. Maybe there are little crackdhm¢eiling, if there is a ceiling. Maybe there
are colors or textures you've never noticed befttte amazing how many things we see
every day but never really SEE. Now listen. Liste all the special sounds in your special
place. Even a very quiet place has lots of soifngsi really listen. Maybe there is the
sound of your house shifting. Maybe there is itadfvay in the distance. | don't know. You
must listen for the special sounds of YOUR plaged smells. Nearly everything in the
world has its own smell. Maybe you've never natittee smells of your special place, but I'l
bet they feel comfortable and safe. See if youidantify several smells. Wood has a smell.
Earth has a smell. Your place probably smellsyie, too. Really breathe in the smells of
your special place. The air may even have a tasteif it does. Now take your hand and
touch various things in your space. Feel the testand temperatures of your space. Are the
surfaces rough or smooth? Warm or cool? Dampydr dReally explore your space with
your sense of touch.

Now, as you sit in your special place, | want youhink of a trip you would like to take.

Think of someplace else you might like to go. lght be someplace very close by or
someplace halfway around the world. You must cedosyourself. As you sit in your
space, go over in your mind how you would havedwdl to get to this other place. For some
of you, the whole trip could be made on foot. Sahgou will realize you'd have to take a
car, and some probably even a plane or a boatalFbknow, some of you might need a
spaceship. But | want you to carefully think dfthe steps your travel would take. For
instance, if you would have to take a plane, youldidirst have to get in a car or a taxi, then
drive to the airport, etc. Think of ALL the steps.

We've decided to take the trip. It is time to padk bags. Since only you know where you're
going and how long you'll be gone, only you knowaivirou will need to pack. So get out a
suitcase or bag--whatever seems appropriate--ayid teepack. As you place each item in



the suitcase or bag, examine it carefully with yiug senses. What color is it? Does it have
a smell? Is it heavy or light? If you shake tied it make a sound? Does it have a texture?
We're going to take the time to really pack catgful

Now that we're going to begin our actual trip, yoay find you have to speed up or slow
down time in order to keep up with the story. diy trip is very short, you may have to slow
down time, but most of us will probably have toegpep time.

Imagine you are now on the first leg of your joyrné don't know what that is--it will be
different for each of you. But as you travel alpnge your five senses. What are the sights
you see? The sounds you hear? The smells yol?sMéiat physical sensations are there?
Are there any taste sensations? Really EXPERIEMGEpart of the journey.

Okay, now here's where some of you may need talsgeer slow down time. Imaging your
are exactly half way to your destination. Manyoti are probably in a different kind of
transport now, though some of you may be in theesane. Once again, use your five
senses. What do you see? Hear? Taste? Snmesl? F

Now let's imagine we have arrived just outsidedarstination. That may mean different
things for each of you. If your destination hagate or is indoors behind a door, imagine you
are just outside the door or gate. If your desitmais just a general place--say, the desert--
imagine you are in some sort of transport, abostép out, and "into" the place. In any case,
before we enter our destination, we're going tp sitnd use our senses again. From outside,
what does the place look like? Sound like? Shka? What do you think it will feel like
inside?

Okay, it's finally time to enter. Once inside,dndt know what you're going to do--I don't
even know where you are. But as we take somejtist¢o experience this new place,
remember to carefully consider what your five serae telling you. There will probably be
lots of new sights, sounds, sensations, smellstastds to experience.

As you do whatever it is you came here to do, ltwan to think for a minute. Who is the
VERY LAST person you would ever expect to meehis place? The MOST UNLIKELY
person to ever be here? In your mind's eye, radall this person looks like, sounds like,
etc.

Suddenly you look up, and there they are! Youcaréinly surprised to see them, but | don't
know whether it's a good surprise of a bad surprigion't know who they are or how you
feel about them. You may be glad to see themparmyay wish they would go away. As you
look at them, and try to see as many details acgaythey speak. Listen to their voice.
What does it sound like? What are they saying?

| don't know if you speak back, or if you do, wiyati say. | don't know what, if anything, the
two of you do. This part of the story is up to you

Finally the person leaves. | don't know why, bowylo. | don't know whether you caused
them to leave, but you do. | don't know whethar'seglad or sad to see them go. But at any
rate, now that they're gone you realize it's tioreybu to go, too. As you leave the place,
take one last look. Try to remember all of théntsgsounds, smells, tastes and touch
sensations you can for your trip home.



We're going to compress time again, and imagineavirglf way home. What sights do you
see? What smells do you smell? What sounds dtvgat? What tastes do you taste? What
sensations do you feel?

Something has gone wrong. | don't know what ithgt's up to you, but something pretty
serious. | don't know if the problem is somethyog can see or not. Maybe the problem has
a sound associated with it. Maybe there is a sm@&lu can probably feel something as well.
Whatever the problem is, no one seems to know whad about it.

Finally you are able to solve the problem. | d&nbw how you did it. Does your solution
have any sounds or smells associated with it? \Mhgbu see and feel? At any rate, you
certainly feel relief, as we once again speed uglaw down time to arrive just outside our
special place--home.

Before you go inside, see how many details of ywpacial place you can recall. Then when
you go in you will see how many of them you remeretdecorrectly. It's been a long day,
and a long trip, and you are tired. So you go yor special place and sleep.

Once the story is finished--l1 almost always enchwilite main character in repose--1 have the
students do some brief stretching exercises tthgdblood flowing again, and then we have a
discussion. Usually | have some or all of the shid describe their adventure in detail. We
talk about the fact that even though | told the satory to everyone, no two students came
up with the same, or even very similar, storiepoiht out to them that the creative force
responsible for making the stories they have egpegd was not mine, but came from them.
So the stories now belong to them, and they carthesn in any way they want. They can
write them down as short stories, plays, or poefiteey can make pictures of them, or write
songs about them. They can make videos or impeakgs. | tell them (which is the truth)
that this kind of quiet imagery is often the wagome up with the stories and details | use in
my own writing. But most importantly, we discussiheffectively we were able to use our
five senses in our imaginations. Usually the stislare surprised they were able to
remember and experience so many details of thdifaurparts of their stories--such as the
"special place"--and equally surprised at the viess of the sensations in the original parts of
the story. (The exception to this is that if tmeup has had trouble keeping quiet, no one will
have been able to really hear the sounds in thaiiles clearly, and the stories will be more
similar than otherwise, since their sounds willéawvluenced each other. If this is the case,
we discuss it.) This exercise is much more effedti time is left for discussion at the end.

Back to top.

Below is another storyline | use with my student§&uided Imagery exercises. Again,
remember that you can always create your own. iftheduction and discussion afterwards
are just the same. (This storyline might work asmaative pantomime as well.)

Spring



You are a small, burrowing animal. In fact, yoa arnewly born baby animal, and have so
far lived your entire life inside your burrow. Yiomother went down into the burrow last
fall, and when spring began to make itself felt) ymd your brothers and sisters were born.
Since it is completely dark in the burrow, you haeeer seen anything--in fact, you don't
even really know what it would mean to see. But liave four other senses, and you use
them.

Listen to the sounds in the burrow. You can prdphbar your mother's heart beat, and
possibly also your own and your brothers' and 55stéMaybe you all make some sounds as
you move around in the burrow. Smell the coolteaftthe walls and floor, and smell that
special smell that means "Mom." Feel the hard-pdckool walls of the burrow, and feel
your mother and your brothers and sisters in tmallsspace.

Just in the last day or so something has been atgndhe walls of the burrow are getting
damper and warmer. You don't know why, but Morms®& sense a change. It is time for
her to open up the burrow. It is spring. Listershe moves to the entrance of the burrow.
Feel the dirt hit you in the face as she digs aatahe blocked entrance to the hole. Taste the
dirt that gets in your mouth. She opens a smad twthe outside world.

For the first time in your life, you can see! Loatound you at the dimly lighted interior of
the burrow. For the first time, look at the othgraur mother and brothers and sisters--with
whom you have spent your entire short life. Logpkatithe bright circle of light that Mom is
making bigger and bigger.

Suddenly Mom disappears out the hole. You dordtwkwhat to do. But then you hear a
strange sound. You've never heard such a soundeh&ut somehow you know exactly what
itis. It's Mom saying, "come on out!"

As you climb out of the burrow, feel the new eartider your feet. Smell the outdoor air.
Suddenly the sun is so bright you're temporariilgddd. As you grow used to the brightness,
you see that the hole is in the center of a lakpamese of grass, like a meadow of a field.
You start to explore the area around the holeydsexplore, you use ALL of your senses.
You investigate things with your eyes. You smieirh. You touch them. You listen to
them. You even taste them. You discover thatarigs/very tasty. You discover that your
brothers and sisters are not.

So far, you have been staying pretty close to thieolw, but now you notice something at the
other end of the grassy area. | don't know whiat &nd neither do you, but it's pretty big.
You are overcome with curiosity. You start to &tise grass, to take a closer look.

As you go, feel the grass moving under your f&hell the sweet spring air. Taste any new
plants you come across on your journey. Listethéosounds of the much bigger world you
have discovered. But keep your eyes on the bigythi

You arrive, and carefully investigate the big thirfgmell it. If it seems safe, taste it. Look it
over carefully, listen to the sounds it makes, tmath it carefully. Try to learn as much as
possible about the thing.

Suddenly you hear a sound from across the graes:v& never heard that sound before, but
you instinctively know what it is. It's Mom sayintEverybody in the hole! Now!" You run



across the grass and dive down the hole just as Marts filling in the top with grass and dirt
to hide it.

You spent almost your whole life in this hole, andlways felt warm and cozy and safe. But
now it feels cramped and dark. One of your br&lersisters is standing on your head, and
there's hardly any room to move around. But fow,ngou'll have to stay down here, so you
make the best of it and take a nap.

How to Play/ Variations

Story Story

This game is based on a similar one called "Steoyy®ie" that one of my students brought
in. It sounded like fun, but it struck me that &sn't really a drama game, so | made some
changes and accidentally invented a really fun game. It is pretty simple, but the results
are often anything but, and it can get as zany@eaous as you choose to let it.
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How to Play

Group sits in a semi-circle around the acting af&ay space will do--it needn't be very big.)
Establish an order of play, as in a board gameysoyone will know whose "turn™ it is.

The first player takes her place in the acting .afé& second player begins to tell a story. The
first player must act out the story as fully asgiole, in whatever seems the best way. This
can involve playing more than one character, upnogs--whatever she thinks will work best
and with whatever limits the leader may choosernpase.

When this has gone on for a minute or so, the ledigs a bell. (Actually, | usually just yell
"ding!") The first person sits down. The secondspearenters the acting space. The third
person continues the story exactly where the sepergbn left off, and the second person
must now act it out.

After a minute or so, another bell, and anotheatroh. Continue until the story concludes or
seems to peter out, or until everyone has had aktwgns as storyteller and as actor.

The beauty of the order of play is that each persast be the "actor" immediately after
being the "narrator.” This tends to prevent pe@mm deliberately inserting difficult or
embarrassing details to trip up the actor, sineg kmow they will soon be on the receiving
end.

My Middle School students love this game, and fegtly request it.
Back to top.

Variations



You can put any sort of limits or guidelines on gyt of the game. For example, |
sometimes insist that the story "make sense” diitth@ "serious.” (Other times | let it get as
silly as it wants to.) Sometimes | allow the usasfet store of props and costumes, while
other times | require that everything be pantomim&m can really go wherever you want
with it.

With my playwriting students | play a version ofstigame in which they write instead of
speaking. Each person begins a play, and whenrethargs (usually after three or four
minutes) everyone passes her paper to the rigidsréhe new play and continues where it
leaves off. After about three or four passes,| itihem to find a way to bring the play to a

close. Then we share the results. Lots of fun,iahelps reinforce the idea that sometimes it
is helpful and fun to write even if you are notsjnoired."

What Would You Do?

Introduction:

This is a fun game to play all by itself, but incaso be very useful for helping young actors
learn to more fully inhabit their characters. itisredibly simple on the surface, but it's not
easy to do well.

Back to top.

Play the Game:

One actor plays at a time. The others can takes tinarrating."

The player chooses a character. This can be thhaatkahe is playing in a current
production, or a character from literature or I{fide careful though--don't let students choose
characters they will be tempted to lampoon.)

The "narrator” (it should be the instructor at testdirst) begins to narrate in second person
simple events in a person's daily life. Start senpYou get up in the morning, and it's a
beautiful day. You make breakfast."

The player simply follows the instructions, butrkeacts in character.

The "narrator” may begin to add some surprisesu‘'féavalking down the street when a man
bumps into you."

The player must react to whatever happens IN CHARER. In most situations Hamlet
would react very differently than, say, Benjamimuidlin.

Narrator continues the story, adding more and reateeme details. "You come upon a dead
body. It's your mother." "It's floating in midair.”

Play stops when the instructor feels it has gorfaraas it can or should.



Discussion:;

| find this game a great jumping-off point for adission of the difference between acting
and "indicating.” | am frequently asked, when eipiey the game, "So, I'm supposed to
figure out what my character would do in each situia and then do it?" | reply, "Not
exactly. | don't want you to HAVE to figure anytlgiout. If you are truly inhabiting your
character, you will simply react.”

It's also a good way of looking at the conceptm@ywriting” while acting or improvising.

I'm sorry the term "playwriting" is used here, besaas a playwright | object to the word's
use in a pejorative sense, but in this case "plagipgt is a bad thing. It occurs when an actor
consciously tries to push a story in a particulegaion that is unnatural, rather than reacting
naturally in character. Obviously in many improvisa settings, such as improv comedy, this
can be a good thing, but for an actor in role dighonest. Because improv games are fun, |
often have to remind people not to "try" to be fumvhen the point is to learn about character.

Back to top.

Variations:

Obviously when this game is played as a way ofihglpctors inhabit characters as whom
they have been cast, this won't work, but whergtmae is played "for fun" you can make it
into a guessing game. The player who is perforrdmgsn't tell the others what character he
has chosen. (You could even have them pull theackens out of a hat.) Then the "narrators”
use their narrating as a way of evaluating theasttar, sort of like the game "20 Questions."
They can put the character into specific situatimnsee how he'll react, and use the answers
to gradually zoom in on the character, until thag guess. | like to have them phrase their
guess as just another piece of narration, but letentakes it absolutely clear that they now
know who the person is. (For example, if the "n@amas pretty sure the player is Hamlet, she
could say, "And then your girlfriend comes in, afe's throwing flowers all over the place.”)

Physical & Pantomime
Nursery Rhyme Charades

| use this activity with my really little ones--Pkendergarten--when they are learning about
nursery rhymes and Mother Goose. It is very simguhel a lot of fun for my students.

We begin by discussing nursery rhymes in genenal by naming as many of them as we
can. Then we play the game.

Each student in turn goes to the center of théecand pantomimes an element from a
nursery rhyme. (For instance, he might pantomiameone sleeping for "Little Boy Blue.")

The rest of the class tries to guess what nur$ésmye is meant.



When dealing with very young students--althougbpmose this activity would work with
older kids as well--it is very important for theatder to carefully guide the acting and
guessing, and to make positive comments aboutdtfermances ("Wow! that's a really
interesting way to act out Bo Peep!") and abouiesses ("Well, no, that isn't what he's
doing, but | can see what you mean. He does $@rbk like he's jumping over a
candlestick, doesn't he!") so that everyone fegartof the learning.

My Pre-Kindergarten class is my most difficult, aht activity works extremely well with
them.

Hand Animals

This is an activity | do with all of my young stutte who are new to Drama. (Since | teach
every student in our school, my new students anergdly Kindergartners, but the activity
works with somewhat older children as well. It snas an introduction to the structured use
of the imagination and to the idea or charact&r also great fun and gives all of the students
a chance to "perform" on the first class.

Look at your hands.

We begin by examining our hands. | coach in thieWahg vein: "Hold your two
hands up and look at them. Use one finger to titaedines and the shape of your
other hand. Wiggle your fingers. Open and close yists. Except your face, your
hands are the most expressive part of your bodgk lab all the different things they
can do! Try to find as many different ways to mgeer hands as you can."

The students spend several minutes (or until thelne) closely examining the
infinite possibilities of hand movement.
Animal Characters

Next | show them that | can make my hand or hantisan animal. Usually | show them a
spider. One hand becomes the spider, and it "ctaylsny arm, across my chest, and finally
over my head, as | make comic-terrified faces astkgally react as | would were a real
spider crawling on me. The children love this, thay also get the point. | am able to make
my "hand-spider" real for them.

| then coach the children to invent their own handnals. By raising their hands (an absolute
must in my school), children volunteer to show thm&w creations to the class. After we have
seen and admired each character, the whole classdrmake it. (This reinforces for each
child the worth of his or her creation, and gives whole class practice in observation and
mirroring.)

If the group is sophisticated enough | will coagscdssion in some of the following ways:

"Look at this particular bird (or dog or wildebeestor this performer, what do you
think is the most important characteristic of alBIr(I'm looking for the primary
feature-a bird can be mostly wings and flight, ibetin also be mostly beak and
pecking motions. I've even seen birds whose pral@paracteristic was their
distinctive hopping walk.)

"What do you think this character would do if hevdhat character?"



"Is one character "better" than another?" (NO-fligerent.)
"What is a puppet? In some ways can we call thesd Animals puppets?"

Once we have all made many different hand aninhalse this activity as a springboard into
using more of our bodies to create characters.

| learned this game from Sharon Grady at the Usitieof Texas. It teaches the concept of
rhyme in a fun and active way. | use it with myn#ergarten, First Grade, and Second Grade
classes, and sometimes as a reward or time-filr ather students. (They love it, and
request it.) It's very simple, but because it sl@ath rhymes, which can be very complicated
indeed if the players are creative enough, it wevkl just about any age.

Everyone sits in a circle. The teacher says, "tla@nking of a word that rhymes with 'Cat.™
(For instance.)

Anyone who thinks they know the word raises thamdh When called on, they do NOT say
the word they think is right. Instead, they gmittie center of the circle and pantomime their
guess. (In other words, to stick with our examplehild might get into the circle and
pantomime "bat" by flapping his arms and swooping.)

The others in the circle try to guess what thedcimlthe center is miming.

The teacher must be careful to explain that evennieone in the circle says the actual word,
if that is NOT what the child in the center is mngj it doesn't count as a correct guess. Once
the mime has been guessed, the teacher revealgenitas the right word. If it is, the round

is over and a new word is picked. (With older kidet the correct pantomimer pick the new
word.) If it is not the right word, another volaet comes into the circle to act out her guess.
Continue until the word has been correctly mimed @#n@ mime correctly guessed.

(In my experience two rhyme sounds presenting ésibewide scope for this game are
"oat"--boat, coat, goat, float, note, wrote, gleagat, tote, etc.--and "air"--bear, wear, stare,
stair, chair, where, aware, mare, dare, care,ft@e, glare, hair, lair, pair, pear, rare, square,
tear, etc.)

I'll sometimes substitute this version with veryupg students who have difficulty with the
concept of rhyme. "I'm thinking of a word that begwith 'A."™

With older or more sophisticated students I'll sames play a version of this game in which
some theme or connecting idea takes the placeyofeh For example, "I'm thinking of a
person in Revolutionary America.” "I'm thinking @dmething to eat." "I'm thinking of an



animal." The connecting concept can be as simpés gsubtle as the sophistication of the
students allows.

Preparatiord Playing the Game

Ben Franklin's Inventions

| wrote this lesson to support my second-gradersasstudies unit about Colonial America.
It uses the figure of Ben Franklin, but any famowsntor would do--pick one who is
appropriate to your geographical area or the calltomckground of your students, or who fits
in with what they are studying.

« Preparation:
Benjamin Franklin is famous for his inventions. Wisaan invention. Why do people invent
things? (To make life easier or safer.) What areesof the things Ben Franklin invented?
(Bifocals, Fire Department, Franklin Stove, etc.)
What if you were an inventor? What might you inv&nt

+ Playing the Game:
The class sits in a circle. One student volunteefgivent something.”
The student may "use" as many other students &ssay to construct her/his invention.
This will be a human sculpture-remember the "magsiinve all made in improv class? It may
or may not move, depending on the sophisticatioim@ftudents and individual taste.
(Optional) The rest of the class tries to guesstwhi®invention is for, or what it does.
Obviously this is nothing more than a context faraaic machine exercise. However, my

younger students don't understand the machine gathe abstract. This lesson particularizes
the concept and ties it to other learning.

Sculpture Gallery

| learned this activity, with modifications, fromh&on Grady at the University of Texas. |
use it with first, second and third grade classesray Summer mixed groups. It helps
students become comfortable with their bodiesnléaexpress ideas and emotions
kinesthetically, and learn to trust each othegives every child a chance to shine and be the
star in two very different ways. My students alsally enjoy it.

First Part: Creating the Sculptures

Divide the class into pairs. In each pair, one sttids the "sculptor” and one
the "clay."

The sculptor "sculpts” his or her partner's bodyg enstatue of his or her
choosing. The sculptor may do this by physicallywmg the partner's body



into position, or by showing the "clay" how to stiaifhe sculptor pays close
attention to even small details like facial expr@s®or the position of a finger.
When the "sculpture" is finished, she or he free@deghe position is difficult
or impossible to hold, the "sculpture" may mematizeand then relax until
her or his turn in the "tour" arrives.

Second Part: Gallery Tour
Once all of the artists have finished their masesgs, | call them together in
the center of the room. The "sculptures” remaiplate around the room. In
role as a museum guide, | conduct a tour of théeiga' When we reach each
work, the artist who made it steps forward and axgl his or her work to the
group. In this way we make a complete tour, giveagh artist a chance to
show off and describe his or her work. (Once alfgave" has been viewed,
she or he may relax and join the group on theafette tour.

Once the "tour" is finished, the partners switclesand the process is
repeated.

In our discussions afterwards | always ask theesitg] "How many artists created each
statue?" At first they usually answer, "one," bab&ach them to see that the "clay" is an artist
too, since each one is different, and no matter tangfully he tried, an artist could not make
exactly the same statue with a different partnein® human and not clay, the "sculpture"
makes real contribution to the work of art. Thisigood introduction to the relationship
between playwright, director, and actor-the actakes a real contribution even if she does
exactly what the director says every time, just\aan the most slavishly literal director makes
a contribution in addition to that of the playwrigh

Basic Mirrors/ Mirrors! / Circle Mirror/ Who Began? Mirror Canon/ Movement Telephone

/ Fun House Mirrorg Emotion Mirrors

Mirror Mirror

This is not really one lesson, but several actsitll stemming from the idea of mirroring. |
introduce mirrors with my very youngest studenssaaontrol device--see "Mirrors!" below--
and by the second grade we are doing fairly eldb@etivities and games with mirrors--see
"Who Began?" or "Mirror Canon" below. Yet | conimto use even the "Basic Mirrors"
exercise with older children and even adults. Ming is a way of developing concentration
skills, and of honing those skills. It can be usetielp cast members bond, and develop that
instant communication so necessary for really fireatre. It teaches careful observation
skills, which serve students well not only in thee@tre, where it helps them to develop
accurate and believable characterizations, but aspects of their increasingly complex life.
Plus, itis a lot of fun! Try the ideas below,make up your own. Good luck!

Basic Mirrors

You are probably familiar with this activity. |ainly didn't invent it. Everyone takes a
partner. (If there is an odd number, the teachaspvith someone.) Partners stand facing
each other, about three feet apart. One is Huele the other, the "mirror.” Moving only
from the waist up, the leader begins to make sirgpttures or movements. The "mirror"
duplicates the leader's movments exactly--justragi@r would. (Some students have
trouble with the right-left shift. If the leadaises his right hand, the "mirror" should raise



his left, just as the figure in a real mirror would/hen they fail to do this, | tell students they
are being a "video" instead of a mirror.)

Most students will want to make this harder thaytshould. The goal is to mirror the
partner perfectly. 1tell my students that if tree doing a good job, I will not be able to tell
who is the leader and who is the "mirror.” | costtlm to use smooth, continuous
movements, because abrupt movements almost ahaggts the "mirror” lagging. | coach
them to look into each others' eyes, rather thaheit hands, because this facitates more
precise communication. | try to keep them frornggheir lower bodies until they have
really mastered the arms-and-face mirroring.

| challenge my students to really focus on the @ssc | point out that it is the leader's job, as
much as the "mirror's"” to see that the exerciseksvoil he leader does not try to trick his
partner--on the contrary, he works very haatto trick him. It is the leader's responsibilty to
perform movements that the "mirror" can follow psety. | remind the leaders that they
should be looking right at their partners, becahse& partnersnustlook at them, and
therefore the only way the mirror illusion can lefpct is if the leader also looks at the
partner. (If the leader looks away, and the "mmircuplicates this movement, the "mirror”
can no longer see the leader to mirror him.)

Once you've got all the students concentrating wronng, have them switch leaders a few
times. At first, every time they switch leadersytti have to start over, but they should reach
the point where they can switch leaders in midastrewithout interrupting the smooth folow
of movement. If the group is older and advanceslgh, see if they can switch leaders
without communicating ahead of time. (When thertanl' feels it is time to take over, he
simply takes over, and the original leader is damsenough to perceive it and become the
“mirror.")

Eventually this exercise can grow to involve theolelbody, and even movement in space
(locomaotion), but be wary of beginning this too sBod usually don't do it at all except with
my older students. It is too difficult. | use tmetaphor of model building. Some people buy
the biggest, most elaborate model kit they can, famdl take pleasure in building something
really complicated. But others take their pleasureof making a simpler model absolutely
perfect in every detail. The second attitude &dhe it is necessary to apply to mirrors if
their full value is to be had.

Back to top.

Mirrors!

This is my principle control device with my youngstudents. An instructor of mine had a
tambourine he carried with him. The sound of #maliorine was a signal for everyone to
freeze and be silent. Others use a hand sigmdijstle (ugh) or switching off the lights. In
Drama class you really need some such device, begau are frequently setting the students
loose to process all at once, and you need a wigrig everyone back to earth. | use
mirrors. All of my students, from pre-kindergartem, learn that whenever the teacher calls
out, "Mirrors!" they are to drop what they're doiagd become mirrors of the teacher. We
discuss the fact that mirrors do not talk, but mpst like the person looking in the mirror.
This is an extremely effective control device besgaill takes real concentration to mirror
accurately, so the students not only stop, butstisyped. We practice this in the first few



classes every year ("Okay, let's all get a littezg. . .Mirrors!"). It works. And since |
nearly always begin my movements with a charadiegesture, it works even when the
noise in the room has grown too loud for me to &ardi.

Back to top.

Circle Mirror

This is really only a way of practicing for the gayiwho Began?" The class stands in a
circle, about arms' length apart. (The easiesttwaake such a circle is to join hands,
extend the circle out as far as it will stretclertldrop arms.) The leader performs simple arm
movements, and everyone in the circle "mirrorsiimiediately the problem of left/right rears
its head. Those opposite the leader in the cwdlanstinctively reverse them, like a mirror,
but those next to or nearly next to the leadehéndircle will want to do same-side
movments. Those half way in between will be todsually | tell my students that for this
exercise, left and right don't matter. Plus | lilsudo movments with both arms together.
This is a good way of working with a class whosenhers are having difficulty focusing in
pairs. Since the teacher's eye is on everyonelesiare nice that way--sometimes such
students are better able to concentrate.

Back to top.

Who Began?

This is a game | have seen under a number of diffatames. It is a natural outgrowth of the
"Circle Mirror,” and can be used as a motivatiaioal for getting students to take mirrors
more seriously. (My students live in an extrensggrts-centered world, and any kind of
competition is instantly attractive to them.)

Begin with a circle just like in "Circle Mirror.'Practice making very smooth, rhythmic
movements. The best kind of movements for thisegare ones that repeat in rhythm, and
gradually change. (A true pattern won't work-siessential that changes happen.) Once the
group is good at this kind of movement, someoreh@sen to be "it." That person then
leaves the room or turns his back, and the teatimoses someone in the circle to be the
leader. The leader begins to move, and the rdasieoflass to mirror. "It" is invited back into
the circle, and must try to guess who the leadefs'e more perfect the mirroring, the more
difficult this will be, until, theoretically, it be\omes impossible. | usually give "it" three
guesses before | declare the thing a draw. A nigws'chosen and the game is repeated. As
the game is played, | coach the leader as necetssaayy the movement, or to make it more
smooth, or whatever, but always addressing himeaslér,” and never looking at him.

| usually don't introduce stratetgy until we havaypd a few times. | like the students to
come up with the strategies, rather than havingpmthanded to them. But there are some
basic strategies that make the game harder foto'itVin:

Don't all look at the leader. At first this seems like a contradiction, but gtedents
eventually realize that as long s@mmepeople--probably the ones opposite the leaderan th
circle--are looking at the leader, the rest cark labthose people. usually the best thing is for
everyone to "mirror" someone opposite them in th@dec This means "it" cannot pick the



leader by following everyone's eyes.

Leader look at someone.The leader is the only person in the circle whodscompelled to
look at someone else. If he allows his eyes todegH'it" can easily pick him out this way.
Don't make noise. Any movement--such as clapping, snapping or st@pghat makes a
sound will give the leader away, since he will @bly be slightly ahead of everyone else.
Again, rather than telling my students these "fulemach them to figure them out for
themselves.

Back to top.
Mirror Canon

This can be very beautiful when it works. It césoebe used as a tie-in with a music
curriculum, because the canon form is very impariamusic.

Everyone stands in a circle. Everyone turns tddfigor right, as long as everyone turns the
same way) so that they are looking at the backe@hext person. One person is chosen to be
the leader, and begins to make simple movemeiitse Ieader must be careful not to bring

his arms fully in front of him.) The person behith@ leader mirrors him, but with a "delay"

of about a second. The third person mirrors ticersg again with a one-second delay, and so
on around the circle. Eventually the leader vk $iis own movements recreated in the
person in front of him--but delayed by many secontise effect for someone standing in the
middle of the circle is of a "wave" of movement nmakits way around the circle. For the
leader, the reward is seeing that movement comie tbaum.

| recommend that the teacher not participate s eiercise, but rather watch closely to make
sure it is working. All it takes is one student paying attention to put a stop to the "wave,"

and you need to be there to light a fire undersaroh students. You also might like to pull a

few students out of the group at a time and lantivatch from inside the circle, because it is
so cool.

Variation 1. Once the canon is working in the circle, you camag the people about the
room randomly. Each person must remember who merrering, and make sure he can see
that person, but other than that they can be amnheghe room. This is much more

difficult, because there is usually at least ons@e closer than the one we're supposed to be
mirroring, and we have to concentrate on the pevsgre supposed to mirror while ignoring
the others. But when it works the students fagleat sense of acomplishment.

Variation 2: For advanced students.Find an actual musical canon--something simple!--
and listen to it a few times. Two-part is probabgst. Work in pairs. The leader imporvises
movements in time with the music (the first partled canon). The partner mirrors the
movements in time with the second voice of the naso that music and movement work
together.

Back to top.

| learned this from a member of the National Theeafrthe Deaf. Basically it is movement
version of the child's game we used to call "Tete@’ when | was a kid. The kids in PA call
it "Whisper Down the Lane." I'm talking about th@&me in which children sit in a circle and



whisper a message from person to person. Bynmettie message gets back to its original
source, it has invariably changed, usually with buwas results. | usually play "Telephone™
with my students before introducing "Movement T élepe."

Students stand in a straight line, facing the liddke room. The teacher stands at the back
of the line and taps the last person on the shoul@eat person turns around to face the
teacher. The teacher performs a very simple sefieand movements. Only the last person
in line can see this, because the rest of the al@stcing the other way. Then that person
taps the next person in line, and passes the mouesne Eventually the movement series
makes its way all the way to the front of the lifhen the teacher shows the whole class
what the original movement looked like, and evegyararvels at how much it has changed.

Often when | teach this activity, | use it as a jping-off point to talk about the way that
rumors and innuendo can get started. If evendliass in which everyone is doing his best to
get things exactly right, an idea can change sdhmutransit, is it any wonder that half-truths
and even utter falsehoods can arise from honestty gossip? The resulting discussions are
often illuminating.

Back to top.

Everyone has seen those mirrors in fun housesrtaké you look taller or shorter, etc. They
are the metaphor behind the following mirroringiatons.

Magnifying Mirrors

Work in pairs. The leader tries to keep his movwamésmall,” but the "mirror" makes all the
movements "bigger.” This is lots of fun, and cédisimagination, because it is not always
obvious how to make a movement "bigger."

Shrinking Mirrors
Like "Magnifying Mirrors," but in reverse.

Opposite, or Video Mirrors

The "mirror" does not reverse left and right. Taliews for some very interesting effects,
because unlike regular mirrors, it allows the pandrto enter each other's space. In regular
mirrors the partners can touch, but can go no éurtlecause the point of contact becomes the
imaginary glass of the mirror. But in "OppositerMis" the partners can even move around
each other and change places.

Back to top.
Emotion Mirrors

You can do this in pairs, or with the whole claggoning the teacher. In unison, the leader
and the "mirror"(s) speak some familiar speechhigTould be something like the Pledge of
Allegiance or the lyrics to a familiar song, ocduld even be reciting the alphabet or
counting.) The leader tries to change his emotiaffact frequently during the speech, and
the "mirror"(s) try to duplicate the leader's erons exactly. No attempt is made to mirror
the leader's physicality--the point is to mirros Bmotions. This is a great acting exercise for
experienced and beginning actors.



Try out these variations, too!

Enlarging or Shrinking Emotion Mirrors
Mirror the emotions of the leader, but make themggbr” (If the leader is mildly put out, the
"mirror" is furious.) or "smaller.”

Opposite Emotion Mirrors
You figure it out.

Use Emotion Mirrors in a Scene

This is an interesting exercise to try with a @also is having trouble connecting to a script.
Run through a scene, but with all the actors "miingd' one actor's emotions. Then try it
again, "mirroring" a different actor. Interestidigcoveries here!

Getting Started Ways to Walk/ What Does It Mean?

Emotion Walk

This is probably the least self-contained lessothansite. Sometimes | do this whole lesson
at once with a group--particularly an older grobpt-often | salt the various elements of it
into a few different lessons, changing the pacedmidg different games in between. It can
be difficult to grasp, but it is important, and stydents embrace the challenge. Basically
this exercise is designed to get the students itigriédoout moving their bodies, and about
clearly understanding the ways their bodies canenamd the ways they do move in various
situations. Usually | introduce movement of theolehbody gradually, starting with
something like "Sculpture Gallery" or with narraigantomime activities. With younger
children especially, | am constantly monitoring &eel of understanding, and tailoring the
lesson to it.

Getting Started: Ways to Move in Space

Everyone finds their own personal space in the robhave a defined "acting space” in my
classroom--a large open area--and | tell the stisdbey must remain inside this area all the
time. Students begin to move their bodies throggdce. | coach them to find every
conceivable way to move their bodies through spddes can get noisy, and you have to
watch to be sure they are not discovering waysthkewing their classmates, etc., but my
students love it. When we have explored differeays to move through space for five or ten
minutes, we sit and discuss. On the board, | nadist of all the ways we have discovered to
move our bodies though space. These often include:

Walking

Running (We discuss this one ahead of time. Runningegiéimate way to move, but not in
the classroom.)

Crawling

Rolling

Hopping

Skipping



Jumping

Leaping

Tip-toeing

Tumbling

Walking backwards

Walking on hands

Galloping

Dragging lower body with arms
Spinning

Etc.

Once we have the list "finished" we get up agaml bcoach the whole group through each
item on the list.

Back to top.

Ways to Walk

For this second part of the lesson we confine dwgseonly to walking. There are many
different ways to walk. | introduce the idea thayy movement (in this case, the walk) can be
changed in a number of different specific way$istithem below, but in the lesson |
generally introduce them one at a time, with timediscussion, etc. in between. Some of the
categories below come from Rudolf Laban's movertesitnique. As the students walk--
Don't stop! Keep walking!--through the space, adothem through each of these changes.
("Okay, everyone, now let's walk as HIGH, as &l we can! Now let's see how LOW to the
ground we can be and still walk--don't cheat aavir Now everyone walk as WIDE as you
can!" etc.)

Change thesize of the movement. A movement can be made wider or narrower, higher o
lower, deeper or shallower. One can make the walkr or narrower by widening or
narrowing the stance and swinging the arms furdinexy or closer to the body. Once can
make the walk higer or lower by walking on tiptaestouching. One can make the walk
deeper by taking larger steps or swinging the durtker forward and back.

Change thetime of the movement. A movement can be made slower or faster. (Whgn m
students are sophisticated enough to grasp it|udie time in the size category--as the
"fourth” dimension.)

Change theweight of the movement. This is pure Laban. | demonstrate by walking fzow
movement can be light or heavy. (An angry schaclier may walk heavily; a ballet dancer
may move lightly.)

Change thedirection of the movement. Also from Laban. A movement can be direct--
moving to a specific point without veering off thath--or indirect--wandering aimlessly.

Change thetension of the movement. The muscles can be loose and relaxed or tense and
constricted.

Change thefocus of the movement. | made up this category, but it is easy for mylenis

to understand and really helps with emotional wdfkcus is basically the direction of the
gaze, with usually a corresponding curve of theybdd hink of the difference between a
downcast person walking about staring at the feowt a proud, happy person striding about
with his chin up.)



Back to top.

What Does it Mean?

Once we have tried out all the different ways taraye our walk, | have the students sit
around the edge of the space and work with onent@ér moving at a time. This part of the
lesson is about body language, and how the way oxeraxpresses our personality and our
mood. A volunteer is chosen, and instructed tckwalkck and forth through the space as
everyone watches. To begin with, | say, "Be as A¥XRs you can! Show us in your walk!"
As the class watches the volunteer walking "happggach them with questions to look at
how the walk is dealing with each of the categoailesve. "Is he walking high or low?"
"Wide or narrow?" "Are his muscles tense or lo8sd8 he walking fast or slow?"
Gradually we build up a sense of what "happy" loldtes--at least for that person. (With
older students, if the volunteer is not actuallgkimg very happy, | may coach him, using the
categories, to look happier. "Can you move yooufoup? Can you relax your muscles a
bit? Look, class, at how much happier he looks!how

Sometimes | write a brief description of "happy"tbe board. (Fairly high, wide and deep
walk, medium-fast, light, relaxed, direct movemdmngh or straight ahead focus.) Itis
important not to cheat, though. If my volunteggssion of "happy" doesn't conform to my
expectations, and if when | coach him to match thieergroup feels he no longer looks
happy, then | describe what he did, not what Ikiia should have done.

We repeat this with other volunteers and other enst-angry, proud, sad, afraid, etc. With
sophisticated groups, we talk about why certainteans might have certain similarities or
differences. (For example, in certain ways "proadd "angry" tend in most groups to look a
lot alike. Both tend to be tense, fairly deliberatovements that take up a lot of space, both
in width and in depth. It can be fascinating tecdiss theories as to why.)

This is really a broad outline of the general apptol take when introducing the idea of
movement with my classes. | vary the approachlyeaery time | do it, carefully listening
and watching so that | can respond to what theestisdare and are not connecting to. | would
be glad to discuss further the kinds of things alle &bout in this unit with anyone who is
interested. You can e-mail me at any time.

Preparatior Play the GaméVariation

The Jeffrey Game

| wrote this lesson after a third-grade studerffrelg suggested the idea to me. It is basically
a mirroring game. If carefully taught and supesdig can help students learn to isolate
movements and to really look. Jeffrey's classyaydt, and | hope yours will too. Although
the game was originally designed for Third Grad#jrik it would work well with older, or
even adult actors as an improvisation game.

Some work is necessary before the game can bedpldyd most of this work anyway with
my Drama classes, but if you don't you will neegtepare your students for the game.
Students must practice moving in a very self-aweag. They need to be able to analyze
their movement so that they know precisely whay e doing. The work of Rudolf Laban



is helpful here, but not necessary. A basic contcesge is that a movement--any movement--
can bechangedn a number of specific ways. Among them:

Change thesize of the movement. A movement can be made wider or narrower, higher o
lower, deeper or shallower. (I demonstrate thiessetconcepts by walking--and having the
students walk. One can make the walk wider oravéer by widening or narrowing the
stance and swinging the arms further away or clwstre body. Once can make the walk
higher or lower by walking on tiptoe or slouchin@ne can make the walk deeper by taking
larger steps or swinging the arms further forward back.)

Change thetime of the movement. A movement can be made slower or faster. (Whgn m
students are sophisticated enough to grasp it|udie time in the size category--as the
"fourth” dimension.)

Change theweight of the movement. This is pure Laban. | demonstrate by walking fzow
movement can be light or heavy. (An angry schaclier may walk heavily; a ballet dancer
may move lightly.)

Change thedirection of the movement. Also from Laban. A movement can be direct--
moving to a specific point without veering off thath--or indirect--wandering aimlessly.

Change thetension of the movement. The muscles can be loose and relaxed or tense and
constricted.

Change thefocus of the movement. | made up this category, but it is easy for mylenis

to understand and really helps with emotional wdfkcus is basically the direction of the
gaze, with usually a corresponding curve of theybdd hink of the difference between a
downcast person walking about staring at the feowt a proud, happy person striding about
with his chin up.)

Change theshape of the movement (or change the kind of movement)This is the most
basic and the most grand kind of change. It cesisactually changing to a different
movement--a walk become a run or a crawl; reacbuiga hand becomes reaching out a foot-
-or completely changing a component part of the enzant--stop swinging arms while
walking; reach out with a closed fist rather thathvan open hand. This is really pretty easy
for children to understand, despite its complexityis important to remember, however, to
focus ononemovement at a time.

(The above is taken from another lesson, "Emoti@ikW\/ Check it out for more into.)

Once | have explained and demonstrated, with veknst these ways of changing a
movement, | have the students walk about in theespahile | take them through each
element in turn. "Keep everything else the samegchange the tension of your muscles.”
"Keep everything else the same, but change thelspfdbe movement.” | continue this work
until | believe the students have grasped the adésolating and changing elements one at a
time.

Usually | do a whole period of work on this, endimigh a discussion of the way that
changing one element can change the whole feelieghotion of the movement. For a more
detailed description of this work, see "Emotion Wallf the goal is just to play the Jeffrey
Game, it need not take a whole period.



Back to top.

Play the Game

To begin with, one student (or the teacher, if thils eliminate conflict) invents a short
movement sequence. For example, he might walkdtmps, bend and tie his shoe. The
whole class practices this movement sequencethegilcan imitate it pretty accurately.

Once the movement is familiar, someone volunteechange it. That student must repeat
the movement exactly, but making one change. Heanby change one element of one
movement. (In our example, he might walk fastehe@might bend deeper, or he might
massage his ankle instead of tying his shoe.)

This continues, with each new volunteer making g#yxamne change. (In our example,
eventually someone will change the bend. If ttegdens before the shoe-tying has been
changed, clearly he will not be able to tie hiseslidie hasn't bent. But he can gtiletendto
tie it, thus not actually changing the movementyofg.)

The movement sequence will grow less and lesdhi&eriginal. The teacher must side-
coach to keep the sequence clearly defined, akéddp each student to one change. This is
not a guessing game--it is fine (and usually a gded) for the teacher to say out loud what
each change is. As the game progresses, particiildre group is pretty sophisticated, the
sequence will evolve into something else with archaeaning. (For example, after ten or
fifteen changes the example sequence might havarieecrawling four steps, picking up a
toy, and putting it in the mouth.)

Finally, the hard part. (For advanced groups only)

See how few people it takes to change the movebaaki to the original sequence. Side
coach carefully to avoid "cheating" by changing entbran one element at a time. This is a
real exercise in teamwork, because the each psrsloahge depends on the previous change.
With older groups, try it with the whole group catigig on each change, so that the
transformation can be accomplished in the fewegtsst

Back to top.

Variation

Try it with more than one person moving at a tiniéis can be part of a contact improv
exercise, for example.
Preparatiord Pre-Game DiscussiorPlaying the GaméPost-Game Discussion

Social Roles Game

| created this game for use with my Fifth Graderso use a world history survey in their
Social Studies classes. We play the game sewerasd during the year, but with greater
sophistication each time, and with different soowdés at its center, reflecting the students’
growing sense of the complexity of social politics.

Preparation
Before class, prepare a set of index cards, eathandifferent "social role" written on it.



These should be mostly social roles that existsceodturally--such as priest or farmer--but
may also include a few that are specific to a caltypharaoh, for example. My cards include
the following roles: Farmer, Gatherer, Hunter,&g@rer, Shaman, Priest, King, Slave,
Laborer, Child, Teacher, Student, Parent, ScrilvBstAThinker. Many others are possible.
Note that in most societies a person might occaepgsal roles--for instance, parent, teacher
and caregiver, or child, student and laborerhdfliesson is intended to support a specific
Social Studies curriculum, | make sure the promtiisecial roles of that society are
represented, and that | am aware of those roleshwhiil be especially difficult to
conceptualize. (For example, ancient Egypt haekslakings, teachers, priests, farmers,
scribes, etc., and these are roles that are edsintoabout in relation to ancient Egypt, but
roles like Shaman are less likely to make sensguidents in terms of ancient Egypt, and
roles like caregivers, parents, children and sttedenil be challenging because most
textbooks, including the one my students use, seestly unaware of the obvious fact that
such people must have existed in Egypt. | dorwessarily take those cards out of the deck,
but | try to be aware of the extra challenges thgent.

Back to top.

Pre-Game Discussion

| begin the lesson by discussing the concept abbaales with my students. We talk about
the ways that cultures have evolved a divisiorabbl, and about the increasing specialization
of roles as cultures mature. Just in the thrdewrcenturies since Europeans first began to
settle in what is now the United States, our celtuas moved from on in which most
everyone personally did most of the work relateohtividual survival--hunted, farmed, built
homes, educated their children, etc.--to one irctvinmost people have an extremely specific
task in the larger fabric of society, and wouldhaitve the first idea how to perform someone
else's role. In addition to specialization, soegtlso tend to develop classes and disparities
in wealth and position. We discuss the phenomegenerally and as it relates specifically to
the cultures the students are currently studyifgen | lead the discussion toward the
commonalties between social roles in differenturel. Many very different cultures have
had Shamans, whether they were called by that mamet, and even though on the surface
these holy men and women may have been quite eliffeit is easy to see that all occupied or
occupy a similar place in their respective worldfie same can be said about kings, whether
called King, Emperor, Pharaoh, whatever. Do wehaote a subgroup in our own culture that
can be compared to the serfs in Medieval Europe®o @e folks who built the Pyramids?
Since | usually do this lesson with Fifth Gradeh®, discussion can get pretty involved, and |
try not to rush it.
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The rules of the game are pretty simple once thp piork has been done. The group sits in a
circle. One volunteer goes to the center of thedeand glances at the top card in the deck.
(The honest truth is that | often manipulate thekdso that | control who gets what card--that
way | can keep everyone challenged without frustgaanyone unduly.) Once the student has
seen which "social role" he is to occupy, he begingantomime an activity that we might
expect such a person to engage in. (For exaniplee card said "Teacher" the student might
pantomime writing on a blackboard, or lecturinguanuly child.) The rest of the group is
trying to guess the social role, but they do nditaat their guesses. Rather, as they think
they know the social role, other students joinfifst one in the circle, to pantomime a



different activity that illustrates the same social rol#.ofie student pantomimes writing on
the board, the next might pantomime reading aloutie class.) More students join the
circle, until most of the class is on its feet.emtlthe leader stops the play and asks someone
(not the one who started it all) what he thinksgbeial role is. Often this student will have
been doing the wrong role, but usually by goinguatbthe room you can find some who had
it right. | am always careful not to make it seldke the first student's failure if no one got it,
but | also have to guard against the tendencynmesstudents to try to make it difficult. The
goal, | tell my students, is for everyone to geight. But it's a team effort. We repeat the
game with new social roles as time allows.
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This game leads naturally into quite a bit of dssian. We talk about what made certain
social roles easier to guess than others. If tvere any rounds of the game that went
spectacularly badly--no one guessed the right answalmost everyone guessed the same
wrong answer--we discuss what happened. | oftehtfiat this is a great opportunity to talk
about rumor and stereotyping. What frequently leagps that one of the first people to join
the initiator in the circle guesses wrong, and be@d pantomime an activity appropriate to a
different social role. Subsequent participantsiaftaenced by this guess, and so more and
more people start off on this wrong tack. | tryget the students to see the parallel between
this and what happens in their own school societygxample) when a rumor is started. The
person who starts the rumor may not mean any haenmay just be incorrect, but pretty
soon the rumor takes on a life of its own and af/éme original person realizes his mistake, it
is too late. 1try to let the discussion go whiergants to go.

Preparatiori Play the GaméDiscussion Sentences

Gibberish Sentences

| invented this game when my Fourth Graders wergyshg immigrants. It is designed to get
the students thinking about what it must be likesmmeone who is suddenly thrust into a
world in which he or she doesn't speak the langoagmderstand the culture. It's extremely
simple, but it shows how even simple drama acésittan be constructed to directly support
other curriculum.

Preparation

Before class, prepare some index cards--at least &% many as there are students in your
group--each with one simple sentence written o itese should be sentences that are fairly
elementary and important--basic communicationsoplete list of the sentences in one of
my decks of cards is at the bottom of this lesson.
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Play the Game

Students sit in a semi-circle. One student volerstéo go to the front, and glances at the top
card in the pile. (Sometimes | manipulate the dexkhat the most advanced students get the
hardest sentences.) The student's job is to comeaterthe precise meaning of the sentence



as efficiently as possible without the use of spoleeguage. (Sometimes | say without
making any sound, but usually I allow sounds ag lasthey are not words. The title of the
game comes from the fact that | sometimes allowsthdents to speak "gibberish" as they
gesture.) The student must imagine that he orsshetranger in a new country and does not
speak a word of the language.

Students raise their hands and try to guess thaingeaf the sentence. | do not, of course,
insist on exact words, but | am fairly picky abputcise shades of meaning. (For example, if
the card says, "I like your new haircut,” | do atiow "Is that a new haircut?" but | do allow
“Nice haircut!") Depending on the success of tlassand the sophistication of the particular
sentence, | may coach and hint--"you're close!" éiiter a minute or two if no one has
guessed the student tells the class what his senteas. If this happens | always ask the
class for suggestions for how the student coula lmade the meaning clear.

| play the game until everyone has had a turnngit time up.
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Discussion

| don't ordinarily set aside time at the end ofsléor discussion, but | am constantly alert for
the opportunity for analysis, discussion and aitibinkingduring the game. If a student is
successful only after a long time, or with a loetdborate pantomiming, | open up a
discussion about what might have been a more efiievay to convey the meaning. When
someone comes up with a gesture that is a clicketie "check mark” in the air for "check,
please!"--1 applaud its efficiency but then disctiesway that gestures become universal
clichés. This game allows for lots of connectiand thought.
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Sentences
Below are all the sentences from my deck of seteacds (in no particular order):

| have a toothache.

| like your new haircut.
Where is the exit?

That is a very beautiful hat.
I've missed my bus.
Please don't shout.

Are you my mother?

Is this your hat?

Who's in charge here?
May | take your order?

My feet hurt.

| can't find my shoes.

Does the train stop here?
Stop, in the name of the law.
I'm thirsty.

It looks like rain.

What a beautiful day!
We're going to be late.
This food is spoiled.



Get off my lawn!

My head hurts.

Where is the telephone?
Do you have a pen?

Leave me alone!

I'm cold.

I'm hungry.

My leg is broken.

Have you seen my dog?
You mustn't smoke in here!

(Naturally you will come up with more of your own.)

DiscussiorY Rehearsal Performance

The Discovery of Fire

| wrote this lesson to support the beginning chaipteny fifth-graders' Social Studies text.
They do a world history survey that begins with dagvn of prehistoric culture. Itis
essentially a simple improvised scene activity,thetproblem-solving aspect of any
improvisation exercise is heightened because titests work to create a scene that answers
a particular question. One could adapt this egerto approach a different question.

Discussion

| begin the discussion with the question, "Whateveyme of the most important
technological or cultural innovations of the eatibBumans?" Usually | hear Language,
Agriculture, Fire, and several others. | tell gtedents that today we will be working on a
project that deals with the discovery of fire.ska"What were some of the main uses to
which early humans put fire?" (These include cogkiwhich made meat easier to digest and
prevented some diseases; protection against pregdagat in cold climates, which allowed
humans to migrate over a much larger percentaffgedtarth's surface; frightening prey
animals into traps; and light, which allowed therking day to be extended and may have
led to the "leisure-time" creation of art and otheltural hallmarks.) "Which of these uses do
you think occurred first to early Man?" (I haveidea what the "right" answer to this one is
and | doubt anyone really knows. Generally thesia split pretty evenly among all the
possibilities.) Finally I ask, "How do you thinkiy humans first discovered that they could
use fire?" We discuss this question briefly, aadegally many plausible solutions are posed.
Then it is time to move into the active part of greject.

Rehearsal

| divide the class into small groups--four or fivea group. Each group must come up with a
solution the the question, "How did early humanst filiscover that they could harness and
use fire?" They must then prepare a short skilay which dramatizes that discovery. (In
order to keep the sketches physical | usually addtle that students may not speak--or may
not speak in a real language--grunts or gibbessdilowed. This forces them to use their
physical skills and expressiveness to convey tbegdltheir scenes.) The groups, working
independently, are given five or ten minutes th&arse" their scenes. | move from group to



group, side-coaching as necessary. | try to keemtfocused on the problem, and | work to
help them cooperate. | try to head off potentespnality clashes--most of which involve
one or more people who insist on being "the leadieremind my students that working in a
group is an important skill, and not so easy. Somes the best thing you can do is to let
someone else lead for a while. This is also adesdmip skill. | continue the rehearsal process
(and pray that an administrator does not walk loyx-pr five small groups all brainstorming
scenes at once can look a lot like chaos) untih gaoup has rehearsed a more-or-less
"finished" scene at least once.

Performance

Each group, in turn, "performs" their scene, witha test of the class functioning as audience.
We discuss each scene. What worked? What didntizhey find a plausible answer to the
guestion? Did they convey their answer clearly?all of my lessons with older students |
spend time working on critique skills.) If it seemarranted, | have the group perform all or
part of a scene again, in response to the feedifatle class.

In teaching this lesson, great care must be takéead the students off deliberately silly or
humorous solutions. There is nothing wrong witimbuin Drama class, but in order for this
project to be as effective as it can be, the stisd@ist seriously examine the central

guestion. The solution they choose to dramas ghmeichosen because the consensus is that
it is the most likely solution because it will beetfunniest one to act out. (Which is not to say
that the acting out cannot be funny.)

Discussion’ Rehearsal Performance

Rituals

| wrote this lesson to support a Fifth-grade SoStaidies unit on early man. But | now use it
at various other times during their world histoay\ey as well. It is based on an activity |
learned from Sharon Grady at the University of Bexa

Discussion

We begin by discussing the concept of ritual. What? What is it for? How do ritual and
magic inter-relate? Can we list some things thatydhumans might have feared, and that
they might have created rituals to ward off? Canligt some things that early humans might
have needed or desired, and that they might haageat rituals to attract? Why was the
Shaman or magic person so often a figure of gesgtact in early tribal cultures? What are
some rituals we use today? Using these and otlestigns | coach my students to consider
the way ritual functions in their own lives and thiay it might have functioned in the lives of
ancient man. Today's rituals (in most familiargieins and cultures) tend to be somewhat
nebulous in purpose--becoming a man, or becomidgratian, for example, are not really
cut-and-dried events. But some rituals have vpegsic purposes. A Native American rain
dance, for example, was intended to cause thefgpesult of rain. Early people may have
had rituals intended to ward off evil spirits ormlacate the dead, but they probably also had
rituals intended to achieve quite specific physgrzls--success in a particular hunt or battle,
for example.

Rehearsal



In this project each student works independenfiiter the discussion, each student comes up
with his or her own original ritual. This may beitual that applies to the life of early

humans, or one that applies to the life of a coptary student. It may be intended to cause
a specific event--success in the buffalo hunt;Ahdh the math test--or to achieve a more
nebulous goal such as "becoming a man." Howdlere must be a clear, easily expressed
purposefor the ritual. Each student rehearses his orihel until it is clear and consistent.

Performance

With the rest of the class serving as audiencd) pacson in turn "performs™ his or her ritual.
The class must try to figure out what the spegificpose of the ritual is. In my classroom
this means they raise their hand and I--not theqreperforming--call on people one at a time
to guess. Probably in some groups, especiallyr @des, this would not be necessary. |
usually only take four or five guesses. If it takmore than that, the chances are that no one
will ever come up with the answer except by chafacedld guess. In that case | have the
performer explain the ritual. If someone getsahswer, | coach them to expldiowthey
knew. If no one guesses, we discuss what wasamclem careful, however, to stress that
not all rituals bear their intended functions clgaWhen everyone has had a chance to
"perform,” the lesson is over. (Often it takesmare than one class period to finish.)

Part Ond Part Two

Three Words

This game teaches improvisation, pantomime, arat ce@mmunication. It also works as an
introduction to the skill of giving constructiveiticism. Plus it's fun.

| invented this game on the spur of the momengrdfivas prevented by circumstances from
teaching the lesson | had planned for my severdldegs. It worked so well that it is now part
of my regular lesson sequence. It comes in twespartd the first part would work perfectly
well without the second.

Break the class into groups of two or three.

Each group is given the same three words. (I usg,"Wsorry" and "oh." Any three words
would work.)

Each group, working independently, comes up with tifferent short scenes, in each of
which the only spoken words are the three giver 3denes can include other pantomimed
communication-implying that other words are spokmrt,the only audible words are those
three. These are very short scenes. The two seboetd use the three words in different
ways.

Here are three scenes I've seen in my class-gusixample:



A man walked down the street, until he bumped artother man. "Oh, sorry," he said. The
second man beat up the first man, who then looket lheaven and cried, "Why?"

A boy was painting graffiti on a wall. A girl (It &s really a boy, but he made it clear) bumped
into him, saying, "Sorry." The boy looked the béaligirl up and down and said, "Why?"--
implying that he was glad she bumped into him drelreeedn't apologize. She understood his
meaning, and said suggestively, "Oh."

One man borrowed another's watch, then acciderdetiyped it. "Sorry," he said. The other
man, who hadn't seen the watch drop, said, "Whyi@hTwhen his broken watch was shown
to him, he said, "Oh."

After the groups have planned their scenes, they ahe them with the group.

Go back to the top.

Part Two

The purpose of this part of the exercise it to gimeh group completely objective feedback as
to how well they have communicated their scene.

Each group selects one of another group's scenes.

Each group, working independently, practices engdtieir new scene, but this time they are
allowed to speak as much as necessary, rathepdrdamiming.

When the groups have finished rehearsing, theyeshair borrowed scenes.

Each group is enabled to see exactly how muchedf itene was understood.

Usually | get a lot of, "No, stupid, that's not witavas about!" but | coach the students to
understand that if their scene was not understbed,esponsibility lies with the performers,
not the audience. | use this as an introductidaltong about feedback, and the importance of

communication in the theatre.

If there is time, | have the students re-create trgginal scenes, trying to clarify where they
have learned that the scenes are not clear.

| think you could use this second part to evaladteost any pantomime exercise.

Be a Water Molecule--Three States of Mafté&rhy Do We Need Electricity?Ring That
Doorbell!

| designed these three little lessons a long tigeeta support a third-grade science
curriculum (the particular textbook is now lostu®--or in other words | can't remember the
name of it), but they could be used with any eletagrstudents who are studying energy in
science class.




Liquid State/ Solid Statd Gaseous StateDiscussion

Be a Water Molecule--Three States of
Matter

This is basically a narrative pantomime activityihich students act the roles of water
molecules as they move from a liquid to a solidestback to a liquid and then to a gaseous
state. However, | do not tell the students atodginning that they are water molecules, or
that we are doing a lesson about states of mdttéw.tell them the game will have something
to do with science, but | save the specifics feerathe activity.

Liquid State

| define a specific playing space on the floor,gioly circular, by arranging desks or chairs, or
using an area rug. The space must be considdvadggr than the group can fill when closely
spaced. Then | ask all of the students to contetiveé middle of the space, and get as close
together as they can.

| tell the students to move around freely amongst another, but to stay in the middle of the
space. Depending on the group, | may have to &&cfive in keeping them from pushing and
shoving. | comment on the fluidity of the groand the way that it seems to stay in the
middle of the room and maintain its size, but cleaitg shape continuously.

After they are moving comfortably, | tell them tHam going to begin to take away energy
from the group. As their energy decreases, thdybegin to feel tired, and not move as
much or as fast.

As the children continue to slow down, | "removeée more energy. Finally I tell them to
grab hold of one another and stop moving altogetfiie group congeals into a solid mass,
and | move around it, prodding it gently and comtimgnon how solid it is, and on the way it
holds its shape.

After the children are finished absorbing this phatéll them | will now begin adding energy.
They let go of each other and begin to move aronack freely again. | comment on the fact
that the group is once more changing its shape.

Then | tell them | am adding even more energy.thiey start moving faster, | tell them that
there is now so much energy that they can't stélyarcenter. | tell them they are free to
move anywhere in the defined space, and that yf themp into" anything (I stress that they
should not really crash) they will bounce off imew direction.

Presently the group is moving pretty freely all othee defined space. | comment on the fact
that the group has expanded to fill all of the kalde space. | point out that once again its
shape is constant, but now it is the "containeat ttefines the shape. | make a small change
in the shape of the container and comment on thethe changes the shape of the group.



Discussion

After a minute or two of "high energy," | bring tkaergy back to the starting point, and we
end the activity. We sit in a circle for a disdoss | ask the group if they can think of
anything in their Science classes that is sorikefwhat we've just done. With very little
prodding from me, they realize they have been @machanging states of matter. This
discovery generally delights them, and leads teedy discussion of the ways the two
processes--ours in the classroom and the physicegs--are similar and different. Then we
repeat the activity, very briefly.

Back to top.

This is a variation of "No, You Can't Take Me!" tdétaches critical thinking skills while
hammering home the idea of just how much we relglentricity in modern life.

Each student chooses (but keeps secret) a partedaldrical device. It could be anything
from an electric hair dryer or toaster to an eleatable car or a photocopier.

Each student arranges her or his body to resemélehosen device.

| survey the room and say, "My, look at all thisku | don't need all this junk. 1think I'll get
rid of some of it." | then choose a particulardgnt and say, "I think I'll take THIS thing
away."

The student (we've discussed the rules of the gdraad of time) says, "No, you can't take
me!" | reply, "Why not?" The student says, "Be@usthout me. . ." (Here the student must
come up with something bad that would happen if plaaticular device were not there. For
example, a toaster might say, "Because without oo&lyhave to eat squishy soggy bread all
the time." A photocopier might say, "Without masgget writer's cramp copying all those
papers by hand.” The idea here is that the stadeust come up with several real purposes
for their objects. | often don't let them off theok with only one answer. "Well, I like soggy
squishy bread. I'm still taking you."

| repeat the process with each student.
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Preparatiord Ringing the Bell Discussion

Ring that Doorbell!

This is a fun little game in which students thinkieabout how electricity works. It is based
on a pretty simplistic concept of the physics imeal, but you ought to be able to adjust it if it
doesn't square with the way you teach the concepts.

Preparation



| begin this exercise with a short discussion aletedtricity and how it travels through wires.
Then we choose one student to be the "Doorbélé @udition the best "ringer.") Another
student is chosen to be the "Avon Lady" (brushssaén, or anyone who could be expected to
ring the doorbell, would work just as well) and #rer to be the "button.” Everyone else is
part of the "wire."

The "Doorbell" positions herself at one end of them, and the "Button" positions himself at
the other, near our imaginary door. The reshefdlass joins hands and forms a "wire"
leading from the "Button"” to the "Doorbell.”

Ringing the Bell
The "Avon Lady" walks up to the "door" and pushuas ‘tButton.” (She presses on his head.)

The "Button” squeezes the hand of the next chilthéncircuit, who in turn squeezes the next,
etc., until at last someone squeezes the hanagdtborbell,” who calls out, "Ding Dong!"

We do this several times, in different ways. Wgetdrsee how fast we can make it work, and

we discuss the fact that real electricity wouldngach faster than we can, but that it does take
time, even if it doesn't seem like it. We try ithlwvour eyes closed, and we experiment to see
what will happen if the wire is broken.

Discussion

Afterwards, we discuss how this is and is not tiéal electricity. (The textbook | was using
when | wrote this lesson didn't get into positivel aegative, and this game ignores the fact
that we really should have a second wire going bat¢ke button and probably a power
source as well. But with a group sophisticatedughao need these, you could easily add
them, or perhaps even bettdon'tadd them and see if their absence comes up in the
discussion.)

How to Play/ Variations

| Am Walking --Instant
Version

| learned the original version of this game fromwodeague on the internet, and that version
works great. This version, which is my own creatiwhile very similar in structure, teaches a
very different set of skills. This version is softa cross between the original form of "l am
Walking," and "The Martha Game." It works great lboiilding ensemble, and especially for
developing the kind of unselfish ensemble awarepessg actors find so difficult to learn.

Back to top.

How to Play



Before play, prepare a set of cards, each contathie second half of a sentence. Below are a
few examples, but you will think of more.

". .. through a blinding snowstorm, looking foloat child."”

. across the Great Plains on the way to Orggon

. to school on a cool late fall morning."

. down a dark alley, looking for an escapedagmer.”

. through the Amazon rainforest, in searchaoé species of animals."

. to the platform to receive a gold medal.”

. down an empty highway, running away from leom

. along the Boardwalk near the beach on a semavening."

". .. across the deck of a sailing ship duringoars."

(The idea is that the first half or each and ewemtence is "l am walkingS")

Divide the class into groups of three or more. Gtaups will "perform™ one at a time.

The first group enters the performance space. fesgmtative draws a card from the pile, and
they share it around so everyone can see it, bue is NO DISCUSSION.

On the instructor's cue, the group must creat@stamt scene (using pantomime, and, if the
instructor chooses, sounds, props, etc., but ndsyahat will convey the COMPLETE sense
of their sentence. This can be done, obviousligtsof different ways. One person might
become the person who is "walking," while othersdmee the environment, or "supporting”
characters. The challenge comes in the fact tieagitbup is not allowed to discuss or plan. If
each individual in the group decides that he wdngldhe best person to be the "lost child,” for
example, the group will almost certainly fail tonemunicate the snowstorm. Each member of
the group must evaluate what the rest of the grdjping, and respond by contributing, not
in the way that makes himself look best, or inwhagy that is most "fun,” but in the way that
best reinforces the effective communication ofdh@up. The most effective groups will
therefore be the ones in which everyone is ab&ibdimate their own individual stardom to
the stardom of the group.

Once the group has performed, others in the atgde guess the sentence. The group who
performed should try not to react positively or aely to the guesses until everyone has
guessed. In this way, no one changes or supprésseguess once they know it is "wrong."
This is important, because the "guesses" are thiekived of descriptive feedback on the
effectiveness of the performance. | often usedhia jumping-off point for discussing the

idea of communication, and of responsibility foe tinessages one sends, whether intentional
or not. If the group intended to convey the sergéh@am walking on the deck of a sailing
ship,” but most of the class guesses "I am walkim¢op of a locomotive train, chasing a train
robber," it is not because most of the class iohgt or "stupid.” It is, in fact, because what



the group actually conveyed, intentions notwithdiag, was this second idea. By knowing
what the audience saw, the group can judge howteféty they have communicated.

Obviously, this process is repeated until all geobpve had a turn to perform.

Back to top.

Variations

The original game | based this one on works theesaay, except that the group is given time
to discuss, plan, and rehearse their sentenceebiifer'performances.” This works very well,
too, but it emphasizes different skills. Obviouslgoesn't teach improvisation or thinking-on-
your-feet as well as my version, and it makessiexdor some group members to sit back and
let one or two "leader types" do all the work. Heee it results in much more polished
scenes, and provides excellent training in dirgcéind pantomime. And you can make it still
more effective by having the groups go "back todreving board" after the guessing
sessions, and revise according to what they haradd from their classmates about which
parts worked and which didn't. | use both versiointhis game regularly.

Freeze and JustifyThe Martha GaméWhat Are You Doing7 Everyone Who. ./

Pinocchio/ Murder Mystery/ Hitchhiker/ Look Up (Dude!) The Shake#Mr. Hit / Whole

Z00 Duck Duck Goose

Improvs and Warmups

This is a small collection of improvisation gamesl avarmup games that can be used to
sharpen up your cast if you're a director, or t edergy and originality to your students'
acting if you are an acting teacher. All can beedwith no materials in any reasonably sized
space. As well as being great practice in theneselhey are great for refocusing a group
that has become scattered, or for waking up orntehtiebecome jaded.

None of these games are my own inventions, althéughmade some modifications on some
of them. [I've written very few improvisation or iaup games for actors, largely because a.)
There are already lots of good ones out thereydeg the ones below, and b.) In my current
job I mostly work in creative drama, not theati@] slon't really use formal acting games
much. When | started this site | didn't intendnidude any lessons unless I'd written them
myself or received them from someone who had $emhtin specifically. But | get lots of e-
mail from folks requesting improvisation games aramups for actors, so I've tried to

collect together all the ones | could think ofusk all of these games either in my classes or in
my rehearsal process. In most cases | don't knlewimvented these games, nor have | made
any particular effort to find out. If you think yare the inventor of one of these games, and
you don't want it on my site, let me know. (Altlgbul don't know why anyone would mind.)

| will be adding games as they occur to me orlaarh new ones. Check back periodically.

Also check ouEdwena's Gamesa page of improv and concentration games sent tbynae
friend.

Freeze and Justify



The Granddaddy of 'em all. Just about everyone l@soever had an acting class knows this
one, so I'll be brief.

The group sits or stands around the acting space.

Two people enter the space and begin to improve&eeae, with dialogue and as much
physical action as possible.

At any moment, anyone else in the group may shB&REEZE!"
The actors freeze instantly and exactly.

The person who stopped the scene taps one of s an the shoulder. The actor sits down
and the new person takes his or her position gxactl

The new person must now initiate a new and DIFFEREbene. The scene must flow
naturally from the positions of the two bodies, #nd the new person's responsibility to
communicate to his or her partner and to the audierhat the new scene is about.

At any moment another person may shout, "FREEZE&d'iabegins again.

Pointers

With some groups it is necessary to make a rulentbh@ne may freeze a scene until the
situation has been clearly established and botirabve contributed.

With groups of kids | sometimes have them takedwsaying, "Freeze!" In other words, as a
scene goes on, only one person is allowed to frieeZdnen when he does, the next person is
allowed to freeze it, and so on.

If you have a reticent student, you can shout "Eg&dor him and then coach him as
necessary.

Back to top.

The Martha Game

| have no idea who Martha is or how this game tgohame. Works best with a group of 8 -
12. With a larger group, divide them into two team

Group stands outside a designated performance.space

One person runs into the space, forms her bodyaistatue and announces what she is, as in
"I'm a tree."

Instantly the next person runs on and forms somgtelse in the same picture. "I'm a bench
under the tree.”

The next person further adds to the picture. &'bum on the bench.”



"I'm a dog peeing on the tree."

"I'm the newspaper the bum is sleeping under."

Etc., until the whole group is part of the picture.

Start again. And again. Etc.

Coach this to go very, very fast. There is no tim#éink--just go!

If there are two teams, they alternate.
Pointers
Fast, Fast, Fast!
Make sure a different person starts each picture.
Variations

After a while, you might say, "Okay. . .on a coohthree this becomes a moving picture!"

Or even, "A moving, talking picture!"

Back to top.

What Are You Doing?

Lots of zany fun.

Group gets in a line at the edge of the playingspd he first person enters the space and
begins to pantomime a simple activity--for exampleishing his teeth.

The second person runs on and says, "What aregiog?df

The first person may answer anything EXCEPT whaslaetually doing. In our example he
might say, "I'm washing the car."

The moment the second person hears the answanugidegin to pantomime the mentioned
activity.

The first person goes to the end of the line aedhird person runs on and says, "What are
you doing?"

Etc.

Pointers



The person acting MUST NOT STOP until he or shedmssvered the question. Side coach
to make sure.

The new person MUST START IMMEDIATELY when the arevis heard.

The answer MUST NOT be what the person is doing,fouconvenience, it should also
NOT be something that LOOKS LIKE what the persoadtially doing.

Variations
After a while, add to the original formula, "I'm " It can become, "I'm
with a " Eventually it can become, "I'm with a while

" (For example, "I'm painting the baitlh a codfish while snorkeling.” It
doesn't have to make sense.) The second persdrbagis to act as soon as she hears even
PART of the answer. (In the example, we shouldneggainting the barn even before she
hears that she's using a codfish. When she heats the snorkeling she'll have to adjust.)
Side coach to make sure they get all three detadsheir pantomiming.

You can play this as a tournament if you want. p&ople bounce the question back and
forth until one of them "fouls" by repeating hinfsstopping the action before answering the
guestion, not starting the acting in time, or angwgethe truth. A new challenger steps in,
and so on until all but one person have been etitath

Back to top.

Everyone Who. . .

More of a warmup game than an improvisation gafdttle like musical chairs.

Everyone sits in a circle. There should be onesfashairs than people.

The person who is left in the middle ("IT") saysrsthing like, "Everyone wearing red." or,
"Everyone who has a brother,” or "Everyone whefsthanded." Any description that is
likely to describesomeand unlikely to describall will do.

Everyone who fits the description must move tofeedent chair.

"IT" is also trying for a seat.

Usually a different person will be left standingdébecome "IT."

In addition to being fast-paced and very physieapgcially when played with highly

competitive, creative adults), this game helpssi ttaget to know each other, and it calls for
strategy that depends in part on how well "IT" ksawe others. Great fun.

Back to top.

Pinocchio



This is a really great way to start a rehearsa physical high. It is a physical
warmup/stretching exercise with dramatic conterkeep it focused. It is named after the
wooden puppet. (Sometimes at Christmas | do thils mvy young students and call it The
Nutcracker. | suppose Pygmalion would work tolb.gonsists basically of a narrative
pantomime of the wooden puppet SLOWLY coming te.lifWhat follows is approximately
what | say. (This one | did create.)

Right now you're made completely of wood. Your suiand legs are carved from a single
piece of wood. You can't move any part of youraeHll.

Now the magic spell has begun. It begins at tpeofojour head. The spell moves down
slowly until your head down to your eyebrows isfHeand blood. Try and move your
eyebrows.

The spell keeps moving down. Now you can move yyes! All your life you've been
staring straight ahead, and now you can look tcithes.

The spell gets to your ears and your nose. Sgmiitan wiggle them.
The spell gets to your mouth. You can smile.eél$ strange at first, and probably looks
pretty strange too, but you grow more comfortabik . Try some other facial expressions

as well.

Slowly you discover that you can turn your headre®ul! You can look up and down
carefully as well. Look! You have feet! Thistie first time you were ever sure.

The spell reaches your shoulders. But remembaer, 31oms and hands are still attached to
your torso, since you are carved from a singlegafovood, so you can move ONLY your
shoulders. Try some circles. Do you feel a tingleand down your spine? That's the magic
working.

The spell reaches your chest. You can puff itligeta soldier.

Your elbows can move now, but still not your hands. the spell goes lower, see if you can
pull your left hand away from your body. Oooffflou did it.

Bring your hand up to your face and study it. Bgeu can move the fingers. Wow! You've
never seen anything so beautiful!

See if you can get your right hand free as welbe®it move too?

The spell has reached your waist. Carefully bemddrd, to the side. See if you bend
backwards. See if you can make a circle.

The spell reaches your hips, but your knees dféostked together and your feet are still
attached to your pedestal.

The spell gets to your knees. See if they bend!

Reach down and see if you can pull your left feeef Ooofff! Point the toe. Flex the foot.
Make little circles.



Now see if you can get your right foot free.

You're all real now! See how you can move. Cadraffdirst--these are your first steps! Let's
find all the ways our new bodies move!

Back to top.

Murder Mystery

This one's complicated, but it can be really funaio advanced group. | don't do this with my
elementary students, but when | get a chance toifpléth the folks in the performing troupe

to which | belong, | just love it. It's a littl&ke a cross between the board game "Clue,"” the
kids' game "Whisper Down the Lane," and the pagone "Charades.” Central to the game
is the idea that there has been a murder, anéshkad to discove'who was murdered,

Where they were murdered, atbw they were killed. (Think, "A noun is a persorags,

or thing.") The order is important, as you wilese

The group divides into two teams. Team A leavesttom, and Team B brainstorms a
person, place and thing. (For example, Shirley @lemn Burger King, with a butter churn.)

The first person from Team A enters, and Team IB badr the three things.
The second person from Team A enters.

The first person must communicate all three iteriisout speaking. The twist is that the
second person can't speak either, so there is ndowv¢he first person to be sure she has
communicated successfully. The second person nagate through sounds, humming or
gestures that he does or does not understand-yevea try to "restate” an item in a
different way to be sure he has it, but no languagy kind is permitted.

When the second person thinks he has all threesjtdra next person enters, and the message
is passed on in the same way.

When the last person in Group A thinks she hagdidwut the three items, she announces her
conclusion--which is almost never identical to dgngginal information.

The teams switch roles and the process is repeated.

Pointers

It is a good idea to establish at least a littteobi'Charades Code" to start with. For example,
holding up one, two, or three fingers can indicalech of the items--person, place or thing--

is being performed at a given time. Usually thre¢hitems are enacted one at a time. Itis not
necessary to act out the actual crime. (In theng@ you might hum "The Good Ship
Lollipop" and mime curly hair for Shirley Templegtea pretend hamburger after indicating a
crown for Burger King, and then mime churning buttk is not necessary to mime clubbing
poor Shirley with the churn--and in fact it willgrably confuse the issue by making the
"churn” look less like a churn.)



Music (hummed but not, of course, sung) can beeaxtty useful here. |1 once saw a person
act "Tinkerbell" by three bars of the opening noifsbm The Wonderful World of Disney
and tapping an imaginary wand. The person recgivimderstood instantly. Commercial
themes, television show themes, pop music--aleasdly recognized and convey much.

If a group is good at the game, they will starilwliately choosing combinations of items that
will be hard to guess, but at first a leader mighnt to veto items that are too obscure. (Of
course, half the fun of the game is that peopleffein the wrong track, and since half of the
group is always "audience" they are able to wastctha train comes derailed.)

It is very difficult for players familiar with chades to understand that not only the "giver"

but the "receiver" as well must not speak. Be soiigress this. You cannot, as in charades,
verbalize your guesses so as to help the actor kimowhe's doing.
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Hitchhiker

This game combines improvisation with careful otaagon, and so makes a great rehearsal
tool for serious improv performers who need to ble & see and imitate easily. Plus it's lots
of fun.

Set up four chairs to resemble the front and baekssof a car.
The first three people get in the car, leavingrde passenger-side seat empty.

The three people in the car invent a scenario pta@x their traveling together, and mime
driving along, improvising a conversation, etc.

The next person in line enters the scene as alikh The hitchhiker must have a fairly
clearly defined character.

The people in the car must stop to pick up thehhiteer, but they improvise how politely
they do it, etc., based on their characters.

Once the hitchhiker is in the car and a four-wagvarsation begun, everyone in the car
begins to pick up the hitchhiker's personality arhnerisms. (For instance, if the hitchhiker
is paranoid, soon everyone is paranoid. If thehhhiker is drunk, soon everyone is drunk. If
the hitchhiker is excessively cheerful, soon eveeyrs, etc.)

Once everyone has fully taken on the new persgn#tié driver leaves the scene and
everyone moves over one seat, so that the frosepgsr becomes the driver, the driver's-side
rear passenger becomes the front passenger, etc.

Repeat with a new hitchhiker, who has a differarspnality. (Until they have picked up the
new person, the three in the car continue to playitst hitchhiker's personality.)

Pointers



If you feel the game has gone on long enough gotdr the scene yourself as a hitchhiker
who is blind, or a small child, or something elsmignteed to cause a fatal accident once the
driver catches it.

Back to top.

Look Up (Dude!)

| call this game "Dude!" but most people call itk Up" or some other less exciting name.
It is an excellent focusing exercise, and is usie@uh for getting a cast to function as a unit
and for evaluating how well an ensemble is working.

Stand in a circle. Everyone look at the floor.

When the leader calls out, "Look up!" everyone nmogk directly into the face of someone
else in the circle.

Most people will find they are looking at someongows not looking back at them, but a few
people will probably find that they are staringeditly into someone else's eyes.

When this happens, these two people are "out,'haust exclaim to each other, "Dude!" as
they leave the circle.

Continue in this fashion until only one (or, if thés an even number in the group, two) are
left.

At first this won't take very long, but after a \Wha group will get to the point where they can

go for a long time without anyone being knocked dutakes a real psychic bond--essential
also for real ensemble work.

Variations

If this is being used as a warmup and you don'tt\earelimination game (as | often don't)
you can play so that any two who find themselvesfaeach other must shout, "Dude!" and
change places as fast as possible.

Obviously the "Dude!" part is not required. 1 jaisink it makes it more fun.

Pointers

With young performers, watch carefully so that thew't "cheat." They may fall into a
pattern, which will of course prevent anyone frooing out, but it defeats the purpose of the
game. Stress that patterns are not allowed, afiodoent. More mature actors should not
need this push.

Back to top.




The Shakes

| learned this game from a colleague. | don't kndvere he learned it. It's lots of zany fun.

Everyone stands in a circle. One person begidsvelop "the shakes" in one particular,
localized part of his body. (For instance, histfisaght begin to shake violently.) After the
shakes are fully developed, that person "throws'dffliction across the circle to another
person. Eye contact is important here, so thatdtear who is being "thrown" to. The new
person "catches" the shakes in the same body @agdually the shakes move to a different
body part. (For instance, the tremor might trayethe leg until it eventually comes to rest in
a hand.) Once the affliction is firmly establishedts new location, the victim "throws" it to
another person, etc. Try not to repeat any bodyexactly. (It may be necessary, of course,
to repeat "foot,"” but maybe the shakes themselreedifierent, or it locates in a particular toe
or something the second time.) Continue to plail emeryone is running out of ideas.

Pointers

It is okay, and in fact encouraged, to get creativence had a whole group in hysterics when
| "shook" my brain.

Back to top.

Mr. Hit

| learned this lesson from a colleague in an imgroupe. It is supposed to be a way of
learning the names of a group, and it works, bistaiso great (and exceedingly difficult)
with a group whose names are already familiar th egher.

Stand in a circle. One person announces, "l amH#Y. Mr. Hit begins walking directly

(but slowly, at first) towards another person ia tlircle, with his hands out in front of him
like a zombie. If he touches (hits) the persoaytare "out" and must leave the circle. The
only way the intended victim can stop Mr. Hit isdall out the name of another person in the
circle before any contact is made. No fair runramgy.

Once a name is called out, that person instanttgiaes Mr. Hit and begins advancing on a
victim. (He doesn't have to announce that he isHitrafter the first time.) Again, the only
way the victim can save himself is by calling outaane.

Continue play until all but two people have beemmlated. It gets harder and harder,
because as people are "out" the fund of names ggowaler. You can't say the name of a
person who is out--it must be someone who isigtilhe circle. It sounds easy, but it isn't. It
is very difficult to think with Mr. Hit bearing dowon you.

This is great, if frustrating, fun, and although,l'&e said, | think it is great for any groupisit
also hands down the most effective "name gamebwWwknSomething about the sheer panic
you feel when Mr. Hit is coming at you and you t#mhk of a name to say really makes
those names stick in your head. Doesn't work litith kids.



Pointers

Gradually move faster, but never really fast. dti#e scary enough without that.

Some groups find that they have to change the rditiee game to "Mr. Tap" to avoid

injury. You know your group best. There's realtyreason to do more than lightly touch the
victim.
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Whole Zoo Duck Duck Goose

This is a wacky game | made up one day when itte@$ot to stay indoors and we'd finished
the days lesson. It's silly and fun.

Everyone sits in a big circle. One person isditt begins to walk around the circle, tapping
each person on the shoulder. But instead of sdyinck" each time, he or she must name a
different animal each time.

Just as in regular "Duck Duck Goose," when "it"ss&gyoose" the person tapped must chase
him or her around the circle. If "it" can run angand sit where the "goose" was sitting,
there is a new "it." If the "goose" catches "thén he or she must stay "it." All this is just as
in regular "Duck Duck Goose." The difference iatthoth runners must run as whatever
animal was mentioned just before "goose." (Fongda, if "it" had said, "cow, pig,

dinosaur, owl, slug, goose," you'd see two slugwlsi chasing each other around the circle.
Anyone hesitating while naming animals is out. cAlanyone not being the correct animal is
out.

Variations
Sometimes | just play regular "Duck Duck Gooset'with different animals instead of just
ducks. It really is harder than the regular wagawuse hearing all the different animals can
make you miss the goose.

Pointers

Even though it is fun when the teacher plays albagually stay out of the game so | can act
as a judge. This avoids disputes about how mushétien is too much and whether people
adequately become their animals. (It's not fdlitifis caught because she is really being a
slug and the "goose" isn't.)

Often | have the new person be "it" each time, Wwaethe old "it" is caught or not. That way
everyone gets to play. My students understandlhieateal point is the animal pretending.

You Will Need/ Making the Mask$ Using the Mask¢ Scenarios

Paper Masks

| use this exercise with my fourth-graders whery tteidy Ancient Greece in Social Studies.
Naturally we discuss Greek Theatre, and one ofrtbst interesting characteristics of this
form is the fact that the actors were masked. tlkisrreason it seems natural to introduce
mask work at this time, and to relate it to thegkse However, mask work can be used at
any time in a drama curriculum, and can be justassly tied to any of several other historical
forms, including Commedia. The masks used inldgson plan are designed to be simple to




make. (They can be made in the drama classroaimaonily in a single period and without
the help of the visual art teacher.) Howeverpifi yyave more time or an art teacher who
wants to get involved, there is no reason you shdumake more solid or elaborate masks.

You Will Need

Heavy card stock, 8.5x11, enough for sheet peesiid

Thin (around 1/4 inch) sewing elastic, enough toww 14 inches per student. (Often
you can buy this by the yard on a large spool.)

Scissors.

Hole-punch.

Crayons or markers.
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Making the Masks

First, determine the distance between the eyes. e@kiest way to do this is to close
your eyes and very gently place two fingers (thianbt second finger seem to work
best) on your eyes. Open your eyes and transtaiitance to the paper and mark
they eyes with dots. The eyes should be aboutédhthe way down the paper, and
centered.

Once you have marked the location of the eyes, tliaveyes around your dots.
Make them about as big as, or a little bigger tlyany own eyes.

Draw the shape of a head around the eyes. Thedmeadd be as big as the paper,
especially at the sides. (Otherwise, among othiags, the elastic will not be long
enough.) Depending on the character you have ma nyou can make the head
basically oval or a more fanciful shape. Rememibeugh, that it should use most of
the paper, or your own face will show through.

Once you have drawn the basic shape of your maskcgn decorate it any way you
like with crayons or markers. Try to make your kaglefinite character.

If you have the time and the inclination, you magvide students with construction
paper and glue so they can add three-dimensioteilsie

Once the mask has been decorated, cut it out. hEeatay have to help cut out the
eyes.

Punch holes on the sides, around one inch belowyee. Be sure the holes are far
enough in not to just tear out.

Carefully tie one end of a 14" piece of elastieazh hole. If the elastic is too loose,
re-tie one side.

Your mask is ready to wear.

Back to top.
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Using the Masks

(Making the masks usually takes a whole period,laale working with them for the
following class.)

- With my students (who are all boys, and consequ&sibecially rowdy) | have
learned not to let them all loose in their masksrete. Moreover, the exercises work
better with a few students working in front of ardeence. 1 try, in the course of a
class period, to give everyone a chance to perform.

- Two or three students stand in the performanceespaaring their masks. The
audience and I discuss the characters we see,d@wisk a simple scenario for them
to act, based in part on the particular persoealpresented. At the end of this lesson
plan is a list of some of these scenarios.

« As the students perform, | point out salient feegusf their performances. | remind
the performers to "present the mask"--to face titBemce so that the mask and its
expression are visible. Frequently | freeze th®aso as to better discuss a
particular point.

« The students soon learn that they rely heavilyheir faces for expression. When this
means of expression is removed, communicationfissatvery difficult. However,
the students gradually begin to use their wholadsofibr expression. (Of course this
is the real purpose of the exercise, from an adiagdpoint, and greatly improves the
performance of young actors, most of whom tencctdfeom the neck up.")

- What tends to be most fascinating for the audientiee way the performers'
movements and body language seem to change thes mégkknow objectively that
the masks stay the same, but when the performedobad his body control, we really
SEE his facial expressions change with his std¥e discuss how this could be. (For
some reason, this phenomenon is much clearer torgypeople than ideas like,
"seeing the emotion in a person's back," and carsbd to teach composition.)

« We discuss what is most and least clear aboutc#rasios, and what is most and leas
compelling.

- Usually I have the performers repeat their scesaafter criticizing them. The
audience discusses what has changed and howirhpasved.

Back to top.



Scenarios

(Ordinarily I have the students do these withouwtnsb These are only a few suggestions.)

« Aloud argument. (The audience should be ableltavho is winning at any moment,
and who finally wins.)

« A teacher trying to teach a lesson to a well-betidug hopelessly confused student.
(For closure, you can have the student finally g6t

« Atourist is given conflicting directions to hisstamation by two locals. (The audience
should be able to tell which local is right, andiethone the tourist believes.)

« Two, three, or more people arrive one at a time anowded movie theatre, in which
there are only two (or three or whatever) seatstgmiVe should see each one look
for a seat, locate one, and go to it. We shouldlbe to tell how each feels about
taking a seat next to a stranger, and how each &b&lut the next person sitting by
them. For fun, | sometimes tell older studentssiveuld be able to tell what kind of
movie it is.)

« Several strangers (or, alternatively, not strarjgeedch a sporting event, not all
rooting for the same team. (We should be ableltavho the "opposing” fans are,
and which team is winning.)

« Someone purchases something from a sidewalk veriée.should be able to tell
what is purchased, and who the purchaser is.)

- A homeowner buys a vacuum cleaner (or a set ofaopgdias, or whatever) from a
salesperson, despite the fact that he or she doesd it at all. (We should see the
persuasion happen, and, for closure, we shoulthsealization, after the
salesperson has left.)

- Several people pass an accident on the streetyafiibus reactions. (Or a beautiful
garden, or an unusual store, or anything out obtdenary.)

« One person makes a mess almost faster than thecathelean it up.

« Make up your own!

How to Play/ Variations

Story Story

This game is based on a similar one called "SttoyyDie" that one of my students brought
in. It sounded like fun, but it struck me that ésn't really a drama game, so | made some
changes and accidentally invented a really fun game. It is pretty simple, but the results
are often anything but, and it can get as zany@eaious as you choose to let it.
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How to Play

Group sits in a semi-circle around the acting af&ay space will do--it needn't be very big.)
Establish an order of play, as in a board gameysoyone will know whose "turn™ it is.



The first player takes her place in the acting .afé& second player begins to tell a story. The
first player must act out the story as fully asgiole, in whatever seems the best way. This
can involve playing more than one character, upnogs--whatever she thinks will work best
and with whatever limits the leader may choosertpase.

When this has gone on for a minute or so, the ledalgs a bell. (Actually, 1 usually just yell
"ding!") The first person sits down. The secondspearenters the acting space. The third
person continues the story exactly where the sepersbn left off, and the second person
must now act it out.

After a minute or so, another bell, and anotheatroh. Continue until the story concludes or
seems to peter out, or until everyone has had aktwgns as storyteller and as actor.

The beauty of the order of play is that each persast be the "actor" immediately after
being the "narrator.” This tends to prevent pe@m deliberately inserting difficult or
embarrassing details to trip up the actor, sineg kmow they will soon be on the receiving
end.

My Middle School students love this game, and fesdly request it.
Back to top.

Variations

You can put any sort of limits or guidelines on gyt of the game. For example, |
sometimes insist that the story "make sense"” drtlh& "serious.” (Other times | let it get as
silly as it wants to.) Sometimes | allow the usasfet store of props and costumes, while
other times | require that everything be pantomim&m can really go wherever you want
with it.

With my playwriting students | play a version ofstiyame in which they write instead of
speaking. Each person begins a play, and whenretharms (usually after three or four
minutes) everyone passes her paper to the rigidsrine new play and continues where it
leaves off. After about three or four passes,| tthem to find a way to bring the play to a
close. Then we share the results. Lots of fun,iahelps reinforce the idea that sometimes it
is helpful and fun to write even if you are notsjoired."

Introduction

This is just for fun. During a recent productiorftem found myself unable to begin
class on time--1 was always talking with an actoa@arent volunteer or
something--so my students were left to entertadmigelves for five minutes or so
at the beginning of class. For some reason thaypaih "Hangman." You know



how you play. One person thinks of a word or pheasgwrites the right number
of spaces, one for each letter, on the board. stedibws a stylized gallows. One
by one, the other players guess letters. If therl¢hey suggest is in the word, the
"leader" writes it in its appropriate place. If ntite letter is written under the
gallows and one part--say, the head--of the hanggdis drawn. If the other
players are able to guess the whole word or phrefee the whole man appears,
they have won. If the man hangs, the leader wiredl, \&nhyway, my students
usually made SOME effort to make the game apprapf@atDrama class. They
generally restricted themselves to the names gsmamovies, for example. But |
thought the game could be made more dramatic. Wauseninds to the task, and
this is what we came up with.

Play the Game

Someone--first time around it should be the teaetmenks of a word or phrase and
writes the appropriate number of little spacesheniioard, leaving extra space
between words, just as in "Hangman"--or "Wheel aftéhe." The way we play,
the leader also writes the category, as in "Chafaddovie Title, Book Title, Song
Title, Play Title, or whatever. There is no gallolst there is a box for "wrong"
letters. (I have fun making up silly names for thas¢, such as "Letter Rubishery."

In turn, the other players try guessing letters Haue's the catch: They don't just
call out a letter. Instead, they must ACT OUT theeket(For example, if the letter
the player wishes to guess is "B," she might pieterbe a bear, or a basketball
player, or even--clever!--a bee.) The other playeduding the leader, call out
letter guesses as in "Charades," and the guedlsipgrican encourage them on the
right track also as in "Charades." When the coletttr--that is, the letter the
player wishes to guess--has been called out, #tetesither enters it in its
appropriate place or places in the phrase, drdidés not occur in the phrase,
enters it in the "rubbishery."

If the letter IS in the phrase, then the person ginessed and acted out the letter is
given the opportunity to guess the phrase. (Ndyudairing the beginning they will
probably not have any idea, but as more lettergmiered, they may. Part of the
fun comes from the fact that a player may KNOWwloed, but be unable to guess
it because it is not his turn.) Again, if the playashes to guess, she must now act
out the whole phrase. (For example, if the phraseed out to be "A Connecticut
Yankee in King Arthur's Court"--which is a prettgrd one, by the way--the player
might act out Babe Ruth's famous home run, anddlsenut a king and knights.)

If the letter guessed is not in the word, nothiad bhappens to the person who
guessed it, except that she is not given a changedss the phrase, and the next
player gets a turn to guess a letter. This meaistrentually SOMEONE will
guess the phrase, if only because there are nolettees left to guess except the



last one missing from the phrase. (In this waygaee is more like "Wheel of
Fortune" than "Hangman."

If you want to play the game for a long time, ratthen just as a time filler, you

can keep score. A player gets one point for cdyreetessing a phrase. (There is an
element of chance here, because one can only giessit is one's turn.) Players
can take turns being the leader, or the teacherezaain in this role. (I have found
that when | hand over the leader role to studegenkrally have to disqualify
myself from play, because for some reason | alvgagsn to know the phrase
almost before any letters have been guessed.K khust instinctively know the
kinds of things each student is likely to come ughwy

A rule: If you play the game more than once--that is, \withre than one phrase--
players are not allowed to act out any letter Hraesway twice. In other words, if
on the first phrase someone guessed "F" by becoaiingg, the next person who
wants to guess "F" must find a different way--gagtending to be in a thick fog.

Tip: The more completely you can divorce the guessirigeocharades--of the
individual letters being acted out, or of the whpllgase being acted out--from the
guessing of the phrase itself, the better the gaih&ork. Try not to jump to
conclusions. If you're pretty sure the player igngcout a frog, for the letter "F,"
don't call out "P!" for prince just because yownthor know that there IS a "P" in
the word. And when it comes to the acting out efwhole phrase the same thing
goes.

Concept Charades

Introduction:

This is a pretty complicated game. | created ihwity advanced middle school group, who

did well with it, but it worked less well with mg$s advanced students, even those who were
older. Central to the game is the idea of "concept'tategory.” These are large over-arching
ideas such as "Love" or "Fate," as well as disegdilike "Mathematics" or "Science" and
spheres of life such as "Politics" or "Religionve included a list below, but you will think of
others to add. It is very important that the pgraats understand the kinds of ideas that will
make the list. (Indeed, sometimes when | play dl ris@ whole list out before we start.)

This game works best with a group of no more tinadr six. If there are more, you may

want to adjust the rules so that not every plagetigipates in each round. You could create a
rotation.

Back to top.

Preparation:



Before playing the game, make a set of index caash with a different concept or idea.
(See list below.) Depending on the sophisticatibtihe participants, you may want to read
out these cards before beginning, but if you dosure to shuffle them afterwards.

Back to top.

Play the Game:

Players take turns, and it is important that eveeyeemembers where she or he appears in the
order.

First player takes a card, looks at it, and retitrtesthe bottom of the pile.

First player must now act out, without words (y@un clecide whether to allow sound effects)
the concept or idea on the card. Player shoulds#oae basic approach or idea to
pantomime, rather than trying to approach the gmlirom as many different ways as
possible. (For example, if the card said, "Poljtitse person might pretend to be giving a
campaign speech. Alternatively, she might pretenoktusing a voting booth, or to be
watching political ads on television. But she woNI@T do all three of these things. She
would choose one approach.)

There is no guessing out loud at this point!

Once the first player feels she has finished, du®isd person (who has NOT seen the card)
must try to act out the SAME CONCEPT, but in aefiént way. (To go back to the same
example, if the first player had acted out givinggmpaign speech, the second person might
say to himself, "Aha! The word is 'Politics!" aadt out voting in a voting booth.)

Of course, the second person may not have suctlgggiessed the word, but that's part of
the fun. It gets to be a little like the child'snys "Telephone,” in which a message is
transferred from person to person, deterioratirdycranging as it goes.

As you have no doubt by this time guessed, wheséhend player is done, the third player
must act out the concept in yet another way, anshsantil everyone has acted. Then the
word is revealed and everyone enjoys dissectinig ithistakes and critiquing each others'
acting and ingenuity.

Obviously, while guessing the concept may growegasith each player's turn, coming up
with something to act out becomes more and mofeuwlif Therefore, when a second round
is played, the SECOND player begins, and so otha&oeveryone has a chance to be first,
and everyone has to deal with the dregs.

(Actually, it is the tail end of the round thatind the most fun. Trying to come up with a new
way of enacting the concept after all of the obsialeas have been taken really stirs up the

creativity. One student in my class enacted "Rulitby sitting at a table holding imaginary
ballots up to the light and looking for "dimpledacts.")

Back to top.

Concepts:



Here are some, You'll think of others.

Love
Hate
War
Peace
Life
Death
Fate
Science
Mathematics
History
Politics
Romance
Cuisine
Civilization
Religion

Improvisation

Preparatiord The Trip/ DiscussiorY Time Travel Variation

Around the World in Thirty
Minutes

This lesson was written to support a second-graiteon the countries and continents of the
world. | think it could be easily adapted to thedst of the provinces or states of a country. |
am also including a variation-appropriate for olkeis-that addresses history over time. The
lesson uses pantomime skills, research skillsj@fiodmation sharing, as well as knowledge
of the subject matter.

This is a basic teacher-in-role exercise. | haviéavr this plan in the form of a narrative-a
description of the class-rather than giving yoy4ig-step instructions, because it makes
better sense. Every teacher has her or his owe-goyl can use whatever of mine works for
you. (A note about pronouns: since | teach in asbsghool, all of my students are male, but
obviously the lesson would work just as well inoed or all-girl group.)

Preparation

| told my students the name of the lesson--"ArotheWorld in Thirty Minutes." | explained
that we would shortly be enacting a whirlwind tadithe world. | asked each student to
choose his favorite country or continent in the llokr told them that they would be
pretending to be someone or something in that cguintand a friend, would be making the



tour of the world, and in each country we visitdek students in that country would pretend to
be animals, people, or things that a visitor int twuntry would be likely to see.

Many of the boys chose countries about which threguklittle. Some chose countries from
which their ancestors emigrated. Some chose ptaeegust sounded exciting. But the long
and short of it was that most of them didn't knolhatva tourist would be likely to find in the
country of their choice. That was exactly what dl iped would happen. We had a class
discussion about the problem. Each boy in turn tisédgroup what country or continent he
had chosen, and | asked if anyone knew what kihtlsrmgs might be found there. In many
cases, the boy's classmates had great sugge®&idrsome of the boys had chosen countries
nobody knew much about. So | brought out some eafes books. (I have an excellent
children’s atlas, which includes maps with pictwweanimals, landmarks, industries, etc that
the boys loved looking at.) The group researchedtuntries enthusiastically, and after
about ten or fifteen minutes, every boy had decididt or who he was going to pretend to
be.

Go back to the top.

The Trip

| arranged the boys around the classroom. Somedrmesiwere represented by more than one
boy, but that was fine. Each country or contineadt is own place in the room. | explained
that it would be impossible to travel to all thauntries in thirty minutes, if it were not for my
Supersonic Transport. (I used a wheeled swivelrgHarought out a Muppet-style puppet
which | use in other lessons, and which the boys.lbexplained that "Oliver" and | would

be making the trip together. (Obviously one cowdlus lesson without the puppet.)

| sat in my chair and wheeled myself and Olivethi® first country. The puppet and | Ooohed
and Aaahed at the sights we saw there. Usuallyslafsée to correctly guess what the boys
were pretending to be, but when | wasn't, they weteoffended, and were quick to give me
hints until 1 did. After | had finished in the firsountry, | asked the boys which other country
was the closest. They had to think about this baewe always came to a decision. In this
way they learned and used their knowledge of ggdgraSometimes | had to help--as when |
pointed out that it was quicker to go over the &rtb get from Canada to Siberia--but that
was more learning. Once we decided which country el@sest, | moved on to that country
and continued in this way until | had visited evboy. Then | "came home."

Go back to the top.

Discussion

After the trip was over, we sat in a circle, arasked each boy to mention one thing he
learned that he hadn't known before. Every oneakésto come up with something.

This lesson worked extremely well. The boys frequély ask me if we can do it again. |
think that it could work with students much older-with a corresponding increase in the
sophistication of the information we learned abouthe countries, and possibly also the
level of interaction between the traveler and the atives of each country.

Go back to the top.




Time-Travel Variation

| haven't tried this--mostly because my studergsnatt ready--but | think it would work:
Instead of travelling from country to country, wewid travel from time period to time
period. The people in each period could interath wWie travelers--who could be students,
rather than the instructor--as much or as littléirag and the sophistication of the students
allowed. (After I try this, I'll let you know how worked.)

Discussion’ Activity

Oregon Trail Propaganda

| created this simple project for my Fourth gradenso were studying the Oregon Trail.

They seemed fascinated by the propaganda--posténsimors--put about by the U.S.
government to entice people to travel West. Théafgtic claims--pigs running round ready-
cooked, with knives and forks stuck in their badleadless, already roasted chickens that just
land on your table--really captured their fancydetided to combine this interest with some
serious considerations about media literacy inytsdaorld.

Discussion

* What is propaganda?

* What are some examples of Oregon Trail propaganda

* Why do you think the government put out so muobpaganda?
* Do you think propaganda is a lie?

This question sparked some very interesting debate talked about the concept of
exaggeration, and decided that there was a lirst vig@ich an exaggerated statement became
so obviously an exaggeration that it was no lomgally a lie. (No one was really expected to
believe the streets were paved with gold--it waseéaphor.) But we also decided that the
propagandists had often ulterior motives and wetenacessarily honest or honorable.

* Most propaganda took the form of posters, newspafories, and word of mouth. Why
didn't they use television?

* |f television had been invented, do you think gwernment would have used it to help get
folks to move to Oregon? Why?

We had a lively and educational discussion abatbrits and pitfalls of television
advertising, about people who believe everythiraytbee on television, and about why that's
not a very good idea. We agreed that the propagi@nslould almost certainly have used
television had it been available to them, and sofrtbe students pointed out examples of
television propaganda today.

Back to top.

Activity

| divided the class into small groups (or threéoarr). Each group, working independently,
came up with a short "television commercial" abibet desirability of traveling to Oregon.



They were allowed to use objects in the room fopprand set, etc. After a suitable time for
rehearsal, each group in turn performed their "cencial” for the class, and we discussed
them. What worked? What didn't? Would this comuia¢ make you want to go to Oregon?

This activity was a lot of fun, and my studentdlyeseemed to take it seriously, and to learn
from it.

News Plays

Discussiory Performance

| invented this lesson to help my Fourth-Grade atisi express what they were learning
about the Oregon Trail. However, you could use éxiercise to explore any historical
period, or even to explore current events. Intadto being a fun way to learn, it can be a
useful tool for assessment, because it helps #dohés see which concepts seem most
important or most interesting to the students.

Note: Like many of my lesson plans, particulahgse for older students, this lesson
contains a great deal of discussion and analysistive students. This is partly due to my
firm conviction that this kind of critical analysis good for kids, and partly due to personal
style. If you find that your students won't tokerao much talk, and just want to "get on with
it," | see no particular reason not to do so. diseussion and analysis is interesting, and, |
think, educational, but it's not as if the lessanivwork without it.

Discussion

| begin with a discussion of Television News. Wioynetworks run News? Why do people
watch it? What can you tell about a community ateking the Local News? We discuss
the ways that news editors, even when telling tsolute, unvarnished truth, can shape the
opinions and perceptions of their audiences. Wefd (well, most of us lament) the fact that
so many people get all of their news from televisi¢This can be a whole class discussion in
itself if you let it--which | will, if there's timg

Then we think about what ways people might havetbagpkt news in a similar format before
television. Of course there were newspapers, lkutsually conclude that there were
probably almost as many people "back then" as nbaradon't read newspapers. | tell the
students about the old "Newsreels" that used torapany films before TV killed the
Cinema. In a sense, these were like TelevisiondNavhat they were both visual and aural,
and in that, like the stories we see on the TV Néhes stories shown on newsreels were
chosen out of a much bigger pool or "news" as thstrmteresting or important--so that,
again, someone else's opinion as to what is impbtaes precedence over the audience's
own judgment.

And what about before the Cinema? Well, beliexa inot, sometimes people would actually
act out the news live. In the early part of thetagy in cities like New York, current events
were acted on stage in news theatres. In Medtewak, traveling minstrels would enact the
news in movement and music. In many times andi@g{ people made plays to tell the
news. We discuss the way truth can be shapedeamticoly such a practice. How is a person
acting out the news--which is visual and auralfedént from television coverage of the same



event--which is also visual and aural? We talkualoe difference in perception between
seeing an interview with the actual person involaad seeing an actor portray that person.
Even if every word of every utterance is repeatextbatim, an actor can always color a
portrayal with his or her own opinion. So sometmmatching a "News Play" can tell you as
much about the performers as about the news.

Back to top.

Performance

Once we have talked about the idea of a "News Pilagnly remains to make one. | divide
the class into small groups--4 or 5 seems to weskt-kand each group retires to a different
corner of the room. The groups are given time-yme judgment on how much time, but
with 4th-Graders, ten or fifteen minutes is abdeirt limit, unless someone gets inspired--to
choose a news story and rehearse their perfornantceThe news story should be about
whatever historical period or culture the classtiglying. (You could also have them do
current events.) Generally the groups chooseratoaror "anchor,” but | don't tell them they
must, and indeed I try to give them as few strwadtlimits as possible. Unless a group asks
for help, or is clearly not able to work togeth#eetively, | leave them alone and let them
rehearse in private.

When everyone is more-or-less ready, the group sdogether as audience and each group
in turn performs their "News Play." After eachfopemance we discuss the success or failure
of the group, and also talk about what we know &abweiperformers' personal opinions or
prejudices from the way the story was presented.

Lots of fun. And it can be used again and agaistadents study different subjects.

Concentration GamdsSituation and Acting Games

Edwena's Games

This is a collection of concentration and improtisa games, best suited for Middle School
and older students. These games were sent to fadvgna Jacobs, a fellow drama teacher
and cybercolleague. This is exactly the sort ofgh started this website for. Drama
teachers are few and far between, and we can'tthavend of collegial exchange of ideas
face-to-face that, say, History teachers can. &u thrilled to be taking part in a world-wide
exchange of ideas over the Internet. Edwena tivegsands of miles from me, and we have
never met, but we have been learning from eachatlxehanging ideas, and improving both
our crafts. It has always been my intent to evahtunclude lesson plans and games
submitted by other drama teachers. This pageeifirgt of what | hope will be many. | have
tried most of these games, and they are greatnkKsh&dwena!

Concentration Games
Telling It

« The class divides into pairs.



Each has to think of a story to tell the other-dgample, the plot of a recent TV play
or film they have seen.

At a signal from the teacher, they both startrigleach other the story at the same
time.

They must look at each other in the eye withoukilog away, and they must keep
talking without a break and without laughing.

If either breaks down, the other has "won."

Telling the Group

One person tells the rest of the group a storgj\as them a talk on a set subject.
The others interrupt him by asking totally unretbtgiestions.

The speaker must answer the questions and themgentith the story or talk
without hesitation, and from exactly the point wdee left off.

Truth and Lies

The class divides into pairs. In each pair, ortbeésquestioner and the other the
answerer.

The questioner asks questions in rapid succession.

The answerer must answer the questions, alternlagitvgeen true answers and lies.
He must not hesitate or laugh, and he must kegglgtio the alternation.

If the answerer hesitates or laughs, or if he failalternate between truth and lies, he
is "out" and the partners reverse roles.

Back to top of Concentration Games
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Situation and Acting Games

Making Enquiries

This rather complicated game is particularly usefith a new class who do not know
each other very well.

The class divides into pairs and each pair decidesis ‘A’ and who is 'B'.

To begin with, A has to find out as much as healawut B in 2 minutes.

At the end of that time, the As stay where theyaar@ the Bs change partners.

The class are then told that B is a policeman whguspicious of A and intends to
guestion him.

A has to pretend that he is the B he has just munest. He has to remember all the
details that he can from that conversation so\tnen the new B starts questioning
him - about his name, address, and so on - hercames with detailed information, in
role as his former partner. (When he can't remepfigeis at liberty to invent.)
Repeat the game with new partners (and with AsrneaypBs).



All Change - Conversations

« The class divides into pairs and decide on whA'iarid who is 'B'.

« The teacher then gives the class a simple andjstfaiward topic for conversation, or
a situation (e.g.: Ais a local in the town andsBistranger. B is asking the way to the
station.)

« They converse for a minute or two and then theheainterrupts with fresh
instructions that alter the situation partially lnot completely (e.g.: Now A is old and
deaf; or, now B is a rich and famous person).

- Teacher continues to make changes, with increasuifthess and strangeness, as the
game progresses.

Join in

« The class sits in a circle and the teacher aska Ymlunteer to start the game.

« The volunteer thinks of a mime--either a task oraitivity--that involves a lot of
people doing different things (e.g.: building a seushopping at a supermarket).

- The volunteer begins the mime he has thought of.

« The teacher then indicates different members otldEs who must join in, either
assisting the first person or using the locatioma® chosen.

« The teacher's aim is to get as many people inlgss involved as he can, and in as
short as time as possible.

How to Play/ Pointers

Job Interview

A colleague taught me this game. | don't know witeréearned it. It's a lot of wacky fun for
older (middle school and up) actors, and requliemtto be both focused—so they don't
break character—and creative—so they can thinlhein teet.

Back to top.

How to Play

Three chairs are placed in the performance spdoeeTplayers sit in them. The one in the
middle is the "boss,"” who turns and begins to twew" one of the others for a job. The idea
is that the two on the outside are rivals for operong. The boss makes up the job, and the
qualifications, and the "interviewee" improviseswagrs to the questions.

Meanwhile, the remaining candidate (who is now ef$aky behind the boss, who can't see
him) tries to distract his rival (who CAN see hiar)y way possible. This can involve making
faces, climbing on the chair, doing a little dana@awything that does not make a noise or
otherwise attract the attention of the "boss." ¢Tikia little like the "staring contests" Conan
O'Brien used to have with his sidekick, in whicehimd Conan's head where only Andy
could see them, all sorts of surprising or disgugsthings would happen to throw Andy off.)



The candidate being interviewed must try to kespraight face. If she breaks, the boss can
demand to know what's so funny. If the interviewaenot answer convincingly (without
ratting out her competitor) then the interview v@pand that candidate is "fired"—she is
"out." The remaining people move over one seathabthe other "candidate” is now the
"boss"), a new person takes the remaining seatthengame continues with a new job and
gualifications. However, if the interviewee CAN gia convincing answer on the spur of the
moment when challenged, then the interview canicoef perhaps with the admonition,
"well, try to stay focused." (For instance, somebamg interviewed for a job in a medical
office might say when asked to explain why shauighing, "I'm sorry, but you mentioned
that the job would require patience, and | thoyght meant it as a pun for "patients”),

Another (and more frequent) way for someone tofioed" is as follows. If in the course of
the "interview the "distractor" makes a noise,l@ boss catches a glimpse of him—or indeed
every so often for no particular reason at all—thess" may suddenly turn and demand,
"WHAT ARE YOU DOING?" The person is generally cati@han incriminating position,
such as standing on one foot on the chair, or imgtbn the floor. (I once saw a player caught
in the act of pretending to "groom" the boss, aopiging little bugs in his mouth as he
extracted them.) As above, if the guilty candidaenot give a convincing explanation for
the position in which he is caught, or for a ndigsemade, he is "fired,” and "out." But if he
can explain himself ("I thought the light bulb watsout to burn out, so | was going to change
it for you." "Sorry—I sometimes have seizures.'grithe play continues, with the "boss" now
interviewing that person and the other one trymdistract him. It is up to the boss to decide
whether an explanation passes muster.
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Pointers

There should be some kind of challenge at leastyeneute or two, so even if the "boss"
does not actually detect any movement behind henshould arrange to catch the "distractor”
out every so often anyway. Similarly, no matter hovisy the "distractor" is, it is better not to
challenge immediately. For the "audience"—whichsists of all those not currently in
play—the fun of the game is in the crazy anticthef"distractor" and the wacky job
descriptions and qualifications invented by thesbarsd the interviewee, as much as in the
creativity of the responses when someone is clgal@nSo it is best to let these things
develop a bit before challenging. Most groups figtinis out for themselves pretty quick.

With my Middle School students especially, | findest to qualify the instructions a little. It
is dangerous to say things like "Do whatever yautbénk of to distract the other person.” |
always add, "As long as it is appropriate for s¢ifand you KNOW what | mean by that), as
long as you use your common sense, and as longuayow the general rules of the
classroom.”

Sometimes it is necessary for the leader to "ctlo&'results a little so that the same people
don't end up in the game too long. (According &irect interpretation of the rules, this can
happen if the "boss" fires the person on the feéin the new "boss" fires the person on the
right, so that the original "boss" is "boss" agait,.) Usually | do this by just declaring that
person a "retiring champion” and putting in someoawe.

How to Play/ Pointers/ Variations




Circle of Characters

This is a complicated but really fun game | inventgth my advanced 7th & 8th grade class.
It works with older kids and adults as well, butduldn't try it with much younger. It
probably also wouldn't work very well with grouplsnoore than eight or ten, unless you split
them up and had one group play while the other'@adience." What makes it difficult is
that players must maintain a character in an impatinal setting while at the same time
carefully observing others' characters.
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How to Play

Each person is given an index card (or any litifeaf paper will do, as long as they are all
pretty much the same) on which he or she writeséimee of a famous person. (Alternatively,
you could have them write the name of a literagyife, or the description of a made-up
character--you can set any kind of limits or guitket you like. | generally make them show
me before passing each name--not because | theykltivrite something "inappropriate,” but
because | think they'll name someone who won'ebegnizable to the whole class. For
instance, | have one student who seems to have alben his first ten years or so in front of
the television, and is always naming obscure Tdraabr MTV stars no one else knows.).

The leader collects the cards and redistribute® tise that no one receives his own.
(Actually, to make the game work smoothly, it i€@gsary to do the distribution very
carefully, but not to give away the method to thetipipants. I'll discuss that at the end.)

Each person reads the card given her and thinks &loav to "become” that character.

The leader then names a scenario. For exampleuhtbof people are gathered together at a
dinner party in honor of someone's birthday. Theyghe for a while, and eventually all sit
down to dine around this table here, which hasipegcthe right number of chairs." Or: The
world is about to end, and these eight peoplere®ihly ones left alive. They have a
spaceship which will carry them to another galdt, there is no guarantee that they will

find a habitable planet there. They argue and g& bad forth, but eventually decide to get in
this rocket ship here, which has precisely thetmghmber of seats, arranged in a circle, since
it is a flying saucer.” You can make up any scengoiu want, but it must end with everyone
sitting or standing in a circle. It works besthEte is a prescribed physical place in the acting
space for this circle, as in the examples above.

The object of the game is this: As the actors bptaging out the prescribed scenario
improvisationally, each is also searching for teespn who is playing the character he or she
named. The idea is to end up sitting in a circléhsd each person is sitting directly behind (or
directly to the right of) the person who is doih@tt person's character. (This is why the cards
must be distributed carefully.) The game is ovazeoeveryone is seated, and if the order is
wrong at that point, then the team loses, so ar adto thinks someone else has made a
mistake and is sitting in the wrong place muststesiiting herself until the problem has been
resolved—but she must resist in character, andogpiately to the situation.

Once everyone is seated, everyone reveals theiadess and it is clear whether the group
has won or lost.



Back to top.

Pointers

Distributing the cards: Clearly this must be done carefully, or you magt ap with several
small circles instead of one big one. | supposecgud create a scenario that would allow
this, but as the circles might be as small as teapfe (what if Bob gets Betty's character and
Betty gets Bob's?) it is probably easier just tokcthe distribution so that you ensure one
single circle. There are lots of ways to do thiacg& | know everyone's handwriting, | can
recognize whose card is whose, and | just makethatevhoever gets the first card, it is that
person's card | hand out second, and whoever lggtsadrd, | hand their card out third, etc.
This works, but of course it won't work if | TELbe class I'm doing it, because then
everyone will be able to figure out by watching wigo gets their card--it's the person | come
to right after them! Probably a better way woulddarrange the order ahead of time and
make a list—something like "Bob get's Betty's, Begets Allen's, Allen gets Marigold's,
Marigold gets Eunice's, Eunice gets Arvide's, Aevgeets Bob's." If you are working from
such a list (and you should make a new one for aawhyou play the game) you can hand
the cards out in random order and still be ensafedcircle. It doesn't really matter HOW
you do it--the point is to make sure you don'taygf closed loops inside the circle. | mention
the above two methods of ensuring this for those (like me) tend to be math-impaired.

Scenarios:Below are some suggested scenarios, in addititimetoivo above. You will think
of others.

A group of people are at an amusement park, clgatthile they wait for the carousel to stop.
When it does, they each select an animal to ridegat on.

A group of people has just discovered a huge treashest filled with gold. They may quarrel
over it. As it grows dark, they decide they musarglit against theft, and the only sure way is
to sleep in a circle around the chest.

A group of people are on a jury together. They Hasebeen sent into the jury room to
deliberate. They discuss the case in a haphazardimta the foreman persuades them that
they should all sit down at the table.

Back to top

Variations

As mentioned above, you can set any guidelinedigewon the characters people may choose
to write down. For example, in an English class gould have everyone write down a
character from the current reading. In a Histoasslyou could have them choose historical
figures you have been studying. An advanced aclisgs might be asked to write a single
adjective or adverb--demented, loudly, frequerdgtg,--which might generate some very
interesting results, as well as pointing out hogueasuch words really are.

If you can trust your group not to be unnecessarilel, try this one: Have everyone write
THEIR OWN NAME on their card. This way, you're lang for the person who is you! This
can be extremely telling and fun for a group with tnaturity to handle it!



Preparatiord Playing the GaméVariations

The Lion King's Court

This lesson was written to accompany an Indian tatgkcalled The King's Choice, which my
Kindergarten students had read, but it is really peripherally connected to the story, and
works perfectly well without it. (I assume the bdslout of print, although of course it may
be a familiar story in India.) | have since usedith first graders and preschoolers, who were
studying Africa and Rainforests, respectively. @iosgly it need not tie in with curriculum-
that's just something I like to do when | can.

Preparation

| introduce the activity like this: "Everyone knowee Lion is King of the Jungle. But every
good King needs a court. A King needs to have meapmund him who are his friends, whom
he can trust and upon whom he can rely. These pewplcalled courtiers. What qualities
should courtiers possess?"

We discuss this question. Students usually comaitlp'strong,” and "brave," and "helpful.”
With a little coaching they are usually able to &kiad,"” and "loyal,” and "clever." After the
group accepts each new adjective, | ask them mk #ilbout which animals exemplify each
quality. (For example, elephants are strong anpftieldogs are helpful and brave, cats are
clever and brave, horses are loyal and helpful) ¥fe discuss the sort of animals who would
make good courtiers until a fairly sizeable liss lheen generated.

Go back to the top.

Playing the Game

Next, | tell my students that we will now act ohéetselection of the King's court. Each
student chooses an animal to portray. (It neecheoessarily be one that was mentioned
earlier, although of course most will be.) The teacin role as the King, calls each "animal”
forward. "You, animal. Come forward into the preseof the King." The animal moves
forward. "What sort of animal are you?" The studamtounces what animal he or she is
portraying. With older students | usually want thenuse an appropriate animal voice. "Why
should | have a (blank) in my court?"

The student then describes the qualities of heathiimial that make that animal good courtier
material. The King responds, "Wonderful! You mawjmy court.”

| usually have an area defined, around myselftifer'court,” so that the students can
physically enter my court.

Obviously everyone must be invited to join-evenkasa
| usually end this session by having a parade®Kiing's court, with each animal moving
according to its way. Then the whole group (if eels are sufficiently thick) "roars"-each

according to species-to announce the presence grdatest Royal court in the land.

Go back to the top.




Variations

When my second-graders were studying the ocealid a version of this game called "The
Sea King's Court." Each student became a sea arimalcould try it with older kids using
real historical figures-from any era-and a mythiwaman King-or Queen.

Schreibwerkstatt

Period Ond Period Two/ Period Thred Period Four

Group Story Project

This project guides students in creating their dairy-tale or story as a group. It takes four
class periods to complete.

PERIOD ONE
Talking

We begin by talking about STORIES. What makes algtory? A good story has a
PROBLEM. (Conflict)

What are some PROBLEMS in familiar stories?

The end of a story usually comes when the mainacher(s) solve the problem. How do the
problems we've mentioned get solved?

New Solutions
Start with a story and a problem that are famtiathe group.
If necessary or desirable, add a few characters @iher stories.
Have the class come up with alternate solutiorieégroblem in the story.

Do this as a verbal exercise with the whole class.

Small group stories
Break into small groups.

Each group takes the same (new) story/problem anas up with an individual solution,
which they act out.



Watch that each group does their own work ratham thying to eavesdrop on each other.

Talk

What is a character? What two main kinds of charaalo you find in stories? (Protagonists
and Antagonists-"Good Guys" and "Bad Guys.")

How do these two kinds of characters relate tt®ROBLEM?
On board, come up with two lists-one of "Good Guy$,and one of "Bad Guys."

Go back to the top.

PERIOD TWO

Preparation
After the first day of the project, make up twosset index cards-"Good Guy Cards," and
"Bad Guy Cards." Put all of the characters gendrai¢he last part of the lesson on these

cards so that each card says either "Good GuyBad'Guy" on the back, and has the name
of one character on the front. You will use thesls in the next class.

Pair scenes
Warn students that not everyone will necessarityagghance to be in front!

In front of class, two students at a time seleais€@ne from each stack-and act out a short
scene between these two characters.

Whole class helps to determine what the PROBLEN b&] and also makes suggestions on
how to construct the story.

Do this as many times as time allows.

Go back to the top.

PERIOD THREE
Talk

Review last period's lesson. Can you remember articplar combinations of characters that
were especially fun?

Have the class vote on one combination of "Good/Bay Guy" they like best.



Stress that they are not voting for their favo8@ENE from last time, but only on the
combination that seems to offer the most possg#mslit

Write

Write the chosen combination at the top of the @era title-"Superman vs. The Big Bad
Wolf"

Brainstorm a PROBLEM for our story. (Keep stresdimgj it need not be the problem we saw
last week.)

Write the PROBLEM on the board as a story synopi$ise Big Bad Wolf kidnaps Lois Lane
and locks her in a closet full of Kryptonite.”

Begin adding details to the story by asking questits:

Do we need any other characters?

Where is our story set?

What is the very first thing that happens in theys?

How will Superman solve the problem? (Or will otwry have an unhappy ending?)

What questions you ask will depend on the storyithdeveloping. But by the end of this
period, we should have a fairly detailed outlineraf story.

Go back to the top.

PERIOD FOUR

(This shouldn't take a whole period. It's reallgtjthe icing on the cake. Plan something fairly
physical for the remainder of the period, to magdar the fairly sedentary last class.)

Preparation

After the last class, you should have carefullyetypip the story, complete with a title page
including the names of all of the members of tless] and made professional-looking copies
for everyone in the class.

Story Party
Hand out the copies of the story to everyone.
Read the story in class, having students take te@ming.
There is an element of role-play here. We are astbelebrating the arrival of the first
printing of our new book. Make it festive. THIS IBRPORTANT! A lot of what makes this

lesson work is the pride and ownership students itakheir work and in the process of
writing.



IMPORTANT NOTE:

| devised this lesson in part to generate a stoat¢ould then be made into a play, perhaps in
the manner of my Group Playwriting Project. BUT

| think it works well on its own, and:

If you are going to go on and make a play, | strolg recommend putting the story away
for at least a month and doing something very diffieent for a while before coming back
to it.

Step One--AnalysisStep Two--Improvising Step Three--DialogugStage
Directions/Narrators

This plan assumes that the STORY of the play has peedetermined. The STORY can be a
familiar or new folktale or fairy story (The Thrédtle Pigs) a simple true historical narrative
with which students are conversant (the story efGineat Compromise), or a story taken from
a picture or storybook. (Caution is advised whengibooks protected by copyright,
however. While it is perfectly permissible to usels books for classroom exercises,
PERFORMANCE of copyrighted material is a resenigtity and, contrary to popular belief,
the legal definition of "performance” does not degphen whether admission is charged or
profit is made. Any "public” exhibition of the stocounts. In practice, as long as the audience
is solely an INVITED one, no admission is charged the performance is not advertised to
the public, you are unlikely to have problems, ipatarly since performances of this type are
exceedingly common in schools.) Sometimes | bdgsroject by leading the students to
create their own original story, but that is anof®ject dealt with elsewhere. This project is
all about making a PLAY out of an existing stomytakes several weeks (I teach each class
once a week.) to write the play, even before aeli€arsing” takes place, and | do not always
follow the writing of a play with a performancetlaugh this is often great fun. One thing |
always do is to present the students at the ettiegiroject (and sometimes several times
during it) with a professional-looking script, peapy formatted and typeset (using a
computer, naturally), and bearing the names ajfalhe members of the class (NOT simply a
legend like "Miss Clark's Class") on the first pagéhe author's space. (I think this is an
important point. It gives all the students ownepshithe work, and gives them a really
impressive artifact to take home and display oesand at the same time helps to educate
them about proper formatting, the importance ofilegli and the way a play works.)

Inevitably a group will want to "put on" the pldyety have written, even if only in class, but |
spend the bulk of my time on the writing becauss litoth more creative and more inclusive
(since everyone can't play the lead) than the mtooiu of the play.




| use the blackboard (actually in my classroomaittaarker board) throughout this project,
although | am trying to get my school to springttoe equipment that would allow me to use
my laptop instead, projected onto a large scregheEway works, but if you have the
technology | think there are two advantages togugie computer-one for you and one for
your students. For the students, the use of teoggohakes the project seem more important
and more exciting. For the teacher, it saves tpadjcularly if you are teaching a number of
different classes every day. Since | cannot justdehe material on the board from lesson to
lesson, | must frantically type everything into oomputer (of course writing it on paper
would work too, but | type faster than | write)thé end of each class, to save it for next time.
This is often a major pain because our school sdbatbes not include flex time in between
periods, so | am generally faced with usheringgnoeip in just as the last is leaving. Also,
although | have no way to really test this theony, students are always telling me (with
appropriate sense of wonder) that | write "reakally fast" on the board. If it is true that |
write measurably faster than most teachers, tmeayl have designed a lesson plan that works
only for me, because | am constantly aware thatithe it takes to write on the board is
slowing me down. In any case, | think the projeotks perfectly well with a board, but if the
technology is available to you, | heartily suggesi take advantage of it. In any case
everything must eventually find its way into yowngputer if you are to print out the
professional-looking script | like to end the pijavith.

Go back to the top.

« Step One-Analysis

Having become familiar with the story, we start outby brainstorming several lists on the
board:

Who are the CHARACTERS in the story? (Three Pige|f\Wother Pig)

What are the SETTINGS? (The woods.)

What are the EVENTS in the story. (The point hereoicome up with a brief outline of the

plot.)

The first two lists are easy, but the third neemlaes explanation. With first-graders, for
example, you can't just ask, "What are the eventisa story?" If you get anything at all, it

will probably not be a narrative list of plot pantVhat | do is to start by saying, "What is the
FIRST THING THAT HAPPENS in our story?™ And | wetit down. (Mother Pig tells the
Three Pigs they have to move out.) "Okay, good. NMMAT HAPPENS NEXT?" At this
point you will get a large variation of what | callegrees of next.” Some will say, "They

don't want to go," (which I think is too specificsireally part of the first event) while others
will say, "They all build houses," (which I think too general-it's really several events). | try
to respect every response, while gently coachiagthdents to come up with responses of an
appropriate order of magnitude. (There are anitefimumber of "right" responses, naturally.
One might be, "the first pig makes a house of sthamiry not to have a specific idea of how
the outline should go. In this example, for insgritis up in the air whether the next event is
the building of the second house or the destruaifdhe first. But a principle I hold is that

just because there is no one "right" answer toestipn does not mean that every answer is
right. If we have agreed as a class that we'rmtethe story of The Three Little Pigs, | won't
allow space aliens. (On the other hand, we couttsh to do a story like that.) The point is
that this project is about making a play from aystaot about making up the story.
Throughout the project, once we have settled anekeaigupon a detail as a class, | won't allow
the group to change that detail. This may seenmhharsl some teachers might ignore it with
great success, but | have found that, at leastmitlparticular boys, it is important to keep



moving forward if the project is going to come tewcessful conclusion. (This is especially
important if we are writing a play to be performegchn already scheduled assembly.) If |
don't sit on them, the boys are perfectly capableeooming mired forever in re-thinking and
re-doing in the previous steps of the processerdtian focusing on the current one.
HOWEVER, and this is paramount, | never disparadgetittle that impulse. | try to value it
by saying something like, "You could write anotlersion of the story yourself, and try out
your idea, because it's a good one. It's just mattwe agreed upon for this version."

Step one usually takes up a whole class periodrests in a list of characters, a list of
settings (this one's not always necessary) andghroutline of the plot. More importantly,
though, it results in a class full of kids who hagally thought about the mechanics of the
story, often in ways they never have before.

Go back to the top.

« Step Two-Improvising

We begin to deal with just one item from our owdlat a time. Usually | start with the first
one, but not necessarily.

| write on the board. Scene One: Mother Pig télésThree Pigs they have to move out.

Then | choose the requisite number of studentgh{gncase four) and ask them to act out the
scene. | might do this several times with differgrdups, trying to involve as many students
as possible.

Important note: the biggest problem | have at skagje is that students think that being asked
to "play" a particular character in an improvisatsbmehow means they will "get” or "have"
to play that character in the performance. | haveontinually remind the class that what we
are doing is WRITING A PLAY, and that it has nothito do with the eventual performance
of that play. | don't know if all groups will hatleat problem, but it's best to nip it in the bud.

As the groups perform, the whole class brainstomangs to refine the plot. (At first you'll
probably get a very short scene consisting of Mokhg saying, "You have to move out,” and
the other three shuffling out in silence.) | codioh group with questions like, "Is she just
going to come out with it like that?" "How do ydurik the pigs feel now?" "Do you think
they should say anything?" When possible, | likgitee students who are not currently
"performing” first crack at questions like theseh&Vis aimed for is a model in which the
seated students are coaching the performers thesssel

It is important to note that while dialogue willrsly result at this point, | don't write it down
yet. This step in the process if for catalogingfihe points of the outline. What ends up on
the board will be something like the following:

Scene One: Mother Pig tells the Three Pigs they hato move out
Mother Pig has the little pigs sit down.

She tells them that they're all grown up now, dr&y thave to move out.
The first and second pig complain bitterly, but Kext Pig is firm.

The third pig is confident.

The three pigs leave to go make houses for theeselv



| repeat this process for each event in the outliigs can take several weeks if the story is
long.

Go back to the top.

« Step Three-Dialogue

Before this step | try to do a fair amount of preggi@n. If possible, I like to have a draft
"script” printed up with copies for the studenthisTscript looks exactly like a professional
acting script, except that there is no dialoguethedstage directions are overwritten. Where |
think dialogue should go, | write DIALOGUE. The géadirections are written by me, but |
try to mirror the language used in our group oetliRart of the script from our example might
look like this:

MRS. BAILEY'S CLASS PLAY
By Tommy Hilfiger, Mike Doonesbury, Freddie Kruger, etc.

Cast of Characters
Mother Pig

First Little Pig
Second Little Pig
Third Little Pig

Big Bad Wolf
Scene One
(The forest, inside Moth er pig's
house. Mother Pig has calle d her three
children together. They sit listening
to her. She means to tell t hem it's
time they set out on their o wn.)
DIALOGUE
(Two of the Little Pigs really don't
want to go.)
DIALOGUE
(The Three Little Pigs leave the
house forever.)
Scene Two
(etc.)

There is no title yet, because | usually tell mydsints it is best to make up the title last, since
that way you know exactly what it is naming. (e tame way a puppy's name is more likely
to be appropriate if you wait until you actuallyegbe puppy to name him.) The reason for the
over-written stage directions will become appatatsr.

| hand out the scripts and we read them togetretplain what is meant by "DIALOGUE"-a
process that takes more or less effort dependirth@sophistication of the students. (If



they're fifth-graders | don't really need to explai also take the opportunity at this point to
make sure there are no errors or deletions indn@es of the playwrights. That way when
we're all finished, | can present the students witimished script that will not have such
errors.

Once again we take the scenes one at a time.

Each time we come to DIALOGUE, the class brainsswho speaks and what, exactly, they
should say. | coach them as much as necessarysditiiesas possible. All the dialogue is
written on the board, and changed or adjusted amedune it. If we encounter a scene that
is hard to write, we might ask a few students tatamut, and try out different lines, to see if
we like them.

Always once we're "finished" with a scene, | havewa students act it out (in the style of a
staged reading, with me reading the stage direstom loud) to make sure the lines work in
context and "flow" well. Often further fine-tuninmgsults.

We do this with every scene. It can take several wks. Then we make up a title.

Go back to the top.

- Stage Directions/Narrators

One thing you have probably noticed is that theeeoaly five roles in the example play.
That's because there are only that many charantére story, and it would be really pushing
it to add enough characters for a whole classap alrole. This doesn't necessarily bother
me, because the point of the exercise is reallgtbative work of writing the play. If the
project is not leading to a public performancam@y have the students perform for each
other several times, until everyone has had a ehdre fact is that even those plays with
"roles for everyone" tend to have one or two bigs@nd a dozen tiny ones. There is really
no way to avoid the problem that some studentsngeé stage time than others. What's great
about this project is that even students who duait a big acting role can feel justifiably
proud of their contribution, because they wroteftag. When they hear another student
performing a line they wrote, the thrill is justlaig as if they were performing a line written
by someone else.

HOWEVER, | am frequently placed in a position oédimg to give everyone an individual
line. In public performances, when the audiencesists largely of the parents of the class,
this is a political necessity. Often | solve thislglem by creating large numbers of
NARRATORS. | would be considerably less comfortadidéng this if the play were not
written by the class, but | have found that | altmesver run into hurt feelings, because of the
ownership everyone takes in the project. (Alsaairse, | take every available opportunity
in production to give the students non-speakingaand to involve them in set-making, etc.,
but that's for a discussion of production.) Now ¥mow why the stage directions above are
overwritten. It makes them easier to turn into agon lines. Usually all | have to do is
change the tense from present to past. (Naturalyld just write them that way to begin
with, but when they are stage directions, | waetritio be correctly expressed as stage
directions.)

ONE SMART PIG
By Tommy Hilfiger, Mike Doonesbury, Freddie Kruger, etc.



Cast of Characters
Mother Pig

First Little Pig
Second Little Pig
Third Little Pig

Big Bad Wolf
Scene One
(The forest, inside Mo ther Pig's
house. Mother Pig has call ed her three
children together. They si t listening
to her.)
NARRATOR 1

One day, Mother Pig called her three children toget
NARRATOR 2

She wanted to tell them it was time they left home.
MOTHER PIG

Now, boys, you know you're grown up now. It's tigoel set out on your own. And you'll

have to make your own houses.
(Two of the Little Pi gs really
don't want to go.)

NARRATOR 3

Two of the Little Pigs really didn't want to go.
FIRST LITTLE PIG
We don't wanna!
SECOND LITTLE PIG

Awe, Mom, do we have to?

NARRATOR 4
But the Third Little Pig understood.

THIRD LITTLE PIG

Mom's right, guys. Let's go.
(The Three Little Pigs | eave the
house forever.)

Scene Two
(etc.)

The Trip/ Spring




Guided Imagery

This is a technique similar to narrative pantomitng, simultaneously simpler and more
sophisticated. It has a lot in common with sonmel&iof meditation and relaxation
techniques. Guided Imagery exercises help youtaysaexplore the imaginative use of the
five senses in creating the environment of a r@idents learn to relax and concentrate
fully. They learn to focus their sensory and emudi selves in role. In addition, Guided
Imagery exercises can help students to createesttirat can then be developed in other
ways. In Guided Imagery, the students usuallyatamove. They sit quietly, usually with
their eyes closed (darkening the room can helm,exiperience the "story" of the exercise on
a deep sensory level, not trying to "act it outaimy way. This is often difficult for students
to grasp at first, and depending on the individirracteristics of a group it may be
necessary to modify the requirements. Howevere @hgroup can be induced to buy into the
concept, they nearly always respond enthusiasticall

The simplest way to explain how Guided Imagery waskto write down exactly what |

might say to a class in performing the exercisshduld point out that while I include a few
specific storylines here, you can create your ownidually any topic, from the general to
the very specific, provided only that your storgninclude lots of opportunities for use of the
senses and sufficient room for the imaginative wouations of the participants.

(As | narrate the exercise, | pause whenever napess allow the thinking and feeling called
for to happen.)

The Trip

For this exercise everyone must find your own cotafide space. | will be telling a story, in
which the main character is you. As you listethi® story, you must imagine that it is
actually happening to you. You should concenteafmecially on your five senses--your sense
of touch, your sense of smell, your sense of tgsia; sense of sight and your sense of
hearing. You will not be actually moving around'acting out" the story--this isn't that kind
of exercise. Instead, you will be using your seriegyour imagination to EXPERIENCE the
story.

It will be extremely important as our story unfoltteit you DO NOT MAKE ANY

SOUNDS. Your classmates will be trying very hardisten to the sounds in their
imaginations, and real sounds will make that veffycdlt. Similarly, of course, you must not
move around or touch anyone else in the room. @unate on your senses in your
imagination.

To begin our story, | want you to think of a pldbat is just yours. It might be your room, or
if you share a room, your special part of the rodtrmight be a fort or a special place outside
that you like. You will decide what the placebsit it should be a place that is private and
special to you.

Imagine that you are in your special place nowoK.around. Look CAREFULLY. Use
your sense of sight to take in all of the detads gan--even the ones you may never have



noticed before. Maybe there are little crackhm¢eiling, if there is a ceiling. Maybe there
are colors or textures you've never noticed befétte.amazing how many things we see
every day but never really SEE. Now listen. Liste all the special sounds in your special
place. Even a very quiet place has lots of soifngsu really listen. Maybe there is the
sound of your house shifting. Maybe there is itadfvay in the distance. | don't know. You
must listen for the special sounds of YOUR plaged smells. Nearly everything in the
world has its own smell. Maybe you've never natittee smells of your special place, but I'l
bet they feel comfortable and safe. See if youidantify several smells. Wood has a smell.
Earth has a smell. Your place probably smellsy#e, too. Really breathe in the smells of
your special place. The air may even have a tasteif it does. Now take your hand and
touch various things in your space. Feel the testand temperatures of your space. Are the
surfaces rough or smooth? Warm or cool? Dampyd dReally explore your space with
your sense of touch.

Now, as you sit in your special place, | want youhink of a trip you would like to take.

Think of someplace else you might like to go. lght be someplace very close by or
someplace halfway around the world. You must cedosyourself. As you sit in your
space, go over in your mind how you would havedwdl to get to this other place. For some
of you, the whole trip could be made on foot. Sahgou will realize you'd have to take a
car, and some probably even a plane or a boatalFbknow, some of you might need a
spaceship. But | want you to carefully think dftae steps your travel would take. For
instance, if you would have to take a plane, youldidirst have to get in a car or a taxi, then
drive to the airport, etc. Think of ALL the steps.

We've decided to take the trip. It is time to padk bags. Since only you know where you're
going and how long you'll be gone, only you knowaivizou will need to pack. So get out a
suitcase or bag--whatever seems appropriate--ayid teepack. As you place each item in
the suitcase or bag, examine it carefully with yiwe senses. What color is it? Does it have
a smell? Is it heavy or light? If you shake tied it make a sound? Does it have a texture?
We're going to take the time to really pack catgful

Now that we're going to begin our actual trip, yoay find you have to speed up or slow
down time in order to keep up with the story. diy trip is very short, you may have to slow
down time, but most of us will probably have toegpep time.

Imagine you are now on the first leg of your joyrné don't know what that is--it will be
different for each of you. But as you travel alpnge your five senses. What are the sights
you see? The sounds you hear? The smells yol?sMéiat physical sensations are there?
Are there any taste sensations? Really EXPERIEMGEpart of the journey.

Okay, now here's where some of you may need talspeer slow down time. Imaging your
are exactly half way to your destination. Manyoti are probably in a different kind of
transport now, though some of you may be in theesane. Once again, use your five
senses. What do you see? Hear? Taste? Snmesl? F

Now let's imagine we have arrived just outsidedarstination. That may mean different
things for each of you. If your destination hagate or is indoors behind a door, imagine you
are just outside the door or gate. If your desitmais just a general place--say, the desert--
imagine you are in some sort of transport, abostép out, and "into" the place. In any case,
before we enter our destination, we're going tp sitnd use our senses again. From outside,



what does the place look like? Sound like? ShkaP What do you think it will feel like
inside?

Okay, it's finally time to enter. Once inside,dndt know what you're going to do--I don't
even know where you are. But as we take somejtist¢o experience this new place,
remember to carefully consider what your five serae telling you. There will probably be
lots of new sights, sounds, sensations, smellstastds to experience.

As you do whatever it is you came here to do, ltwan to think for a minute. Who is the
VERY LAST person you would ever expect to meehis place? The MOST UNLIKELY
person to ever be here? In your mind's eye, redsl this person looks like, sounds like,
etc.

Suddenly you look up, and there they are! Youcaréinly surprised to see them, but | don't
know whether it's a good surprise of a bad surprigion’t know who they are or how you
feel about them. You may be glad to see themparmyay wish they would go away. As you
look at them, and try to see as many details asgaythey speak. Listen to their voice.
What does it sound like? What are they saying?

| don't know if you speak back, or if you do, wiyati say. | don't know what, if anything, the
two of you do. This part of the story is up to you

Finally the person leaves. | don't know why, bowiylo. | don't know whether you caused
them to leave, but you do. | don't know whethar'seglad or sad to see them go. But at any
rate, now that they're gone you realize it's tioreybu to go, too. As you leave the place,
take one last look. Try to remember all of théntsgsounds, smells, tastes and touch
sensations you can for your trip home.

We're going to compress time again, and imagineavirglf way home. What sights do you
see? What smells do you smell? What sounds dtvgat? What tastes do you taste? What
sensations do you feel?

Something has gone wrong. | don't know what ithgt's up to you, but something pretty
serious. | don't know if the problem is somethyog can see or not. Maybe the problem has
a sound associated with it. Maybe there is a sm@&lu can probably feel something as well.
Whatever the problem is, no one seems to know whad about it.

Finally you are able to solve the problem. | d&nbw how you did it. Does your solution
have any sounds or smells associated with it? \dhgbu see and feel? At any rate, you
certainly feel relief, as we once again speed ugilaw down time to arrive just outside our
special place--home.

Before you go inside, see how many details of ywpacial place you can recall. Then when
you go in you will see how many of them you remeretdecorrectly. It's been a long day,
and a long trip, and you are tired. So you go ytor special place and sleep.

Once the story is finished--l1 almost always enchwilite main character in repose--1 have the
students do some brief stretching exercises tthgdblood flowing again, and then we have a
discussion. Usually | have some or all of the shid describe their adventure in detail. We
talk about the fact that even though | told the satory to everyone, no two students came



up with the same, or even very similar, storiepoiht out to them that the creative force
responsible for making the stories they have egpegd was not mine, but came from them.
So the stories now belong to them, and they carthesn in any way they want. They can
write them down as short stories, plays, or poefiteey can make pictures of them, or write
songs about them. They can make videos or impeakgs. | tell them (which is the truth)
that this kind of quiet imagery is often the wagome up with the stories and details | use in
my own writing. But most importantly, we discussiheffectively we were able to use our
five senses in our imaginations. Usually the stislare surprised they were able to
remember and experience so many details of thdifaurparts of their stories--such as the
"special place"--and equally surprised at the viess of the sensations in the original parts of
the story. (The exception to this is that if tmeup has had trouble keeping quiet, no one will
have been able to really hear the sounds in thaiiles clearly, and the stories will be more
similar than otherwise, since their sounds willéavluenced each other. If this is the case,
we discuss it.) This exercise is much more effedti time is left for discussion at the end.

Back to top.

Below is another storyline | use with my student§&uided Imagery exercises. Again,
remember that you can always create your own. iftheduction and discussion afterwards
are just the same. (This storyline might work asmaative pantomime as well.)

Spring

You are a small, burrowing animal. In fact, yoa arnewly born baby animal, and have so
far lived your entire life inside your burrow. Yiomother went down into the burrow last
fall, and when spring began to make itself felt) ymd your brothers and sisters were born.
Since it is completely dark in the burrow, you haeeer seen anything--in fact, you don't
even really know what it would mean to see. But liave four other senses, and you use
them.

Listen to the sounds in the burrow. You can prdphbar your mother's heart beat, and
possibly also your own and your brothers' and sstéMaybe you all make some sounds as
you move around in the burrow. Smell the coolteaftthe walls and floor, and smell that
special smell that means "Mom." Feel the hard-pdckool walls of the burrow, and feel
your mother and your brothers and sisters in tmiallsspace.

Just in the last day or so something has been atgandhe walls of the burrow are getting
damper and warmer. You don't know why, but Monmse& sense a change. It is time for
her to open up the burrow. It is spring. Listershe moves to the entrance of the burrow.
Feel the dirt hit you in the face as she digs aatafe blocked entrance to the hole. Taste the
dirt that gets in your mouth. She opens a smadl tthe outside world.

For the first time in your life, you can see! Loatound you at the dimly lighted interior of
the burrow. For the first time, look at the othgraur mother and brothers and sisters--with
whom you have spent your entire short life. Logpkatithe bright circle of light that Mom is
making bigger and bigger.



Suddenly Mom disappears out the hole. You dordthkwhat to do. But then you hear a
strange sound. You've never heard such a soundeh&iut somehow you know exactly what
itis. It's Mom saying, "come on out!"

As you climb out of the burrow, feel the new eartfer your feet. Smell the outdoor air.
Suddenly the sun is so bright you're temporarilgd#d. As you grow used to the brightness,
you see that the hole is in the center of a lakpamese of grass, like a meadow of a field.
You start to explore the area around the holeyd&sexplore, you use ALL of your senses.
You investigate things with your eyes. You smieirh. You touch them. You listen to
them. You even taste them. You discover thatarigs/very tasty. You discover that your
brothers and sisters are not.

So far, you have been staying pretty close to thieolw, but now you notice something at the
other end of the grassy area. | don't know whiat &nd neither do you, but it's pretty big.
You are overcome with curiosity. You start to @tise grass, to take a closer look.

As you go, feel the grass moving under your f&nell the sweet spring air. Taste any new
plants you come across on your journey. Listetméosounds of the much bigger world you
have discovered. But keep your eyes on the bigythi

You arrive, and carefully investigate the big thirfgmell it. If it seems safe, taste it. Look it
over carefully, listen to the sounds it makes, tmath it carefully. Try to learn as much as
possible about the thing.

Suddenly you hear a sound from across the graes:v& never heard that sound before, but
you instinctively know what it is. It's Mom sayintEverybody in the hole! Now!" You run
across the grass and dive down the hole just as Marts filling in the top with grass and dirt
to hide it.

You spent almost your whole life in this hole, andlways felt warm and cozy and safe. But
now it feels cramped and dark. One of your br&lwersisters is standing on your head, and
there's hardly any room to move around. But fow,ngou'll have to stay down here, so you
make the best of it and take a nap.

1.) Introductiory 2.) Idea/ 3.) Preparatiori4.) Playwriting/ 5.) Rehearsdl6.) Performancé
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How the Fourth Grade and | Wrote a Play

Matt Buchanan

Introduction

| recently had an experience with my students itki@hk is worth sharing with other
teachers. If, like me, you often think elementsekiool “class plays" are of questionable
value, our project may change your mind. Whabie8 is a description of the process by
which my drama students, their classroom teachert) created a play about the Oregon
Trail that was both informative and entertainingite audience and enriching and personal
for its creators. This project was an experimend, id often seemed likely to fail, but the
result was ultimately so successful that | thoughauld be useful for other teachers to see



how we did it. | am not suggesting that you neaelystry to imitate our project exactly, but |
think that there is much of value to be found iis iiccount. Rather than setting forth a series
of instructions for other teachers to follow, | Mily to describe both the successes and the
failures we encountered along the way. Every teabhs a personal style, and will adapt the
project to suit that style. I'll narrate the prsgérom idea through the preparation, writing,
rehearsing, performance and "post mortem." | hopkeis way to provide an understanding
of the project from which other teachers can takatwvill work for them and leave what
won't.

top
| am a drama teacher in a private boys schoaadt primarily in our Lower School, which
consists of pre-Kindergarten (Jr. K) through fifgfade. | teach one period per week of
creative drama with each class in the school (20l)n In addition, | assist with classroom
projects that have elements of drama or theattieeim, coordinate the Lower School boys'
participation in pep rallies and the like, and gatlg serve as a resource for anyone and
everyone. (I also direct plays in Upper Schodlhle Lower School Drama program in place
is my creation--the school had never had a draahts or any dramatic arts curriculum at
the elementary level until | was hired to createltithas not always been easy to win
acceptance for drama in a school whose teacheadjrtoted extent, and whose parents, to a
much greater extent, tend towards the conservahdethe "3 Rs." However, | now feel that
drama is an accepted part of the school week,taadlear that it is a favorite subject for
many boys. Except in grade 5, the school dayvisléd between classroom teachers, who
teach language arts, math, and social studiesg alth related subjects to one homeroom,
and "special teachers,"” who teach a single sulpatiultiple homerooms and grade levels,
who come to them one or more times a week. Theciapsubjects” at our school are
Science, Gym, Music, Art, and Drama. | am the athma teacher, so | see every child in
the school.

top
Every year at my school, each grade level (prefiubh 5) is assigned an "assembly” date.
This "assembly" is in essence a class play. Taditton dates from long before drama was
introduced as a curricular subject at the LoweroBtlevel, and the "plays” have traditionally
been put together by the three classroom teacheexh grade level. Those of you who are
practicing drama teachers will understand thatttiadition rather dismayed me when |
arrived here. Such "class plays," as traditionladipdled, exist almost entirely for the
gratification of parents, and are of little eduoatl value. Depending on the degree of polish
the teachers demand, they can be unduly stressitiican even, in extreme cases, instill an
early fear or hatred of the theatre in childremulst insist that | saw no signs of such
extremes at this school when | arrived, and coredutiat the "assemblies" were at worst
neutral in impact, and sometimes educational. Ekerr. K plays seem to be a largely
pleasant experience for the boys. Still, | haied{ras my position here has become more
accepted, to influence these programs in a positase-to make them more process-centered,
to include the children in the creative process, angenerally provide an experience of
positive value for the students' education. Algjowmy first few such attempts were met with
skepticism, | have found that the classroom teachave been very supportive overall, and
the results have been gratifying.

top
For the most part the "assembly" dates for eactiegaae about the same every year. Since
the subject matter for the plays is generally puffem the social studies curriculum, which
also stays pretty constant from year to year, gaatie generally presents a play on the same
topic each year. (Indeed, some of the grades pirése same play every year!) Since | have
been here, the first grade has done a Thanksgplayg the second a "Native American Pow
Wow" (I've tried to do something about that, bufaowith no success), the third grade a play



about ancient Egypt, the fourth grade a play abaatent Greece or Rome, and the fifth
grade a "Medieval Feast." (The pre-K and Kindelegaclasses do something different each
year, but at that level the "plays" are really jestited poems.) The first grade level to
embrace the change in approach | began advocatnggty | arrived here was the third. A
few years ago the third-grade teachers handed"émsembly" over to me almost

completely. (I don't want to imply that the teahlead no role in the process--only that the
roles were reversed, and | became the one ultignegeponsible for putting the project
together, rather than just an expert who came aadhed the children on diction and
projection.) | hit upon the idea of having thedstats write their own plays, based on ancient
Egyptian folktales, the results were very well reed, and that's what we do every year now.
For me, the main point is that the students (iugreessions with me) write the plays
themselves, which gives them ownership in the ptpgnd shifts the focus from rote
repetition and product to creativity and procelSer the teachers and parents it doesn't hurt
that our final product is usually up at least asdyas the pre-written scripts traditionally
used. Still, these plays are very simple strutliyraach of the three classes presents its own
story--and they depend heavily on narration. (@omwn dictates that each student must
have at least one line, and in the third gradegylmost of them have lines of narration.)
When, this year, the fourth-grade teachers inditateinterest in collaborating on their
assembly play, | wanted to try something a littierendifficult (and more theatrical).

Greek Play Project

| created this lesson as part of my 7th & 8th gréldeatre History cycle. 1try in this course
to take a "hands on" approach to the subject, adl@al more in trends and concepts than in
dates and such. | am especially concerned witloqmeance practice in each of the periods
we explore, and with the way plays are structureif@ow their structure influences more
recent periods. So, after reading some exerpts @oeek tragedies and discussing in depth
such concepts as the use of the chorus, the lategiattack, the emphasis on motivations
and psychology over action, the absence from #igesdf scenes of violence, etc., we set
about to create our own "Greek Tragedies." Througthe project | stress that we are
interested in getting at the concept and the sehatat the great Greeks were doing, but not
to reproduce in a realistic way the theatre of AntiGreece. Because we discuss the fact that
the Greeks tended to select for their matieriaiasovith which the audience was already
familiar, and the fact that this familiarity oftatlowed the great playwrights to get at an irony
that would have been impossible if the audienceldesoh approaching the material for the
first time, | encourage my students to select stotinat OUR audience will know. We talk a
lot about how to find the late point of attack Ine tstories they select, and while we don't
worry too much about the seriousness of the stonieglo examine them carefully to be sure
that they will support, at any rate within the doet of our very short plays, the kind of
psychological introspection of a true Greek pl&jot all fairy tales--and it's those that leap to
mind first--work very well. The big bad wolf ismtiuch of a tragic hero, but one of my
groups managed to make him one by giving him pangsexactly of conscience, but of
sensibility, that almost made him leave poor liRked alone, and his greed (hunger?) became
his tragic flaw. It didn't make the most coherglaty, but the fact that they were able to think
it out showed me how well they understood what veeewearning about. (I don't discourage
humor, although | point out that it would not hdeen usual for the Greeks in a tragedy. |
find that 8th-graders--oddly enough, more thanategraders--grow bored if | don't allow
them to take a pretty lighthearted approach ta gr@jects. But if | were to try the exercise
with older or more advanced students, | might insisreal tragedies.)



Below is the hand-out | give the students at thggrbeng of the project. Since it is often
difficult to completely visualize a lesson justrisuch a document, | have added comments
in red.

Project--Make Your Own "Greek Tragedy"

« Your group will write and perform a play accorditogthe structure below. You must
choose a familiar story from history or from fiatito dramatize. Remember that
Greek Tragedy uses a "late point of attadikly students tend to choose either Greek
Myths--Pandora is popular, and happens to work watl+-or fairy tales. It is often
difficult for them to understand why choosing thiavorite TV sitcom doesn't work.
(Friendsis not a story.) The "late point of attack" istambling block for some, but
the fact that it is necessary for a project theyehalready decided will be fun usually
gives them the impetus to make the necessary éffgmasp the concept--even if it
doesn't always translate into a coherent play.

« Everyone in the group will be an actor. You mayéhas many characters as you
want, as long as you never have more of them oastagne time than you have
members in your groupUnless the group shows themselves very able to work
together, | usually discourage them from creatireggdort of situation--common in
later 5th-century plays--in which one charactegslés/ed by different actors at
different times. But the idea of one ACTOR playmgre than one character is easy,
and, indeed, usually indispensible.

« The "audience" will serve as chorus.

« You will make all necessary masks for your charaetee won't worry about masks
for the chorus, but be sure the text tells us vileochorus are supposed to represent.
This is an important point, and one | sometimelstéamake clear. The chorus in a
Greek play is never just a bunch of random peopleey are the elders of Thebes, or
the neighbors of Medea, or the people of a pa#drctity, and thus have a stake of
some kind in the story. | try to encourage my stuid to think hard about who the
chorus should be. (For example, in one "Little Maid" play, they were Ariel's
mermaid sisters.)

« You must be sure that the lines for the chorugpagsented clearly so that the
"audience" will be able to "perform” them withoehearsalStress this, and don't take
their word for it without checking up on them. Mid Schoolers often think they
have written clearly what to anyone else (includmtiger Middle Schoolers) looks
like gibberish. | make certain to stay on tophd tritten component of my students
work, so that they don't get to the end and thed tineir project doesn't work for a
trivial reason.

« We will go over proper format for script$.show them standard Samuel French
acting edition format, but any would do. The pdiete is to make them pay attention
to the format, and learn the discipline of sticking single one.

« You will not be required to memorize your line$.l were working with older or
more advanced students, | might make them memohizany case, | stress that
although they will be allowed to carry their scsipthey must still ACT. They must be
familiar enough with their lines not to spend theoke play with their noses in the
scripts.

« You are not required to use props or scenery,flyaLi want to do so, you will need to
make or find what is necessarlydo this only because | have a lot to cover in my
course, and we do a lot of work with design durmgunit on the Italian
Renaissance. There is no reason you couldn't o@dtames and sets a part of the
project.



« At the completion of the project you will hand iayr script, and your grade will be
based both on the script and the performance.

- Note: Although of course real Tragedy always emmazappily, it is not so easy to find
familiar stories in this day and age that don'tehagppy endings, so you are not
required to give your play a "tragic" endings | mention above, | might drop this
provision with more advanced students.

« You must provide copies of all of the chorus's veaim hand out to the "audience."”
You may make these copies yourself, or you may haeenake them. However, if
you want me to do it, you MUST get them to me kg/éind of school on the day
before the performancedbviously this requirement is just for my own coniexce.
With older students I'd probably just require thienmake the copies themselves, but
Middle-Schoolers can't drive themselves, and ttsatways easy for them to make
copies.

Your play will have the following structure:

Prologue

Characters speak, perhaps directly to the audiefiek.us what the play is going to be about,
and what you think we will learn from ithave to coach carefully to remind them that they
must not just "come right out and say it," but tthet necessary information must be revealed
through natural-seeming comments by the characiwsl am more or less insistent on this
point depending on the group's ability to grasp it.

Parados

Chorus, in unison, tells us what has happened édifier beginning of the action of the play.
They should also tell us who they are. If you waot can have the chorus speak in verse.
(In areal Greek play, the chorus would "enter'ehéut since the "audience" is serving as
chorus, we'll just assume that part. But if yontygou can have them say something about
"entering.") It is often unnatural at first foretlstudents to write in verse but once pushed,
they usually become wonderfully creatividere again, | encourage them to "show" rather
than tell. (Although, when it comes to playwritiafjany kind, | hate that expression, because
of course virtually all of playwriting is in onersge "telling," since it is dialogue.)

Episode 1

Characters, in masks, of course, act out the beggrof the action of the play. If you want,
you can have the chorus interrupt the action togagstions or make comments. (If you are
going to do this, make sure you have copies ofvthele play, rather than just the chorus
parts, to hand out to the "audience."”) Rememberctharacters in Greek Tragedy tend to talk
a lot about decision making and moral choices«sghauld | do? Am | doing the right thing?
Etc. Remember that anything violent should talke@loffstage, with a character or
"messenger" entering to tell us what happened.

Choral Ode 1

Chorus speaks about something connected with @medlof the story, but not necessarily
about the story itself. Or, if you prefer, you mese a popular song or poem here, that you
think expresses the mood or theme at this poittigrplay. If you use a poem, the "audience”
will read it in unison. If you use a popular soggu may simply play it on the stereo at this
point. (In a real Greek Tragedy the chorus wouttbpbly also "dance" at this point. You
can't expect the audience to do this, since theytwave rehearsed, but if you want, you can
have the members of your group perform the movesngfthe chorus while the "audience"
reads or the song plays. This is NOT, howevewired.) Surprisingly, make less use of the
freedom provided here than | expected the firsetirdid the project. | was afraid they's seize
on the permission to use a popular song as a wayadling writing so much, but although
nearly every group uses one or two, more is rafas part of the assignment is pretty vague,
but that's intentional. It is necessary for mstay on top of what the groups are doing, and to



coach them when (and only when) necessary.

Episode 2

Characters act out the next part of the story,ragi@h choral comment if you want.
Choral Ode 2

(See Choral Ode 1)

(If necessary, you may add more Episodes and Odes here.)

Final Episode

Characters act out the end of the story.

Exodus

As or after the characters leave, the chorus usliwhat we have learned from the story.
Once again, and more so, | must coach them nat todexplicit. "We hope you have
learned. . ." doesn't cut it. But that's all te food, in a way, because | have always been a
firm believer in the value of rewriting.

Should you wish to do this project, and to use mydndout, you can print the handout
(without my comments) by clickingHERE and then selecting PRINT PAGE (or the
equivalent) on your browser.

Slow-Motion Walk

Introduction

| learned this from playwright Suzan Zeder. Itgr@at way to stimulate creativity, get over
writer's block, or whatever. It's amazing what emermally less facile students come up with
during the writing part of the exercise.

Back to top.

Walk

These are the instructions | give the class:

In a moment you will go outside for a walk. You Wilalk very, very slowly. (This works
better if the place you send them to walk in istootcrowded, because they will attract
attention.)

Don't concentrate on trying to memorize what yoe, s&d do your best to ignore any stares
you might get from others.

You will walk for about twenty minutes.

Back to top.

Write



While the class is gone, | get the room readyHeirtreturn. | dim the lights, and, if possible,
light some candles. | turn on soft music. (Debussthe like seems to work best--something
like "La Mer.") | put several sheets of paper armgkacil in front of each chair. | write a few
Haiku on the board, to be used as examples obtime. {(I've included a few examples of my
own Haiku below. Technically Haiku are supposetidéabout nature, but all | stress is the
rhythmic form--three lines of five, seven and fasdlables.)

When the class returns, | quietly instruct thertatee their seats. | tell them they are now to
write Haiku about anything they like. | point obetexamples on the board for those who
don't know what Haiku are. (I generally have toegilrese instructions over and over again, as
the class straggles in one at a time. | try to ¢isam exactly the same way each time.) | don't
mention the lights, the candles, or the musicnifaae asks questions, | refer them to the
instructions again. They are to sit and write Haiku

| let them sit and write for about ten or fifteemurtes--or until they seem to run out of steam.
Then we share the Haiku.

That's all there is to it. It works, though. Trl it
Back to top.

Haiku

Swimming with the stream,
Rushing forward, clutching tight.
No one look at me!

Horizontal lives.
Space is an elevator,
Sunshine a window.

Many lovely rocks
Decorating the sidewalk.
(Some of them are gum.)

Watching from a tree,
Bushy tails contemplating
All the idiots.

Tumbling heavenward,
Clumsy, rushing tenements
Falling up to God.



