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For several centuries, theatre was an integral part of education in the Czech lands.
This was particularly true in monastic schools run by the Jesuits, where theatre was
a crucial part of the curricula. This came to an end during the Enlightenment. Even
before Empress Maria Theresa dissolved the Jesuit order, her educational reforms
banned theatrical activities in religious schools. Theatre completely disappeared
from school curricula during the last third of the late 18th century, and it is no exag-
geration to say that the consequences of this utilitarian decision still affect us today.

During the first half of the 19th century some primary schools brought theatre
back. It was not part of the mandatory curriculum but an optional after-school ac-
tivity which usually culminated in a performance. These shows were also the first
examples of Czech children’s theatre. At that time, the Czech lands were part of the
Austro-Hungarian Empire and the official language was German. The leaders of
theatre groups with children were often Czech patriots whose aim was to sustain and
cultivate the Czech language (in addition to children’s moral education). The leaders
were often priests who initially translated plays for children’s groups and later star-
ted to write their own. At the same time, theatre was greatly enhanced community
life in villages and small towns: it helped spread the Czech language and brought
together Czech patriots. Theatrical activities also promoted the local schools, facili-
tating contact between school and family. The proceeds from performances were
often donated to charity.

The earliest children’s plays were based on real life and included concise, direct
moral lessons. The plot and characters were schematic and simplified so that the
child actors and the audience could understand their messages. In the 1870s a new
genre was introduced to children’s theatre: the fairy tale. The first Czech children’s
play based on a fairy tale was probably Cinderella in 1872. At the turn of the 19th and
20th century, even the National Theatre in Prague staged several original children’s
plays based on fairy tales.

Children’s theatre continued to be limited to the sphere of extracurricular acti-
vities, with the themes of productions changing depending on the political situation.
After the establishment of Czechoslovakia in 1918, children’s theatre celebrated that
event as well as the first president, Tomas Garrigue Masaryk. After 1945, the themes
reflected the war years, the Nazi occupation and the heroism of the partisans. After
the communist coup of 1948, many fairy tales presented kings and nobility as “class
enemies” and were distorted by the ideological criticism of the time. There were even
plays written to promote the Pioneer organisation, the only institution which the
Communist regime authorised to organise children’s activities.

This was the state of children’s theatre in the early 1960s. At this time, the munici-
pal music schools were turned into folk arts schools. These were part of the Ministry
of Education’s state school network, and they included several new departments:
visual arts, music, dance and drama (called the literary-dramatic departments).
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At the same time professional theatres expelled some actors for political reasons.
Several of those actors became teachers in the new folk arts schools. The schools
also employed Czech language teachers and theatre amateurs with diverse educa-
tional backgrounds. Simultaneously Czechoslovaks were learning about drama
abroad for the first time via Peter Slade’s Child Drama and his Birmingham centre.
This was a huge revelation.

During this time, a team was formed which was made up of people developing the
folk arts schools and children’s theatre groups. In addition to the new understanding
of drama innovations abroad, there were two other important influences on the de-
velopment of Czech drama education. Firstly, the group included several actresses
who had been trained in the Stanislavsky method in the 1950s. Secondly, there were
progressive leaders of children’s puppet troupes in the group who saw puppetry as a
path to modern, creative theatre and to a child’s development.

In the 1960s, the communist regime in Czechoslovakia began toloosen. This meant
that we could occasionally participate in courses, conferences, congresses and shows
in other countries and take our troupes abroad to perform. We also had the opportu-
nity to acquire foreign literature, mainly in English and German. Some books were do-
nated, but there was also a bookshop in Prague that was allowed to order books from
abroad. However, they were quite expensive and importing them was cumbersome.
For example, a book from nearby Munich took almost eight months to get to Prague!

We found that drama methods were a great way to transform children’s theatre.
With this knowledge we gradually transformed children’s theatre from an activity
dominated by superficial rehearsals and performances by stiff child actors to one
where young performers acted naturally onstage, equipped with movement and
speech skills. Children’s ensembles shifted away from performing stereotypical plays
and towards exploring new dramaturgical forms. In the 1970s additional financial
support became available. After the 1968 invasion of “friendly” Warsaw Pact armies
into Czechoslovakia, the communist regime understood that it needed to respond.
It offered “bread and circuses” to the people. This enabled us to organise not only
festivals, but also educational events for children’s theatre leaders and teachers and
even issue our first publications. The narrow-minded view of the regime did not rea-
lise that drama was not simply about children’s play, but primarily about bringing
up creative and autonomous, independent people — the type who were abhorrent
to the regime. Numerous organisations and institutions — central, regional and lo-
cal — contributed to the development of drama education. However, the Ministry of
Education did not participate in any way. Sadly, despite all the transformations that
have place since that time, the Ministry has held on to this position to this day.

East of the Iron Curtain, people had been unaware of drama education for deca-
des. The Soviet model of theatrical activities for children (also implemented quite
consistently in East Germany) was based on theatre groups established within the
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Pioneer and youth centres. Only children who had good school results were allowed
to take part, and they were expelled if their school performance worsened. In many
places, performances were rehearsed in the same way as professional theatre, and
the children in a production often did not get together until the dress rehearsals.
Once we invited a group from East Berlin to perform a particular production that
had caught our attention, but the Czech authorities ordered the director to bring
another production that better suited the political ideology of the time. The director
burst into tears during the subsequent discussion at the Czech festival.

In the period leading up to 1989, drama education was based on a system of games
and exercises stemming from Stanislavsky’s lessons, folk plays, social training, theo-
ries of play, and other sources. The main goal was to teach children to express them-
selves onstage, even in poetry and prose recitation. After a series of workshops and
two pilot children’s theatre festivals, the first national festival was held in 1974. It
was called Theatre Summer in Kaplice (Kaplické divadeln? léto), and it took place in
Kaplice, a small South Bohemian town twelve kilometres from the Austrian border.
One of the regular festival participants happened to be a teacher from Linz, who
lived much closer to the venue than those of us from Prague. From 1974 to 1989, the
festival was held annually in Kaplice; later it changed venues several times. Today it
is called The Children’s Stage (Détskd scéna) and is held in the town of Svitavy, located
on the imaginary border between the Bohemia and Moravia regions of the Czech
Republic. Since its inception the festival has retained its basic structure, which con-
sists of a combination of performances and discussions complemented by methodo-
logical workshops and activities for children. For several years the festival also pre-
sented demonstrations of theatre/drama lessons with children.

Between the 1970s and 1989, drama education in the Czech Republic went
through two phases. The first, which culminated during the late 1970s, can be seen as
a period of searching. Its starting point was the realisation that children’s drama ac-
tivities, if they were to have real value for both the actors and the potential audiences,
must not be a simplistic imitation of adult theatre productions. There was a focus
on the methodology of working with a group, on developing that methodology, and
promoting it to other drama teachers and children’s theatre group leaders.

At the end of the 1970s, the first two-year training course in drama education
was organised. About twenty teachers from all over Bohemia and Moravia attended,
including students from universities studying to be drama teachers. It was later fol-
lowed up by other courses, usually two-year part-time study programmes (called the
people’s conservatories at the time), which eventually were organised in all regions
of the country. During this period, there was an emphasis on practical training of
children’s theatre group leaders and teachers.

The 1980s marked the completion and deepening of the methodology of drama
education. The core group of interested and informed people expanded considerably.
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At that time, secondary schools of pedagogy which train students to work in kinder-
gartens introduced drama education into their curricula. Drama was also integrated
into kindergarten activities. While both developments were marked by the practices
of the school system of the time (uniform and one-off introductory classes without
the provision for teacher training), at least they created the first opportunities to
introduce drama in the school system.

During the 1970s and 1980s, Czech children’s theatre was radically transformed.
There were (and still are) a number of groups that aim to train children to create thea-
trical productions staging productions, using methods based on the reproduction of
scripts. For a significant number of leaders at the folk arts schools, however, public pro-
ductions ceased to be the primary goal and focus. Instead, they began to see the main
purpose of their work as the process that leads to their creation, shapes the personality
of children and equips them with the means to express themselves. They often devoted
an entire school year, sometimes even longer, to the preparation of a performance.

Dramaturgy changed radically at this time as well. Instead of using scripts develo-
ped for other groups or professional theatres, most children’s theatres devised original
plays (a trend that was also happening in many professional theatres at the time). A se-
cond distinctive feature was the transformation of form, i. e. a preference for open, epic
theatre. The third important point was that most of the plays were dramatic adaptations
of quality children’s literature. The range of genres also expanded — at the very begin-
ning modern fairy tales prevailed, later folk tales were also introduced, and gradually
plays based on real life, legends, adventure stories, and mythology appeared. Attempts
at illusion-creating and psychologically plausible acting were replaced by more stylized
expression in which the performers distanced themselves from the characters, as well
as simple and action-oriented scenography and musical stylisation. This was influenced
by writing and dramaturgy seminars that were part of the Theatre Summer in Kaplice.
Some time later, the Circle of Children’s Theatre Authors was established. Participants
came up with ideas and discussed their scripts with the course lecturer and other par-
ticipants. These seminars influenced the discipline of dramaturgy as a whole. They set
new criteria and improved the quality of texts for children’s theatre groups, thus having
an impact even on people who did not participate.

The end of the communist political regime and the introduction of democracy in
Czechoslovakia in 1989 led to a radical change in both our personal and professional
lives. The group of people leading the field of drama education did not change, but
the structure and organisation of cultural activities did. Most importantly, the field
expanded significantly during this time and gained much prestige.

The third phase of the development of Czech drama education took place in 1990.
In January and February of that year, two important events were organised. A teacher
training seminar on drama education took place in Prague at the Charles University
Faculty of Education and was very well attended. This event was followed by a series
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of meetings and discussions held at pedagogical faculties outside of Prague. This re-
sulted in the organisation of workshops from 1990-1993 for teachers of pedagogical
and philosophical faculties. Drama was gradually integrated into the professional
training of primary school teachers at the faculties of education. The University of
Ostrava was the first and had the most extensive programme. The group of people
involved in drama education expanded and changed, including theoreticians and
university teachers, as well as numerous primary, secondary and kindergarten tea-
chers and experts in the field of school pedagogy. The majority of these people had
no previous experience with drama or theatrical activities.

At the very start of 1990, a document on drama education called Schola ludus
was drawn up. Later that year, on 1 June 1990, the Creative Dramatics Association
(Sdruzeni pro tvorivou dramatiku) was officially founded. A few months later, in
October 1990, the Theatre Faculty of the Academy of Performing Arts in Prague
(DAMU) opened a part-time master’s degree programme in educational drama, and in
1992 the Academy opened the Department of Drama in Education. In the same year,
the Theatre Faculty of the Jana¢ek Academy of Performing Arts (JAMU) opened a full-
time study programme in Brno. In 1994 DAMU opened a full-time study programme.
In the first half of the 1990s, the first habilitation proceedings took place at DAMU,
and the first doctoral dissertation in the field was successfully defended in June 1997
at JAMU in Brno.

During the first five years after 1989, secondary schools of pedagogy started of-
fering drama education to all their students. Many grammar schools included the
subject in their curricula, the number of kindergartens applying elements of drama
increased, and, most importantly, drama as a subject was incorporated into the cur-
ricula of some primary schools. The number of teachers in the field increased con-
siderably. There was also a much wider range of seminars and workshops on drama
education led by foreign lecturers.

At the time, educational professionals became increasingly interested in using
drama methods in other areas of education, especially the humanities. This process
enriched the field by bringing in new ideas and content. Drama began to incorporate
methods of social training and personal-social education as well as some elements of
experiential learning. On one hand, the methodological and thematic range of acti-
vities expanded, but on the other hand, the intermingling with other disciplines
sometimes led to the dilution of drama education. In extreme cases, drama was con-
fused with anything creative and/or alternative.

During this period, a number of English-speaking specialists gave workshops in
the Czech Republic. This, combined with greater access to literature about the field,
enriched and transformed our view of drama education. The international specialists
included Jonothan Neelands, Warwick Dobson, Judith Ackroyd, Cecily O’Neill, Juliana
Saxton, Allan Owens, Andy Kempe, Rives Collins. Through seminal works of drama
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experts, we became acquainted with new concepts of Dorothy Heathcote and Gavin
Bolton. In addition to this, some American teachers began to work in Prague.

This process made it necessary to reconsider the existing practice of drama edu-
cation. Until that point it had been almost exclusively taught as an extracurricular
activity at the folk arts schools (which were renamed in the 1990s as primary arts
schools) or in theatre groups. Drama in practice had concentrated on staging plays
and developing a system of games and exercises. After 1990, drama education be-
came — albeit in a relatively small number of schools — an independent subject, of-
fering methods that could be applied to other school subjects. Still, the position of
the Ministry of Education remains unchanged, and even qualified drama teachers
who apply drama methods in their work are limited by the outdated educational sys-
tem and its rules (classification, entrance and final exams, predominance of frontal
teaching, etc.).

In the Czech context, drama education is currently one of the few disciplines
based on the principles of modern 20th century pedagogy, and also yet one that
lends itself to ongoing development. It features well tested methods which a pool of
trained drama leaders are capable of implementing. Drama is in a unique position to
innovate and help develop the educational system as a whole.
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In the former Czechoslovakia, almost all drama education developed through thea-
tre performances by children. Until the late 1980s, most of these drama activities
took place at folk arts schools [lidové §koly uméni — LSU] (later known as prima-
ry arts schools [ZUS - zakladni umélecké §koly] and other centres for after school
activities. By the beginning of the 21st century, this had changed. Since then, dra-
ma education has become well established in two areas. The first focuses mainly on
theatre, and the second has a more educational focus. The first area is geared to-
wards a stage production, ideally presented as a theatre or recitation performance.
The second area is focused on the classroom, and activities are not presented to an
audience. Any theatre pieces created during these drama lessons are not meant to
be performed, but to allow the participants to explore situations, characters, stories,
topics, etc. Today we consider both approaches equally important. In fact, the first
approach cannot be successful without the second. In order to create a good piece of
theatre, we need to take children through a long-term process so they gain important
skills and an invaluable learning experience.

In the Czech Republic, there is an extensive network of festivals, workshops and
other events that provides an overview of both areas of drama education. The big-
gest and most important children’s theatre event is the annual Children’s Stage [DS —
Détskd scénal, a national festival of children’s theatre and recitation.

The Children’s Stage National Festival and its selection procedure

Since the early 1970s, the national festival of children’s theatre ensembles has played
an important role in Czech drama education. It is affiliated with a system of pre-
liminary regional festivals in which ensembles are selected. In the Czech Republic,
this selection procedure is not unique to children’s theatre. It is rooted in a system
of amateur arts showcases and festivals that started in the 1930s and was further
developed in the 1950s. Later, the Central House of People’s Art Creativity [UDLUT -
Ustfedni dim lidové umélecké tvoiivosti|, which was later replaced by the Institute
for Cultural Educational Activities [UKVC - Ustav pro kulturné vychovnou ¢innost|,
used this system as a model for all children’s arts activities.

National festivals with preliminary rounds are paradoxically one of the few useful
inheritances of the communist totalitarian era. After the Velvet Revolution in 1989,
many tried to abolish this system as a relic of the communist past. Consequently,
regional cultural centres were abolished — the very centres that had nurtured amateur
and children’s theatre activities in all Czech regions. However, the selection process of
the national festival remains in place thanks to a swift and effective transformation of
the The Institute for Cultural Educational Activities (now working under the Ministry
of Culture) and because of the efforts of hundreds of drama enthusiasts (many
working with newly established interest groups). Today the National Information and
Consulting Centre for Culture [NIPOS - Narodni informaéni a poradenské sttedisko
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pro kulturu] is responsible for all national amateur arts and children’s festivals.
ARTAMA is one of the departments of the centre and helps organise festivals in many
arts fields: theatre, music, choirs, contemporary dance, folk dance, photography, and
film. Most of the twenty national festivals hold preliminary rounds which have a very
similar structure.

Since the year 2000, the Czech Republic has been divided into fourteen self-gover-
ning regions. Each region hosts its own regional festival. The venue is not always in
the regional capital, but in the area where there is the most active drama community.
The regional organisers oversee all production of the festival, including promotion
and funding. They usually are supported by grants from local governmental agencies
and the Ministry of Culture (ARTAMA acts as an advisory body for the organisers).
The regional festivals usually take place in March and April. Occasionally regions also
organise smaller district festivals, but this is only required in Prague because of its size.

There are fourteen regional festivals, and ARTAMA'’s aim is to ensure a noncom-
petitive, positive atmosphere at all of them. Festivals are an opportunity to bring
people together, and various programmes are organised to achieve this: playful group
discussions with children from different ensembles; facilitated discussions about the
shows with teachers and children’s theatre group leaders; diverse supplementary
programme. The regional festivals also select shows for the national festival. The
jury (which is called an “expert panel” at children’s festivals) selects one performance
at the end of each festival which is guaranteed a spot in the national festival. They
can also recommend an unlimited number of performances, which are later assessed
by a commission at ARTAMA which selects some of them for the national festival.

The selection process for children’s recitation! festivals is similar. Two reciters
from each of the three age categories are selected during the regional preliminary
round. However, the reciter’s path to the national festival is more competitive.
Children start in school rounds, proceed to district rounds, and finally go to regional
rounds. The youngest children (under 10 years of age) can take part in regional festi-
vals, but do not enter the national festival.

The initial (and perhaps the golden) era of national children’s theatre festivals
lasted from 1974 to 1989 and took place in Kaplice, a small town in South Bohemia.
It was called Theatre Summer in Kaplice [KDL — Kaplické divadelni 1éto]. From 1994
to 1998 the national festival was held in Usti and Orlici in East Bohemia. During this
time, two children’s festivals merged: the children’s theatre festival and the festival

1 Interest in recitation seems to be a very specific feature of Czech drama education — something not as common
in any other country. Despite this, its potential has not been fully explored yet. Recitation as a creative interpre-
tation of a literary text — not just memorizing in a form of mechanical reproduction of poems — can transform
the way of children and youth understand literature and can significantly support readership. On the other hand,
storytelling, a closely related form of verbal expression resembles to reciting, lags behind other countries where
it is even taught in universities (e.g. in USA or Scandinavian countries).
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of children’s recitation ensembles?. The new national festival was named Children’s
Stage [DS — Détska scéna)], a name which has lasted to this day. From 2000 to 2010
the festival took place in Trutnov. In 2011 the national festival found its current home
in Svitavy in East Bohemia on the border between Bohemia and Moravia. Every June,
a week-long event takes place, filled with theatre, recitation, educational activities
and additional cultural activities.

Amateur theatre festivals in the 70s and 80s, including the children’s theatre
festivals, were islands of freedom in the midst of a totalitarian state. The national
children’s theatre festival was a unique and sought-after opportunity to gain expe-
rience and a deeper understanding of drama education (thanks to Eva Machkova,
who oversaw the methodology of the festival). Because of the communist regime,
children’s theatre and drama education also attracted many outstanding people who
could not work as professional artists or educators. The festival offered a chance to
meet inspiring people, a feeling of common purpose and a sense of belonging, which
added to its “conspiratorial” atmosphere. This aspect also caused many participants
to keep coming back.

The Children’s Stage Festival still retains the basic structure set in place in the
early years (morning seminars for adults, performance blocks followed by public dis-
cussions, a festival newsletter, etc.). However, it plays a different role today because
of the current political context. For many participants today, it is just one of many
educational opportunities. For university students of drama education and students
of secondary schools of pedagogy, whose schools often organise their participation,
it is an opportunity to deepen their understanding of drama. For drama teachers,
they can bolster their professional qualifications by participating in an accredited
course. Still, the main objectives are the same as they were at the beginning. The
Children’s Stage Festival is a unique opportunity to gain a better understanding of
theatre performed by children, to learn practical drama skills, and to meet other de-
voted drama professionals.

It is beyond the scope of this article to list all of the activities which constitute
the Children’s Stage Festival, but we would like to mention a few. First there are dis-
cussions following each block of performances. Since the beginning, there has been
a search for the ideal way to facilitate these discussions. It is important to provide a
professional, in depth assessment of the performances’ positive and negative quali-
ties, while also being sensitive to the feelings of the children and the drama leaders.
We have found that it is effective to divide the discussions into two different for-
mats. The first is a small, friendly discussion between the leaders of the children’s

2 Another specific feature of Czech drama education — recitation ensembles in their performances stick to the
original literary text act it out more or less. So it is more an interpretation of the text than a dramatization. This
most often results some scenic piece or else some kind of scenic montage or collage.
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theatre groups and two drama experts (members of the jury). These usually last about
40 minutes and analyse the theatrical and educational aspects of an ensemble’s work.
The second format is carried out in two different ways: a discussion club and a public
discussion. The discussion club allows members of children’s ensembles to reflect on
each other’s shows. The public discussion is open to adult festival participants and
members of the jury but does not involve the ensemble leaders.

All theatre performances at the Children’s Stage Festival must be presented two
times — in the morning for the general public (usually children from local schools)
and in the afternoon for the festival participants. This gives the expert panel (i.e. the
jury) a chance to see each performance twice. After the morning performance the ex-
perts share their impressions with each other, and in the afternoon they check to see
if their assessment has changed. This is a very effective format because inexperien-
ced children’s performances can vary greatly from show to show.

As was mentioned earlier, morning seminars for adults are a fundamental aspect
of the festival. In recent years, there have been 5-6 seminars per year. One of the
seminars is held in tandem with the recitation showcase and lasts three days. All of
the other seminars are six days. They address contemporary issues and topics that
are of interest to children’s theatre leaders, teachers, and students. Many outstan-
ding drama educators have taught these seminars, and every year there is a drama
educator from abroad to ensure that Czech drama education remains open to new
impulses. The following international presenters have taught since 1994: Jonothan
Neelands (Great Britain), Eva Russel (Canada), Judith Ackroyd (Great Britain),
Rafael Ricart Garcia (Spain), Kevin Dowsett (Great Britain), Francis Prendiville
(Great Britain), Leah Gaffen (USA), Erich Hofbauer (Austria), Helmut K6pping
(Austria), Frank Katoola (Uganda), Tatjana Brinkman (Holland), Sandra Tittoni
(France), Joanna Parkes (Ireland), Wolfgang Mettenberger (Germany), Herwig
Greschonig (Austria), Bernhardt Paumann (Austria), David Novak (USA), Vladimir
Sadilek (Slovakia), Anna Caunerov4 (Slovakia), Christel Hoffmann (Germany), Rives
Collins (USA), Michael Supple (Great Britain), Michael Woodwood (Great Britain),
Howard Lotker (USA), Susanne Schrader (Belgium), Keith Homer (Great Britain)
and Sanja Krsmanovié Tasié¢ (Serbia).

To give a sense of who participates in the festival, we will take a look at the sta-
tistics from the 2022 Children’s Stage Festival. There were a total of 16 children’s
ensembles. — Eight of these were selected by juries at regional festivals, eight were
selected by the ARTAMA programme committee from a total of 28 recommended
performances. There were 80 children from three different age groups (10-15 years
old) in the recitation festival. About 100 adults participated in five practical drama
seminars. In the regional rounds, 134 ensembles and almost 900 reciters participa-
ted, illustrating the high level of interest in the Children’s Stage Festival. We do not
know the exact number of participants in the district rounds, but we estimate that
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is was somewhere between 6000-7000. The number of participants in school rounds
can reach up to 10,000 around the entire country.

Other nationwide events within the field of drama education

There is also a showcase of youth theatre every year called Youth Stage [MS — Mlada
scéna). Since 2009, it has taken place at the end of June in Usti nad Orlici. Youth
Stage, like the Children’s Stage Festival, includes an educational programme. This is
aimed at the members of ensembles in the festival.

All types of ensembles (independent or school groups) can participate in the
Children’s Stage and the Youth Stage Festival. It is also possible to learn about the
state of Czech drama at schowcases of the literary-dramatic departments of pri-
mary arts schools. Unlike the Children’s Stage Festival, these are competitions
(awarding prizes to productions and individuals). However a new generation of dra-
ma teachers has brought fresh ideas and the showcases are gradually becoming less
competitive and more focused on professional exchange. These showcases do not
take place every year. The showcase of ensembles (ensemble performance) alternates
with a showcase of soloists (recitation and solo drama performance) and of literary
work (creative writing).

In addition to the above showcases, there are other drama events which do not
have selection processes. Brnkani, a non-competitive showcase of children’s theatre
ensembles dating to 1994, takes place in Brno. Soukani — Communication, an inter-
national biennale, takes place in Ostrov, West Bohemia. It began in 1997. NahliZeni —
Insights, another annual national workshop of youth theatre that combines a show-
case event with various workshops, takes place in Bechyné, South Bohemia, and
started in the late 1980s. Nadéleni, another non-competitive showcase plus work-
shop event for student and youth theatre, took place annually in Brno between
1995 to 2011. There was a showcase of children’s theatre organised by the Creative
Dramatics Association (STD —Sdruzeni pro tvorivou dramatiku) that took place every
autumn in Prague from 1998, which, in 2012, transformed into an annual showcase
event called Children-Drama-Theatre [Déti-drama-divadlo]. Its now called Children-
Education-Theatre [Déti-vychova divadlo|] and is organised by the Department
of Drama in Education at the Theatre Faculty of the Academy of Performing Arts
in Prague. In 2000 and 2007, showcases of children’s and youth theatre ensembles
from the Czech Republic also took place at the Theatre Faculty in Prague as part
of a drama education conferences organised by the Dept. of Drama in Education.
Every September since 1995, a national workshop called Drama Education in School
[Dramatickd vychova ve $kole| takes place in Ji¢in. It also provides an opportunity for
children’s and youth ensembles as well as child reciters to perform.

This brings us to that other domain of drama education that is not primarily con-
cerned with stage production: classroom drama. This also has its own important
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annual platform, Drama Education in School, a one-week national event that take
place in Ji¢in. It started in the 90s and over a hundred teachers from all over the coun-
try attend every year. Led by experienced Czech and top-notch international drama
teachers, the workshops give participants a chance to deepen their knowledge and
skills in a particular area of drama education (e.g. story based classroom drama, how
to work with children reciters, school theatre, drama education for pre-school chil-
dren, voice education, movement education, theatre in education, pedagogical and
psychological aspects of learning through drama...). Sometimes they also address
other related areas (e.g. using drama methods in history lessons, civic education, lite-
rature, visual art, music, storytelling, creative writing...).

Another popular source of inspiration for both teachers and students of drama
education is a national workshop of complex aesthetic education called Creation-
Creativity-Play [Tvorba-tvotivost-hra|. It started in 1993, and each year it takes
place in a different venue around the country. These workshops prove that drama
education can bring together arts educators from different fields. It has the capacity
to do the same in schools. There are usually between 80-100 teachers taking part
in four to five different workshops led by a drama teacher working in tandem with
another facilitator from a different aesthetic field (music, visual art, dance, literature
or audiovisual education).

Drama education and its place in contemporary schools

Drama education is not nearly as integrated in the Czech educational system as
music or visual art. Those two subjects have a 200 year tradition in schools and are
an integral part of Czech education. In contrast, drama education is a fairly new
subject. It was not offered at primary schools until the early 1990s. The Creative
Dramatics Association [STD — Sdruzeni pro tvoiivou dramatiku] was founded in
1990 to bring together leaders of children’s theatre groups, drama professionals
and others interested in drama. Thanks to this association, the first drama cur-
riculum for primary education was created. As a result, every school could parti-
cipate in a programme called General School [Obecn4 $kola]. If there was a drama
teacher in the school, they could teach drama. The Ministry of Education’s na-
tional curriculum called Framework Educational Programme for Basic Education
[Ramcovy vzdélavaci program pro zdkladni vzdélavani], which was introduced
at the beginning of the 21st century, was an important step towards introducing
drama into the primary schools. It allowed drama to be an additional subject in
the Arts and Culture educational area, on par with music and visual art3. In other

3 Literature is an integral part of Czech national curriculum, but it is traditionally linked to the subject of Czech
language. In the Framework Educational Programme for Basic Education is thus part of the educational area
entitled Language and Language Communication.
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words, schools can include it in their educational programme if they have a teacher
with sufficient drama training.

Drama education can be taught in Czech schools as an independent subject. The
class can focus on creating a theatre production or be taught as classroom drama.
Drama education can also be used as a method in other school subjects, such as histo-
ry and geography, literature, Czech language, foreign language, civic or family edu-
cation, etc.

Although drama education is considered an optional subject, it has all of the at-
tributes to develop many different skills which are described as key competencies in
the Framework Educational Programme for Basic Education. These include com-
munication competencies, social and personal competencies, problem-solving and
learning competencies, working competencies and civic competencies. Despite
this, the status of drama education in the national curriculum is still very uncertain.
Currently the Framework Educational Programme for Basic Education is being re-
vised, and drama continues to fight for its relevance in the Czech educational system.
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Our current system of educating drama teachers, including leaders of children’s thea-
tre and recitation groups, has its roots in the 1960s. Before that, few paid attention to
drama activities. They consisted mainly of theatre clubs and existed only within the
arena of extracurricular activities. In this essay, we will describe different types of
teacher training programmes. For clarity, we have divided them into three categories:
formal, non-formal, and informal (e.g. self-study of literature and journals).

FORMAL TEACHER TRAINING PROGRAMMES:

ARTS UNIVERSITIES, FACULTIES OF EDUCATION AND
PHILOSOPHY, VOCATIONAL COLLEGES AND SECONDARY
SCHOOLS OF PEDAGOGY

In the 1960s, state funded public arts schools, known as folk arts schools, established
drama departments (“literary-dramatic departments”). (These schools still exist
and are now called primary arts schools.) They are a unique Czech system of public
schools dedicated to after school arts programmes, and they are accredited by the
Ministry of Education. Subsequently people realised that there was a need to train
drama teachers in the field. Simultaneously drama teachers’ approach to their work
started focusing more on children’s needs and natural expression. It became clear
that teacher training needed to provide a foundation in education and psychology
as well as theatre skills. Fortunately, there were many excellent Czech drama educa-
tors who established high quality teacher training programmes for drama teachers.
(These included Eva Machkov4, Jindra Delongov4, Miloslav Disman, Josef Mlejnek,
Sarka Stembergova-Kratochvilové, Olga Velkovd, Sona Pavelkovd, Véra Pankova).
In the early 1970s, the Theatre Faculty of the Prague Academy of Performing Arts
(DAMU) organised a one-year training course for future drama teachers. This was a
significant step toward establishing undergraduate education in the field.

When the Velvet Revolution brought democracy to Czechoslovakia in 1989,
opportunities to create a completely new system of formal education for teachers
emerged. A group of drama experts did just that in 1990, outlining the requirements
for a professional drama teacher. Their work is still the basis for students of drama
education today. The following types of schools currently offer formal drama educa-
tion programmes today: arts colleges and universities, pedagogical faculties, voca-
tional colleges and secondary schools that train future kindergarten teachers.

Higher education at arts universities

The Theatre Faculty of the Prague Academy of Performing Arts (DAMU) launched
a comprehensive higher education course in drama education. This was a milestone
in the professional training of drama teachers. Immediately afterwards, two acade-
mies established drama education departments: the Theatre Faculty of the Academy
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of Performings Arts in Prague (DAMU) and the Theatre Faculty of the Janac¢ek
Academy of Performing Arts in Brno (JAMU). Both departments still exist. They
created university degree programmes to train professionals in drama education.

At both schools, the study programme is divided into a three-year bachelor’s de-
gree and a two-year master’s degree. At both levels, students are required to pass
a state examination and write a thesis. The Department of Drama in Education at
DAMU offers a doctoral programme and JAMU students can pursue a doctoral de-
gree through the theatre faculty.

The DAMU Bachelor’s degree programme in drama education focuses on the de-
velopment of pedagogical and performing skills. It equips students with the know-
ledge and skills to manage drama and educational activities with children and youth,
especially in the extra-curricular context (primary arts schools, municipal communi-
ty centres for children and youth, etc.).

The DAMU Master’s degree programme in drama education includes more theo-
ry and research. Students can take electives based on their professional focus. They
are trained to lead drama groups with diverse ages, educational needs, and social sta-
tus. Graduates of the programme can create theatre performances, educate audien-
ces, and incorporate elements of drama in education not oriented on producing a per-
formance. They can employ their skills in educational, community, and social work.

The aim of the Doctoral programme Theory and Practice of Drama Education is
to produce top professionals capable of working in a variety of educational settings
and scholars who research and develop the field in a broad theoretical and practical
context within aesthetic, pedagogical and psychological disciplines. At the end of
their studies, candidates must defend their dissertation and pass a PhD examination.

The programmes are offered in two formats: full-time study and a combined for-
mat (students have some in person classes supplemented by self-study).

The Department of Drama in Education at DAMU also organises a two-year
course called The Fundamentals of Drama Education. It provides lifelong learning
opportunities to teachers from different types of schools and educational institu-
tions. Participants receive a certificate at the end of the course, and they can con-
tinue to study in the Master’s degree programme in the department if they have a
Bachelor of education degree or have other pedagogical qualifications.

At the Theatre and Education Studio at JAMU in Brno, candidates can pursue
a bachelor’s degree in drama education. The classes focus on practical skills (voice,
movement, acting, dramaturgy, social communication) and on the methodology of
working with children and youth based on a theoretical knowledge of dramatic arts.
Graduates are required to pass state examinations in pedagogy, psychology, didac-
tics of drama education, the theory and history of Czech and world theatre.

Their master’s degree programme Theatre and Education extends the theoreti-
cal knowledge of undergraduates in the field of dramatic art and focuses on directing
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devised performances, dramaturgy and pedagogical work with non-professional
groups (children, youth, amateur adult groups, groups with specific needs, etc.).

Graduates of the master’s programme can continue their studies in the four-year
doctoral programme in Dramatic Arts offered to students of all disciplines at the
Theatre Faculty of JAMU. Graduates are encouraged to expand their theoretical
knowledge in the field and to conduct their own research in the context of creative
and pedagogical activities.

The Theatre Faculty at JAMU also offers a cross-disciplinary programme of
dance, theatre and pedagogy within the Studio of Dance and Movement Theatre
and Education.

The Theatre Faculty of JAMU also has a bachelor’s study programme focusing
on drama education for the hearing impaired. Their aim is to train professionals who
can lead extracurricular activities in arts for educational institutions or theatres and
implement their own creative activities.

Graduates of both JAMU and DAMU arts universities go on to work as teachers
of drama education at after-school arts schools, secondary teacher training
schools, faculties of education, and colleges and universities with teacher training
programmes. Others work in the educational departments of professional theatres,
museums, and as drama teachers in primary schools and kindergartens.

Education at the faculties of education and arts

After 1989, faculties of education and arts started introducing drama education in
very different ways. The current status of drama education at teacher training col-
leges thus varies greatly. Initially, drama education fulfilled (and still fulfils) two
objectives. One was to strengthen the personal and social skills of future teachers,
strengthening their creativity, communication skills and autonomous thinking.
In the early 1990s, another aim was introduced to support pupils’ personal and so-
cial development. Many teachers wanted to change the traditional concept of edu-
cation and to adopt an activating and creative approach; drama education could do
just that. It filled a gap in the need for personal and social development of children
and young people in schools. Future teachers were trained in methodology to apply
drama education in the teaching of various subjects.

In the 1990s, drama education was included in the curricula of the faculties of edu-
cation and arts as a compulsory or elective subject. Often it was one of the specialisa-
tions of the primary school teacher education programme (along with physical training,
visual art, arts and crafts, and music). It was also included in the training of special
needs teachers. Departments of pedagogy, primary school pedagogy, music education,
special needs pedagogy, and also — at the University of Ostrava — the Institute for
Alternative Free Education were involved in teaching. Some faculties and departments
also offered specialisation studies in drama education for university graduates.
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Teacher training has undergone many changes since the 1990s, and not all of
them have been positive for drama education. Other fields and disciplines have come
to the fore and drama education, along with other arts subjects, have had to take a
back seat. This is why the representation of drama education in higher education at
Czech pedagogical faculties varies greatly, ranging from a rich variety of subjects to
a complete absence.

Currently, most pedagogical disciplines at universities are divided into two levels:
a three-year bachelor’s degree and a two-year master’s degree. Only the Teaching for
Lower Primary School programme is an unstructured five-year degree.

Most commonly, drama education is part of the study programmes of kindergar-
ten teachers and elementary school teachers. In the kindergarten programme, both
undergraduate and postgraduate programmes are offered. Foundation courses are
compulsory at many faculties of education, and students can take elective classes
that broaden and deepen their knowledge and skills. The foundation courses intro-
duce students to the principles of drama education and the didactics of drama edu-
cation in kindergarten. Elective courses often offer puppetry and theory of theatre
for children.

The teacher training programme for elementary school prepares teachers to work
with pupils aged 6 to 11. Drama education is included to a varying extent, ranging
from one compulsory subject to a specialisation that students can choose as their
focus, culminating in a state exam. The compulsory courses are mostly focused on
mastering the fundamentals and principles of drama education and on the didactics
of drama education. Electives deepen and broaden their knowledge and skills (e.g.
Storytelling in school, Working with puppets).

The study programmes of social pedagogy / social pedagogy and after-school
activities provide greater diversity in the teaching of drama education. These pro-
grammes prepare professionals to work with individuals and groups of all ages, in
particular the socially vulnerable. In some faculties, the representation of drama
education is very intensive. The compulsory courses include Foundations of Drama
Education, Improvisation for Personal Development and Storytelling, which not
only lay the foundations of knowledge of drama education, but also support the per-
sonal and social development of the future teachers. They offer elective courses on
applied theatre, structuring drama work, puppetry as a communication tool, crea-
ting a theatre production with a non-professional group, etc. At other faculties, dra-
ma education is only offered as an elective about its application in further studies
(e.g. drama education in work with risk groups).

Drama education is often part of special needs departments. Usually only one
subject is offered, and this can be compulsory or optional. The only exception is a
comprehensive study programme at the Institute of Special Education Studies in
Olomouc. They offer a unique programme Dramatherapy and Theatre Therapy.
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In teaching for upper primary schools and secondary schools (i.e. for future
teachers of children aged 11-15 and 15-19) drama education is occasionally included
as one of the pedagogical and psychological disciplines. In most cases it is an elective
discipline, usually with very few hours or as a completely optional course offered to
all students at the faculty or university.

Some arts faculties also offer courses that use theatre and drama education. For
example, a theatre workshop is offered at the Faculty of Arts at Masaryk University
in Brno within the study programmes Pedagogy, Social Pedagogy and Counselling,
Psychology, Aesthetic Education for Secondary Schools as well as in the programme
of German Language and Literature.

Education at higher vocational schools

High school graduates who want vocational training can attend 2-year vocational
colleges. These students are usually not interested in the academic programmes of-
fered by universities, or they are pursuing a field of study not offered by universities.
Some of these pedagogical vocational colleges offer drama education in their Social
Pedagogy and Pre-school and After-school Pedagogy study programmes.

Education at secondary schools of pedagogy
Secondary schools of pedagogy train professionals for pedagogical work in the pre-
school and after-school teaching programmes and in the pedagogical secondary schools.
Both forms of study end with the Czech maturita (the state final examination, equiva-
lent to A-levels in the UK). Each secondary school follows their own education pro-
gramme which is based on the Ministry of Education’s national curriculum framework.
Pre-school and after-school pedagogy prepares graduates to work as kindergar-
ten teachers or educatorsin other pre-schools, and as tutors or after-school educators.
It is up to each individual school to decide how much time it wants to give to drama
education in its curriculum. The authors of the national curriculum framework pre-
sume that every pupil has encountered drama education in primary education, and
teacher trainees can thus build on the previously acquired skills and knowledge while
developing their pedagogical skills. However, this is not always the case, and so the
teachers and pupils of this programme have the difficult task of filling the gap in the
field. The studies are completed with the maturita (the state final examination), and
the option of graduating in drama education is also available within the programme.
Graduates of the pedagogical high school are prepared primarily for further
studies at a university or vocational college with a pedagogical specialisation. At the
same time, they acquire the prerequisites for certain types of pedagogical activity,
e.g. for working as teaching assistants. Depending on the specialisation they choose,
they can also work in some areas of extracurricular activities for children and adults.
One of the specialisations offered is drama education. It is part of the curriculum,
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both in the general part of arts (aesthetic) education and in the vocational part,
which prepares the graduates for specific pedagogical activities and motivates them
to continue their studies of drama education.

Drama education has a special position in the education of future artists — ac-
tors at conservatories. Those provide artistic and artistic-pedagogical qualifications
at the level of secondary and vocational college education. Students of music and
theatre take a foundation class on drama education in the 5th and 6th year of their
artistic-pedagogical training. However, many graduate after year 4 to pursue jobs in
the arts, and only some complete the final two years. If they choose to complete their
studies, they can find employment in school or other institutions for extracurricular
arts activities as teachers in primary arts schools or conservatories.

NON-FORMAL EDUCATION

Seminars and courses

Non-formal training in drama education has been offered in the Czech Republic

since the 1960s. This includes short-term (and later long-term) seminars and work-
shops. This was almost the only drama training available for many years. It provided

high quality drama training during communist Czechoslovakia, when the educatio-
nal policy did not allow for anything else. The first seminar took place in 1967. It

was organised by the Central House of People’s Art Creativity (UDLUT) thanks to

the initiative of Eva Machkovd, who continued to supervise teacher training until

well into the beginning of the 21st century. Others helped build a quality pedagogical

foundation in drama education, including Sarka Stembergova-Kratochvilov4, Jindra

Delongova, Josef Mlejnek, Miloslav Disman, Olga Velkov4, Jana Vobrubovid, etc.
Those seminars owed their popularity to the good team of lecturers and to a carefully
conceived educational structure, based on practical experience. Nevertheless, there

was a need for in-depth, long-term training, and in 1977 a two-year course for drama

teachers was launched in Solenice. At the end of the course, participants earned the

qualification of a drama education teacher. The course was designed for leaders of
children’s theatre groups and clubs, drama teachers from folk arts schools, leaders of
clubs at primary schools and teachers at secondary schools of education.

This course was a good foundation for the subsequent establishment of the peo-
ple’s conservatories of drama education. Additional courses were organised in dif-
ferent regions and an effort was made to unify them by creating a standard curricu-
lum. Participants learned the foundations of drama education, acting, drama games
and methodology, speech techniques, movement, children’s literature, dramaturgy,
directing children’s ensembles, theatre history and also puppetry and children’s
solo and group recitation. It concluded with an exam. These were two-year courses
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followed by seminars for graduates. Graduates include a number of prominent figu-
res in drama education. The courses helped improve the quality of the field. These
courses were an inspiration for the university programmes in drama education which
were established in the 1990s.

The tradition of long-term courses (lasting several semesters and culminating in
examinations) and short courses and seminars (lasting only several days) continues to
this day. These events are usually organised by the Creative Dramatics Association
(STD — Sdruzeni pro tvofivou dramatiku). It often cooperates with ARTAMA (part
of NIPOS in Prague), the Department of Drama in Education at DAMU or other or-
ganisations involved in drama education (e.g. drama centres) and pedagogical facul-
ties. Courses and seminars are usually focused on a particular area or target group
(e.g. Drama education in primary school, Drama education with the disabled, etc.).

In the 1990s, Czech drama education also began to open up to the world. Drama
teachers from other countries were regularly invited to the Czech Republic and
Czech experts travelled abroad to gain experience.

Currently, several long-term courses are offered on a regular basis. They usually
take place on weekends. One is called Drama Education for Contemporary School,
a three-semester course organised by the Creative Dramatics Association in Prague.
This course is open to all types of educators from all levels of schools and educational
institutions as well as to university students. The course focuses on the participants’
personal, social and creative development. The trainees later learn to apply drama to
their own teaching. Another long-term training course is called The Fundamentals
of Children’s Theatre (organised by the Creative Dramatics Association in coopera-
tion with ARTAMA), which is primarily aimed at leaders of school theatre ensembles
and drama groups. The participants learn how to direct a theatre production and
the methodology of working with children’s theatre groups. They also master the
basics of stage design, dramaturgy, acting, working with music and sounds, objects
and puppets. As a part of the course, they take part in one of the children’s theatre
festivals. The Creative Dramatics Association also offers a two-semester Course on
Drama Education in Kindergarten. It focuses on the personal and social develop-
ment of kindergarten teachers and on drama education activities with pre-school,
kindergarten and the first few grades of primary school.

Other workshops and seminars are offered by the Creative Dramatics Association
and drama centres (e.g. How to do theatre with children), community centres, af-
ter-school centres (e.g. To be or not to be — drama for wellbeing at school), professio-
nal theatres (e.g. Summer Theatre School for Teachers), and lifelong learning cour-
ses at universities. The Drama Education in Schools is an annual week-long national
workshop in Ji¢in. It has been organised by the Creative Dramatics Association
since 1995. This is open to all teachers and promotes the introduction of drama edu-
cation in schools. It also showcases children’s theatre productions and recitation.
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Creation-Creativity-Play is an important, popular workshop, which brings together
people from different arts disciplines. Each group is led by two teachers, one dra-
ma teacher and the other is from a different field, e.g. visual arts, dance, literature,
music or film. Every year this national workshop moves to a different location and
provides new inspiration, ideas, themes and focus.

Education as part of theatre and recitation festivals

Seminars at children’s theatre festivals are another important way of training drama
teachers. This tradition started in 1960s, when children’s theatre festivals were split off
from adult amateur theatre festivals. The first independent national children’s theatre
festival was held in 1971 in Zd4ar and Sazavou and than, from 1974 to 1989, it was held in
Kaplice. Today the festival is known as Children’s Stage (DS — Détskd scéna).

Educational seminars and workshops for teachers are an integral part of the chil-
dren’s theatre festivals, and they are led by inspiring Czech and international drama
educators. In the early days of the festival, seminars focused on drama methodology,
the principles of leading children’s theatre groups and the dramaturgy of children’s
theatre. They explored how to create shows based on quality children’s literature.
Over time, the seminars became more specialised. Today they cover many topics,
such as movement, acting, production, music, stage design, puppetry. Recitation
seminars cover text analyses and interpretation, how to create a reciting group,
speech techniques, methodology of working with child reciters, the dramaturgy of
recitation, and how to evaluate children’s recitation skills.

There are other events for drama teachers. They can attend seminars and dis-
cussions where drama experts analyse individual theatre productions and recitation
performances. Theatre shows are a meeting place not only for children but also for
teachers, who can share their experiences and receive feedback on their work.

The festival’s newsletter Children’s Stage Journal (Denik Détské scény) covers sto-
ries about festival participants and reviews of performances. Before 1989, when
study resources in drama were scarce, it was a place where inspiring materials and
essays were published.

LITERATURE AND JOURNALS

Publications are also an important way to educate drama teachers. The journal
Creative Drama (Tvorivd Dramatika), founded in 1990, provides resources for the
professional development of drama teachers. It was inspired by the journal Theatre
Education (Divadelni vychova), published from 1964-1974 by Eva Machkova.
Creative Drama publishes theoretical studies and methodological materials, as well
as examples of good practice in the Czech Republic and abroad. It provides reviews
of professional publications, professional theatre productions for children and
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reviews of recent children’s literature. It publishes children’s theatre scripts to pro-
mote dramaturgical and directing skills. The magazine is not only sought after by
teachers in practice, but is also often used to educate drama teacher trainees.

There are several organisations publishing research on drama. These include
NIPOS (National Information and Consulting Centre for Culture), the Creative
Dramatics Association, the publishing houses of both arts universities (AMU and
JAMU), pedagogical faculties and companies focused on pedagogical literature.
There are publications that introduce new teachers to drama and others on speciali-
sed topics. Teachers also find books on related fields valuable, such as drama therapy,
theatre of the oppressed, or theatre sports.

In conclusion, professional drama education training in the Czech Republic is
multi-layered, providing opportunities for participants of any age or background.
Thanks to experience gained under communism, when all training was only informal,
the ground was well prepared for the development of drama education after the 1989
Velvet Revolution. Formal, non-formal and informal education provide ample oppor-
tunities for all interested in the field.
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Immediately after the Velvet Revolution in 1989, as the political and social systems
in Czechoslovakia transformed, so too came efforts to reform education. The main
objective was to democratise and humanise schools, raising their quality to that of
developed European countries. Discussions about the transformation of the sys-
tem were mainly focused on decentralising education and reforming the curriculum,
moving away from a single system.

From the viewpoint of drama education, the call for a child-centred school which
develops children holistically was important. Arts subjects could play an essential
role in fulfilling such a goal.

Indeed, drama education offers a plethora of methods that focus on working with
groups and individuals, as well as addressing pupils’ holistic development and tea-
ching creatively. It met the needs of the reformers. Thanks to educational workshops,
teachers gained an understanding and a respect for drama education and its wide
range of inspiring methods. Drama education in the early 1990s contributed to the
concept of education as play. Drama education helped to usher in the return of that
concept to schools. It opened a way for schools to incorporate creative teaching and a
holistic approach focused on children’s individual needs and their personal and social
development.

At that time, drama education in the Czech context emphasised personal and so-
cial development, while the goals of artistic development and drama’s relationship
to theatre were sidelined. This led to a somewhat warped perception of the subject —
everything that was playful and creative was considered to be drama education. It
was often perceived by the public (and by teachers) as simply a time when children
could play and relax. However, a benefit of drama education’s separation from its
theatrical aspect was that its methods spread to other subjects, especially Czech,
history, and social studies.

A notable change was brought about by new educational programmes, the most
important of which was the General School. Drama education was included as a main
subject in this programme for elementary school (i.e. education for children aged 6
to 12). The following explanation outlined how drama education could be integrated:

“A school can include drama education in its teaching plan if it has a teacher who
is passionate and deeply convinced of its importance and benefits to students and
the school atmosphere. The teacher should be professionally trained in drama educa-
tion. Drama education can serve as a subject that helps distinguish a school and can
contribute to creating a distinctive school spirit.

Ideally, drama education at the elementary school level can be taught by the class
teacher. It is also possible to hire a teacher specialised in drama who works in close
collaboration with the class teacher.

Drama education can be taught in accordance with the conditions of the school,
the overall concept and the teacher’s intentions in the following ways:
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a) in a block with other subjects (e.g. other arts subjects or a subject introducing
knowledge and understanding of the world and Czech language, as they can be mu-
tually intertwined and complementary),

b) as an independent subject with a defined time in the timetable.” (Ministertvo $kol-
stvi, mlddeZe a t&lovychovy Ceské republiky. 1993. Ndvrh ucebnich osnov obecné skoly
[Draft Curriculum for General School]. Praha: Portal. ISBN 80-85282-51-8.)

The above excerpt emphasises the personal and social aspects of drama educa-
tion. However, it also offers ways to develop artistic skills. While the authors did not
expect a stage production to be a necessary outcome of an elementary school drama
course, it is included as an option.

As a result of the inclusion of drama education in the compulsory curriculum,
teacher training programmes were offered to schools and a drama syllabus was
developed.

Drama education was a part of other educational programmes for students of dif-
ferent levels, although not as a core or compulsory subject. Drama could be offered
as an optional subject or as a method that could be used to teach other subjects.

In order to support the new subject of drama education, in 1992 two universities
created departments in which students could pursue university degrees in the field:
the Department of Drama in Education at the Theatre Faculty of the Academy of
Performing Arts in Prague (DAMU) and the Theatre and Education Studio in Brno
(JAMU). Later, the faculties of education of several Czech universities started offe-
ring drama education courses, particularly for students focusing on primary education
(the most extensive offerings were at the University of Ostrava, Charles University in
Prague, Masaryk University in Brno and the University of West Bohemia in Pilsen).

In 1998, the government launched the most significant education transformation
of the past 30 years. It was an effort to put the Czech education system in line with
the EU, thus preparing the Czech Republic for future accession. In 2001, the govern-
ment released the National Programme for the Development of Education in the Czech
Republic, better known as the Whize Paper. It included plans to create a multi-level
curriculum system, to incorporate lifelong learning, and to build curricula based on
the concept of competencies. In addition to outlining the new education system and
its objectives, the White Paper emphasised areas that should be targeted in education
programmes for primary schools. These included improved foreign language tea-
ching, education promoting citizenship and democracy, European integration, mul-
ticultural education, environmental education, education for a healthy lifestyle, and
information technology. The programme also touched upon innovations in methods
and forms of education. It supported an interdisciplinary approach, teaching in inte-
grated units, project-based learning, and the encouragement of active, independent
work by pupils. In many ways, the objectives, principles and methods of drama edu-
cation were in sync with this programme.
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At almost the same time, the Ministry of Education was creating the Framework
Educational Programme for Basic Education, a new curriculum for primary educa-
tion. After it was approved in 2004, individual schools created their own education
frameworks.

The position of drama education in the Framework Educational Programme for
Basic Education has been the subject of heated debate among experts in the field.
Within the curriculum’s Arts and Culture educational area, music and visual art are
listed as compulsory subjects. Drama, however, is not — it is listed as an optional sub-
ject (along with a second foreign language; later, dance education and film and au-
dio-visual education were added to this category).

Today, drama education is still an optional part of the Arts and Culture educa-
tional area. It is described in this way: “In elementary education, music and visual
art make up the Arts and Culture section. Drama education can be included as an
additional subject in the school curriculum as a separate subject, project, course, etc.”
When the Framework Educational Programme for Basic Education, national curri-
culum for primary education, was being developed, specialists discussed the content
and objectives of drama education. They decided to introduce a new subject into the
curriculum called personal and social education. As a result, drama education was
no longer the only subject in which these topics would be covered. It made sense to
put more of an emphasise on the artistic goals of drama education, linking it more
closely to the Arts and Culture section. The core areas of the curriculum are current-
ly: the basic prerequisites of dramatic playing, the drama and theatre process, recep-
tion and reflection of dramatic art. In partial revisions, the originally demandingly
formulated outcomes were adapted to the conditions of primary schools. However,
the individual outcomes are non-binding because it is not envisaged to implement
the discipline in all grades of primary school.

Revisions to the Framework Educational Programme for Basic Education are cur-
rently being worked on. A team of experts from the sphere of academia as well as
leading Czech drama specialists are in the process of writing an in depth analysis.
Their study unites the two main areas of the subject for primary school — drama edu-
cation for the classroom which does not lead to a theatre performance, and the thea-
tre-making process.
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Drama

within the Educational Area Arts and Culture in the
Framework Educational Programme for Basic Education

Drama as a school subject works with the expressive tools of theatre, namely the
human voice and body. It cultivates them, striving to utilise them consciously both
in the drama and theatre processes and in everyday communication. The subject
is based on the basic principles of drama, seeing human behaviour as an external
expression of people’s inner perception, their motivations and attitudes in their in-
terrelatedness. These principles are used both in a collective drama process, which
is based on direct action in play situations with the aim of generating and exami-
ning themes, and in the theatre process, where the theme is communicated through
human action.

In the same way as theatre, drama in education employs expressive tools bor-
rowed from other kinds of arts (literature, visual art, music) in their interrelatedness,
with respect to the specific possibilities of expression they can offer to serve the ulti-
mate dramatic message.

The fundamental prerequisites of dramatic playing consist in acquiring and en-
hancing physical communication and play skills through a wide range of creative ac-
tivities in a collective theatre and drama process.

The drama and theatre process consists of activities focusing on play action not in-
tended to be watched by an audience, but bringing new experience gained from the situ-
ations of interpersonal communication. It also includes activities focused on the estab-
lishment of a scenic shape with all its components, and its presentation to an audience.

Reception and reflection lie in activities focusing on the active perception of dra-
mainall its forms, and the systematic educating of a cultivated audience of dramatic
work.

The area contributes to the forming and developing of key competencies by making
pupils:

— understand art as a specific way of learning about the world and use the language
of art as a specific communication tool;

— see art and culture in their mutual interrelatedness as inseparable parts of human
existence; learn through their own creation which leans on the subjectively specific
ways of perceiving, feeling, experiencing and imagining; develop their creative po-
tential, cultivate their needs and forms of expression, and establish their hierarchy
of values;

— establish a welcoming and stimulating atmosphere, enabling them to create,
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understand and learn about the values of art, adopt tolerant attitudes to various cul-
tural values both of the past and present as well as the cultural expression of diverse
groups, nations and nationalities;

— perceive themselves as free individuals; adopt a creative attitude to life, be able to
overcome life stereotypes actively and keep enriching their emotional lives;

— take a personal part in the creative process, seeing it as a way to identify and ex-
press their own unique experiences as well as the phenomena and relationships exis-
ting in a diverse world.

STAGE 1 (6-11 years)

Expected outcomes — Period 1

Pupils will

— master the basics of proper breathing, voice, articulation and body posture; ex-
press basic emotions using voice and movement, and recognise them in the conduct
of others;

— differentiate acted from real situations; acknowledge the rules of acting; put them-
selves into simple roles and act naturally in them;

— explore themes and conflicts on the basis of their personal acting;

— work together in a group to create a stage situation and present it to their class-
mates; watch others’ presentations;

— with the teacher’s help, reflect upon their experiences from watching a work of dra-
ma (theatre, film, television, radio).

Expected outcomes — Period 2
Pupils will

— involve and combine somatic skills for the purpose of expressing their personal in-
ner state and emotions as well as those of a specific character;

— work with rules of acting and variations thereon; put themselves into a role and act
naturally and convincingly in an acting situation;

— identify themes and conflicts in situations and stories; look at them from the posi-
tion of different characters; think about the impacts of characters’ actions;

— work together in a group to create a short staged performance while using various
tools of expression;

— present their staged performance in front of their classmates and continue to work
on it on the basis of self-reflection and classmates’ response; watch and evaluate
classmates’ presentations;

— reflect upon their experiences from watching a work of drama; on the basis of per-
sonal experience, differentiate the basic forms of theatre.
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Subject matter
FUNDAMENTAL PREREQUISITES OF DRAMATIC PLAYING

— mind-body skills — working with breath, properly forming the voice, posture, ver-
bal and nonverbal communication

— acting skills — putting oneself into a role

— social and communication skills — cooperation, communication in common life
situations, in acting situations and in group stagework, presentation, reflection and
evaluation

DRAMA AND THEATRE PROCESS

— topics and themes in dramatic situations — finding and expressing them

— character types — working towards their deeper characteristics; tools of drama and
puppet theatre

— dramatic situations, plot — organising the situation chronologically

— tools of and approaches to staging — staging improvised situations and mini-sto-
ries; presentation

— communicating with the audience — presentation, self-reflection

RECEPTION OF AND REFLECTION ON DRAMATIC ARTS

— basic building blocks of a drama — situation, character, conflict

— contemporary dramatic arts and media — theatre, film, television, radio and
multimedia

— types of theatre — drama, musical theatre, puppet theatre, movement and dance
theatre

STAGE 2 (11-15 years)

Expected Outcomes

Pupils will

— make use of cultivated spoken and movement-based expression, observe basic vo-
cal hygiene and proper posture;

— apply somatic skills when engaging in verbal and non-verbal expression; using exam-
ples, show the connection between experience and acting in oneself and others;

— develop, vary and repeat acting situations (independently, with a partner, in a group),
acknowledge rules of acting and creatively develop them further;
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— explore themes from various points of view and identify main themes and conflicts;
be aware of analogies between fictional situations and reality;

— approach dramatic and stage work as a joint creative process in which they take
on and perform their tasks, accept responsibility for the joint work and for the final
presentation of its outcome;

— identify the basic dramatic elements in their own dramatic performance and in the
work of drama; recognise the basic types of theatre and dramatic genres, including
their main characteristics; critically assess works of drama as well as contemporary
media art.

Subject matter

FUNDAMENTAL PREREQUISITES OF DRAMATIC PLAYING

— mind-body skills — working with breath, properly forming the voice, posture, ver-
bal and nonverbal communication

— theatrical skills — putting oneself into a role, stage persona; structuring acting and
stage situations

— social and communication skills - communicating in common life situations, in
acting situations and in group stagework, presentation, reflection and evaluation,
teamwork, organising creative group work.

DRAMA AND THEATRE PROCESS

— topics and themes in dramatic situations — finding and expressing them

— working on the character — character, motivation, relationships

— conflict as the foundation of a dramatic situation —addressing conflict through the
characters’ behaviour

— dramatic situations, plot — organising the situation chronologically and causally,
dramatisations of works of literature

— stagework — dramaturgy, directing, acting, stage design, music and sound

— communicating with the audience — presentation, self-reflection

RECEPTION AND REFLEXION OF DRAMATIC ART

— basic building blocks of a drama — situation, character, conflict, theme, climax, ri-
sing action

— basic dramatic genres — comedy, tragedy, drama

— basic types of theatre — drama, puppet theatre, opera, operetta, musical, ballet,
pantomime
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— contemporary dramatic arts and media — theatre, film, television, radio and
multimedia

— selected history and types of world and Czech theatre
— significant personalities from Czech and world theatre

JERABEK, Jaroslav; TUPY, Jan (ed.). 2007. Framework Educational Programme for
Basic Education. Praha: VUP, pp. 92-93.
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Primary arts schools (known as “folk art schools” until the early 1990s) are a unique
aspect of the Czech educational system. From the age of 6 to 18, children can at-
tend these educational institutions which offer extracurricular classes in music,
visual arts, dance and literature-drama. All subjects follow a national curriculum
and have specific teaching goals for each year. The classes usually meet 1-2 times
per week, and children receive a report card at the end of the school year. The
name “primary arts school” was deliberately chosen to be analogous to the name
“primary school”.

The folk arts schools were established by the Ministry of Education in the 1960s
(under the Education Act No. 186 Coll., dated 15 December 1960). At that time the
first curricula were created for the literary-dramatic department. The early curricu-
lum was split into three areas: literature and theatre history, voice training and reci-
tation, and acting/movement/puppetry.

In the early years of the programme, children couldn’t join the literary-dramatic
department until they were ten years old. The other departments in the school (mu-
sic, dance and visual arts) started accepting children when they were seven. This was
probably because of the prevailing notion that children should have a well-developed
ability to read and write, as they were expected to focus on acting and creating thea-
tre productions (either live acting or puppetry).

Most of the teachers in the newly created departments were actresses with uni-
versity degrees from theatre academies. For various reasons, they had given up their
artistic careers to work with children. Many of them had a great influence on the
development of these schools, including Sarka Stembergova-Kratochvilovd, Jana
Vobrubovd, Olga Velkovd, Véra Pankovd and Sonia Pavelkova. Over time, they started
to recognise differences between the ways professional adult actors worked in thea-
tre and the needs of children. Milada Magatova and Jifi Oudes, who were puppeteers,
were also instrumental in the development of a new approach to drama teaching.

In the second half of the 1970s, drama teachers searched for the best ways to
teach drama to children. They realised that imitating adult theatre methods had no
value to the child actors nor to their audiences. During this period of experimenta-
tion, teachers explored various methods of working with children. They shared their
discoveries with fellow drama teachers and children’s theatre directors. The annual
national children’s theatre festival, known as Theatre Summer in Kaplice (KDL -
Kaplické divadelni 1éto), was an important platform for the teachers to exchange pro-
fessional experience. Starting in 1974, drama specialists met there on a regular ba-
sis (these included Jindra Delongov4, Jaromir Sypal, Kvéta Sypalov4, Josef Mlejnek,
Hana Budinskd, Eva Machkova and Zdena Joskovd, among others). The festival
included workshops and discussions where participants got together and analysed
performances and methodology. They formed opinions on modern children’s theatre
and came up with new ideas.
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These drama pioneers applied their extensive theatrical and pedagogical expe-
rience to the development of new curricula. They recognised that teachers should
focus more on the exciting process of theatrical exploration with their pupils rather
than on producing plays, and they prioritised pupils’ personal and social develop-
ment. To quote the latest version of the curriculum for literary-dramatic department,
“drama education is an important tool for developing pupils’ social skills (the ability
to empathise, to recognise the motivations behind their actions and explore various
social situations using role-play), and for enhancing their emotional development,
self-knowledge and self-control”. The curriculum also includes theatre skills and the
basics of theatre history and theory. In addition, the drama lessons can be divided
into group and individual sessions, thus giving teachers the flexibility to work with
pupils individually or in smaller groups, e.g. during recitation or puppetry classes.
The new emphasis on the creative process and drama games allowed the schools to
start accepting younger pupils.

Under the auspices of the Research Institute of Pedagogy in Prague [VUP-Vyzkumny
ustav pedagogicky|, documents were produced that were recognised by all teachers in
the field. Olga Velkov4, a former employee of the institute, had a great deal to do with
this. In addition, drama teachers participated in training seminars led by prominent
artists. These brought experienced and aspiring teachers together with outstanding
artists, including prominent actors Radovan Lukavsky, Ilja Racek, Ivan Vysko¢il and
Ctibor Turba, the dancer Eva Kroschlové, and the theatre director Jiti Pistorius.

When Olga Velkova left the Research Institute of Pedagogy, there was no one to
organise the meetings of the literary-dramatic department teachers. Consequently,
the exchange of creative ideas was limited to festivals and workshops (e.g. the
Children’s Stage, the Student Festival in Nachod and the Wolker National Festival
in Prosté&jov [Wolkriv Prostéjov]). There has been a festival of folk arts school drama
groups since 1986, but this only takes place every three years.

The lack of opportunity for in depth discussions about drama education methodolo-
gy affected the curriculum modifications that took place in 2000 and 2004. Nevertheless,
there were some positive changes, such as the incorporation of teaching blocks in the
curriculum, allowing teachers more freedom in choosing subjects, as well as more flexi-
bility in scheduling classes. Teachers are still restricted by an overly detailed curriculum.
Fortunately, it has not been a major obstacle to their creativity as the schools gradually
diversify (in contrast to the more conservative music programmes).

In 2006, the Ministry of Education launched the development of the Framework
Educational Programme for Basic Artistic Education. This has become an opportunity
to reflect on curricula, educational content and the overall concept of drama educa-
tion. It has also led to discussions with teachers about the educational content that is
currently required in the curricula. It has also allowed to consider the introduction of
specialised programmes into the department.
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Although problems have marked the various stages of curricular development in
the field of literature-drama since the 1970s, the integration of theatre in primary
arts schools is unparalleled in Europe. The existence of four art disciplines — music,
art, dance and literature-drama — under the roof of one school provides exciting op-
portunities for stimulating collaboration and the creation of interdisciplinary pro-
jects. All of this helps shape a positive outlook on the importance of arts education as
well as seeking a common ground in the development of children’s artistic creativity
in various disciplines.

In September 2021, a total of 248,853 pupils were enrolled in 507 primary arts
schools around the country. Within this, a total of 10,449 pupils were enrolled in lite-
rary-dramatic departments of 276 schools.

References

MACHKOVA, Eva. 1998. Uvod do studia dramatické vychowy [Introduction to
Teaching Drama Education]. Praha: ARTAMA-NIPOS; Sdruzeni pro tvofivou
dramatiku. ISBN 80-7068-103-9.

Vyzkumny ustav pedagogicky v Praze. 2010. Rdmcovy vzdéldvaci program pro
zdkladni umélecké vzdéldvdni |Framework Educational Programme for Basic Artistic
Education]. Praha: Vyzkumny ustav pedagogicky v Praze. ISBN 978-80-87000-37-3.

81






Theatre with
Children as
Devised Theatre?!
(Dramaturgical
Perspective)

Keywords

Theatre with children; devised theatre; dramaturgy; dramatisation; children’s
literature; monta, ge



Irina Ulrychova

irina.ulrychova@seznam.cz

Primary Arts School Brandys and Labem



In the Czech Republic, most theatre performed by children is devised (also referred
to as “authorial theatre”). What exactly does that mean?

Devised theatre is a method in which the script is created by the collaboration
and improvisation of the ensemble. This also refers to theatre which is inspired by or
based on non-theatrical literature (stories, books, poetry, etc). The essential aspect
to devised theatre is that it is formed by the creative input of all participants.

This approach is very common to theatre performances by Czech children’s en-
sembles. From 2000 to 2021, over 300 productions were presented at the national
children’s theatre festivals Children’s Stage [DS — Détskd scéna]. Only 7 % of the pro-
ductions used ready-made scripts or other material which had not been created specifi-
cally for the ensemble. The other productions were original dramatizations of litera-
ture (77 %) or completely original stories (16 %). Even when using ready-made scripts,
the ensembles usually made significant changes.

Why is this? Why don’t Czech children’s theatre groups use scripts?

Isit because there are not very many scripts available, and leaders cannot find the
type of story that they want to produce?

Or are they difficult to obtain because they are out of print and not easy to find in
public libraries?

Or could it be that the language seems outdated or that the themes of scripts,
once very popular, no longer seem relevant today?

Or because the ambition of drama group leaders drives them to come up with
something new, or to reinterpret a familiar story in a unique, innovative way?

While some of these reasons might play a part, they are probably not the main reason.

Contemporary children’s theatre has been shaped by methods of drama educa-
tion, and these focus on the development of the child’s personality.

Zdena Joskovd, an influential leader in the field of Czech drama education from
1960 to the early 21st century, wrote: “Theatre with children is not different from thea-
tre, but it has distinct aspects to it. The simple fact that children are performing gives
it a unique quality. This places it in a specific category, hovering between theatre as an
artistic activity performed for an audience by adults (either professionals or amateurs)
and drama education which uses theatrical devices aimed at developing the personality
of the children, even when part of the process is the creation of a production performed
for an audience. In the latter case, a deliberate part of the educational process is to make
the final production expressive and engaging on an emotional and aesthetic level.”

Children should not perform a play to serve the interests of the author and the
dramatic text (and the audience). On the contrary: the performance should be used

1  JOSKOVA, Zdena. 1999. ,Dramaturgie a dramatika v divadle hraném détmi“[Dramaturgy and dramatics in thea-
tre with children|. Tvoivd dramatika. 1999, vol. X, no. 1, p. 1.
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as a tool to cultivate the children. This is a basic tenet of drama education, and it
concerns the children’s growth in the personal, social and artistic spheres.

Theatrical work with children should always be geared towards a particular
group. What kinds of individuals are in the group? What are their relationships with
each other? What are their interests, abilities, levels of experience... Consequently,
a production that was created with one group may not (and in fact cannot) be suita-
ble for another group. This is not simply due to the obvious external qualities of the
group, such as the gender mix, the number of children in the group, available space
and facilities. It is much more important to consider their internal qualities: their
interests, how they interpret the meaning of a story and the characters’ motivations,
what they think a piece of literature can offer, how they would explore the places of
indeterminacy offered by all literary texts, and — last but not least — what theatrical
devices they choose for exploring the text and transforming it for the stage. Under
no circumstances should this process be neglected, which can easily happen when
ensembles use ready-made scripts.

(Nevertheless, it is useful to publish scripts of successful shows presented at festi-
vals. These can provide a starting point for new ensembles and their leaders, showing
them how to approach a text and the potential of children’s theatre. They can also
enrich and inspire more experienced leaders.)

Genres and authors

Most frequently, children’s theatre groups create shows based on traditional fairy
tales (of both Czech and international origin) or literary fairy tales. Ensembles
choose very different ways to adapt them, sometimes taking traditionally approa-
ches, and other times using a very original approach. We often encounter generalised
versions of well-known stories described as being “loosely based on” the original sto-
ry which do not make any effort to draw from the source material. This can result
in a bland production, a “trampoline” for shallow humor, in which the meaning of
the original story is lost. We rarely see shows of this type at the national festivals,
as they are eliminated during the regional festivals. There are, of course, innovative
productions which are “loosely based on the motifs” of the original. These some-
times find new qualities in the topic (regardless of whether or not the author of the
original story is mentioned). A good example of this was a script written for a puppet
show called Jak se bledaji princezny [How to Look for Princesses| by Milada Masatova,
which was inspired by a traditional Czech fairy tale by Karel Jaromir Erben Dlouhy,
Siroky a Bystrozraky [Long, Broad and Sharp-eyed]. Jana Dvoraékova wrote a hu-
morous script called Pohddka o Cervené karkulce [Tale of the Red Riding Hood] which
presented three versions of the well-known tale: in Czech, Greenlandic and Chinese.
This inspired an original production called Karkulkoviny which was created by Ivana
Sobkova and her Prague ensemble.
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In addition to a good script, good productions often include a “key” or symbol
that is created by the drama group. What does this mean? For a serious play, it
might be the inclusion of a folklore ritual that incorporates powerful images. This
could be presented using dance-like movement or choral narration. In 2 humorous
play, a moment of playfulness could be highlighted (especially the “as if” play).
Sometimes childlike spontaneous, as was for example the case in the production 7%
to mds! [ There you go!] (based on a book of English, Irish, Scottish and Welsh fairy
tales by Pavel Srut Kocici krdl [The Cat King|) or Nu, vot! (based on the Russian
fairy tale Zabka carevna (The Frog Princess), prepared by Vaclava Makovcovd a
Jana Barnova with children from Ttebotov Primary School. It can also be effective
(especially with older children) to incorporate a Brechtian approach, presenting
comments about the show from a distance. Similar principals apply to the dramati-
sation and staging of legends, although this genre is rarely presented by children’s
theatre groups.

It’s never effective to do illusionistic theatre with children, both in terms of acting
as well as design (i.e. “realistic” sets and costumes). Children encounter demands
that are impossible for them to fulfil successfully. This is an outdated idea of what
theatre with children should be.

Original adaptations of fairy tales can bring a humorous take to the primary
material. Often the stories are humorous, such as the popular Czech children’s book
Kocourkov about wise fools and foolish wise men by Josef Hirsal and Jifi Kol4r.

Pavel Srut is the most popular author among Czech children’s theatre groups —
since 2000, there have been fourteen productions based on his stories at the natio-
nal children’s theatre festival Children’s Stage. Pavel Srut has written adaptations of
English, Irish, Scottish, Welsh and also American fairy tales: Prcek Tom a Dloubdn
Tom a jiné velice americké pohddky [Shorty Tom and Long Tom and other very American
Jfairy tales]. One of his stories, entitled Osmy Jobhn a Krvavy Koleno |Eighth Jobhn and
the Bloody Knee] has been performed three times (it is an absurd, dark comedy about
the drastic end of a naughty boy and the consequences of parental favouritism).

Another popular author is Jan Werich who wrote a collection of stories called
Fimfdrum. There have been ten adaptations of his work at the festival since 2001,
including four based on the story Lakomd Barka |Greedy Barka), which shows that
everyone can be susceptible to greed.

What makes the work of these two authors so appealing to children’s theatre en-
sembles? Both offer dynamic plots including dramatic situations. This goes hand
in hand with their stories’ playful language which lends itself to dialogue and vivid
descriptions of witty situations and characters. The characters in the stories are
strongly defined types, making them ideal for child actors. Underneath the comedy,
there is also a deeper meaning which is presented in a way that is not moralising. It
integrates harmoniously into the story which has, thanks to its theme, has endured
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the test of time and lends itself to original, contemporary, and even mischievous in-
terpretations. These unique adaptations of original stories often help to bridge the
period in children’s development when they are no longer “little” but also not yet
“big”. Children often want to do more than present an interesting story onstage. They
want to express themselves, explore aspects of the world we live in with a critical eye,
laugh at the nonsensical and present the absurdities of life.

Humour and playfulness are also distinctive features of most plays based on
modern fairy tales. The humour can be presented gently, showing life’s occasional
twists and turns, or in a nonsensical or even grotesque way. Over the past twenty
years, there have been six productions at the national festival Children’s Stage which
were based on the stories of Frantisek Nepil. The favorite is Pohddka o hadovce smr-
duté [A Story about a Stinkborn] which uses a lighthearted tone to address themes of
isolation. Equally popular are productions based on stories by Josef Capek, Hana
Doskocilova, Josef Kolar and Daniela Fischerova. The stories of Milo§ Macourek
are also frequently presented at the festival (his work was shown five times in the
past twenty years, including two productions about bored teeth in the nonsensical
story Barborka a cucavé bonbony |Little Barbara and Hard Candies] and two produc-
tions about the thankless job of alarm clocks Ostrov pro Sest tisic budikii [An Island
Jor Six Thousand Alarm Clocks]. Theatre makers are attracted to the crazy, wacky
playfulness of this nonsensical genre, but it is not easy to dramatise and requires
abundant creativity and imagination.

What material is the most suitable for theatre with children? A short, clear sto-
ry with a strong conflict, 2 humorous tone, characters which don’t demand deep
psychological understanding, and stories in which children do not need to perform
adult characters in a realistic way. The stories should not be realistic and should offer
space for the children’s playfulness.

The stories of Oscar Wilde and Hans Christian Andersen have a serious, some-
times tragic tone which have inspired children’s theatre ensembles for years. Their
work includes humorous and ironic commentary by the narrator. Unfortunately
theatre makers often suppress this irony (intentionally or unintentionally), leaving
us with an overly sentimental story. Neither of the authors deserve that.

Adaptations of shorter modern fairy tales are usually humorous. When children’s
groups adapt longer stories (fairy novels and fantasy stories), they can take a more
serious tone.

Humorous plays are often comprised of short scenes which are connected by a
main character who goes through different situations (often chronological). This
episodic structure allows the theatre-makers to choose the number of situations
and the length of the play. In order to create a meaningful structure, it is impor-
tant to that the protagonists develop and transform (or perhaps to show that they
remain the same no matter what they go through). Some stories in this category
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which have been used as source material include Maly Alends |Small Butours| by
Ivan Vyskoéil, Winnie-the-Pooh by A. A. Milne, Kocour Modroocko [The Blue Eyed
Tomcat] by Josef Kolar and Ludvik Askenazy’s Putovdni za $vestkovou viini [A
Journey for the Scent of Plums].

In plays based on longer, more serious stories, the protagonist often has to deal
with a fundamental problem about human existence. This can be directly linked
to saving the world (or the world of a specific community) from evil or the painful
search for one’s identity. Heroes often face temptation, perhaps in the form of a
magical power. Often they use the power of love or friendship and their willingness
to sacrifice themselves for others to overcome this temptation. The genre of these
stories can be blurred, incorporating fairy tale motifs, fantasy, or a more modern
story for children or young adults. Some examples of shows that we have seen in
this category are dramatisations of Carodéjiiv uéeri [The Sorcerer’s Apprentice| by
Otfried Preussler, Havrane = kamene [The Stone Raven] by Tomas Pékny, Momo
by Michael Ende and C. S. Lewis’s The Lion, the Witch and the Wardrobe. This type
of story provides dramatic plots with strong conflicts and depth, as well as giving
the ensemble the chance to explore the meaning of human existence. This type
of play offers children on the edge of adolescence the opportunity to experience
something which has great meaning to them. It can take them beyond the reality
of their lives and shape not only the hero in the story but also their own future
self. These texts demand a lot from the theatre-makers. It is challenging to select
the most important situations to preserve the story’s meaning, to maintain a plot
which makes sense and have a final version that is manageable for the children to
perform. It can also demand a lot in terms of acting. These stories are not made
up of simple character types. The heroes are much more complicated. Children
must be able to portray the character’s development, what obstacles they have
to overcome, and the moments of doubt. How can you help young actors master
such a task, to find the tools that will allow them to succeed, and avoid the trap
of illusionism, which does not work in these types of shows any more than it does
in shorter stories? These subjects are usually pursued by older, more experienced
children, but still the members of the ensemble are not always mature enough to
take on this challenge, and the leaders do not always find an appropriate way to
stage this type of show.

Realistic stories are another genre frequently staged by children’s theatre groups.
This makes sense — the protagonists are close to the children in age, experience, in the
circumstances in which they live as well as the types of problems that they have to solve.

There is a wide array of stories in this category. It includes humorous prose (e.g.
Karel Polaéek: Bylo nds pét | There Were Five of Us|, René Goscinny: The Chronicles of
Little Nicholas), horror fictions (Brian Jacques: Seven Strange & Ghostly Tales, Chris
Priestley: Uncle Montague’s Tales of Terror), science fiction stories (Ray Bradbury:
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All Summer in a Day), detective stories (Erich Késtner: Emil and the Detectives), ad-
venture stories (Michelle Paver: Wolf Brother, Rudyard Kipling: The Jungle Book,
Mark Twain: The Adventures of Tom Sawyer), stories with a female protagonist (Iva
Hercikova: Pér holek na krku [Five Girls to Care for|, Charlotte Brontg: Jane Eyre),
psychological prose (Ota Hofman: Uzék [Escape], Juraj Sebesta: Kdy# se pes sméje
[When the Dog Laughs|, Venusshe) and war-inspired books (The Diary of Anne Frank,
Uri Orlev: Run, Boy, Run), and stories about the difficult subject of death (Jostein
Gaarder: Through A Glass, Darkly). In these stories, the young protagonists are de-
picted in everyday situations as well as in extraordinary circumstances, in familiar
and exotic settings, in relationships that are both harmonious and cruel.

Short, humorous prose depicting the lives of younger children (which could in-
clude individual short stories that are part of a larger book or collection) usually have
a concentrated, dynamic flow of action that leads to a final punchline. They depict
characters that are of a certain type; sometimes these are on the verge of caricature
(including adult characters) and comic exaggeration. This can be an advantage to
theatre-makers. The problems that the characters encounter are minor and easy to
solve, caused by an excess of children’s energy, poorly thought-out ideas or a desire
for adventure. The child hero is not alone, but a member of a group, and fights are not
hostile but a way of expending energy or settling differences of opinion without fa-
tal consequences for relationships (some examples of this can be found in the works
of Karel Polacek, René Goscinny and Astrid Lindgren’s The Children of Bullerbyn
Village). Adults might complicate children’s lives (and vice versa!) but usually play
marginal roles, sometimes becoming victims of the children’s spontaneity and un-
conventionality or creating boundaries that try to limit the children’s impulses.
Adults demand compliance to rules and order, but overcoming these restrictions is
often perceived by children as an opportunity for adventure. Even when children en-
counter a lack of understanding from adults or a conflict with peers, the story ends
with mutual understanding and an amicable solution.

As characters get older in stories, the length of the text usually gets longer. The
humor also changes (becoming less kind and more ironic and sarcastic), the atmo-
sphere is more intensive, and the lives of the characters are more complicated. The
protagonists often view the settings of the stories (home, school) as boring or un-
friendly. Adults don’t have the time, interest, or ability to understand. They repre-
sent a way of life that the young characters resent, even if they sometimes give in to
it. Itis hard for the heroes to belong and get the approval of others while maintaining
their own identity (Sue Townsend: The Secret Diary of Adrian Mole: Aged 13%, Brian
Jacques: R.S.B. Limited, Jamie and the Vampires).

There are also stories that portray an adolescent protagonist struggling to cope
with a reality that is far from ideal. There is no humorous exaggeration in these
stories. Relationships with peers, parents and other adults are complicated, and
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misunderstandings can lead to serious consequences (e.g. Ota Hofman: Uzék [Escape),
Juraj Sebesta: Kdys se pes sméje [ When the Dog Laughs|, Venusshe, Ray Bradbury: All
Summer in a Day). The protagonist might have to deal with a severe disability (Alan
Marshall: I Can Jump Puddles). The search for identity is challenging and painful.
Some of these books do not have much literary merit, as they are populist responses
to an expressed or unspoken social demand. Still, they can be a good source of ma-
terial for classroom drama activities which lead to a production based on the theme.

There are very few plays based on stories with female protagonists at our festivals,
making it a genre of its own in this country. This is especially interesting given the
fact that girls outnumber boys in most children’s theatre groups (it is not uncommon
to have all girl groups). Perhaps this is due to the fact that there is a lack of quality
literature aimed at girls, as well as because these stories focus more on characters’
emotions rather than on the plot. They are also often about romantic relationships,
and it is very difficult for children of this age (especially boys) to represent such fee-
lings onstage.

It is very challenging to bring serious realistic stories (which tend to portray rea-
lity as truthfully as possible) to the stage, both on the level of script development
and staging. Because the stories are usually long and complicated, they need ex-
tensive work. The theatre-maker needs to choose the motifs, situations and chara-
cters, as well as create a dramatic structure, deciding what situations to cut. It is
necessary to find a “key” to the production, i.e. a stylization that will prevent the
show from being too realistic. How can the psychological processes of the charac-
ters be portrayed onstage while simultaneously respecting the abilities of the young
actors so that the show does not become overly sentimental? One way of achieving
this is for the role of the protagonist to be played by several actors, allowing them
to share the burden of the show. This was successfully implemented in a produc-
tion of Run, Boy, Run by Uri Orlev and performed by the Primary Arts School in
Ostrov, led by Irena Konyvkova. The story can thus be edited, presenting a series
of short sequences that are more manageable for the scope of a child actor. The
hero’s thoughts and feelings may be revealed externally, using a chorus or metapho-
rical devices (dreams, visual images, etc.). In a production of Iva Hercikova’s novel
Pét holek na krkeu [Five Girls to Care For|, the Uherské Hradisté children’s ensemble
(directed by Hana Nemravova) portrayed the main character’s inner thoughts very
successfully by externalising them using characters aptly named Black and White
who commented on and argued about them.

Another challenge to children’s ensembles: how to portray adult characters.
Sometimes it is possible to leave them out, but they are often central to the plot. Can
a child play an adult? Adult characters are often seen through the eyes of a child in
a simplistic way, mainly as holders of power (to forbid, command, or control some-
thing), or as people who do not understand children’s problems. Even when the
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adults are caricatures and can be played in a stylised way, the production still aims
to be convincing. If a child actor is playing a child character, how does the child ac-
tor playing an adult appear beside him? Can it be believable? Will the adult in this
interpretation be accepted by the audience? Will it not undermine the credibility of
the piece as a whole and devalue its emotional impact? Will such a character have
the power that adults naturally have within them? Won’t the character blend in with
the child characters? Could an adult character be played by an adult actor (such as
a leader or older member of the ensemble)? But won't their acting be too different
from that of the children and therefore appear out of place? Should a more stylized
approach be chosen, such as using a voice on the phone or a shadow outside a door —
knowing that such a portrayal of the adult highlights their detachment and aliena-
tion from the world of the children and their problems? Or should one depict an adult
as a collective figure, multiplying their strength and power? Or substitute the adult
with an oversized puppet or other artistic symbol (hat, spotlight)? Theatre-makers
should try to answer these questions before choosing a story with an adult character
that plays an integral role.

An entire chapter could be devoted to literature that was not written for children,
but which has the potential to appeal to older readers. This can greatly enhance the
range of themes that children’s theatre ensembles can explore, e.g. social hypocrisy,
snobbery, rigid conventions, greed and the reckless pursuit of profit, betrayal of ideals,
etc. You can find these themes in Viktor Dyk’s short story Krysar* based on The Pied
Piper. The more humorous stories of H. H. Monroe (better known by his pseudonym
Saki) offer grotesque exaggeration, as does Oscar Wilde’s novel The Canterville
Gbhost. Some Czech 19th century classics can also be surprisingly adaptable, such as
Povidky malostranské [ Tales of the Little Quarter| by Jan Neruda, which was adapted
by Frantisek Oplatek’s children’s theatre ensemble from Bechyné (Neruddrium).
Along the same lines, Hana Nemravova and her ensemble from Uherské Hradisté
created Nasa Divd Bdra |Our Wild Bdral, based on the classic novel Divd Bdra |Wild
Bdra| by Bozena Némcova. The play explored themes based on society’s rejection of
a person who is different.

Methods of creating the script

In the previous chapter we presented literature and authors most frequently used
as a source for script development by Czech children’s theatre groups. All of these
epic works offer potential for drama. What exactly does this mean? According to
Zdenék Horinek?, they provide scenic illustration and visualisation of meanings and
facts verbally expressed. There is a dynamism and momentum in the story, with an

2 HORINEK, Zdenék. 1980. Uvod do praktické dramaturgie. Praha: UKVC, pp. 21-22.
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emphasis on plot. Psychological aspects manifest themselves in human actions and
behaviour. The action takes place in the narrowly defined time and space of the play.
The story offers verbality (a prerequisites for acting in words), clarity (so it can be
understood “here and now”), and dramatic tension (which most often takes the form
of conflict, i.e. it is a clash of two opposing forces).

(Sometimes the authors’ attention is focused on literature that is not dramatic,
but which is fascinating because of its rich language, original style, metaphoric lan-
guage or poetry. The theatricality of such pieces is dependent on a strong vision of
the production which could use strong visual images, highly stylised stage action,
music, etc.).

What methods could be chosen by theatre-makers when creating a script based
on literature? Zdenék Hotinek speaks of three approaches: 1. transcript for the stage,
2. dramatisation in the ordinary sense, 3. play based on an epic text.

A transcript for the stage draws from the original text as much as possible. It
incorporates not only the dialogue, but also passages of a narrative or descrip-
tive nature that could be turned into dialogue or maintain their narrative charac-
ter. Theatre-makers might choose this approach because they value the author’s
writing and want to preserve the original version (this is often the case with Jan
Werich’s fairy tales or Karel Poldaéek’s stories). Another reason might be because
they do not have the confidence to alter the original text. In any case, they then
consider whether to keep the prototext faithfully or whether to omit some parts of
it. But it is not a selection on a larger scale, such as entire situations or characters,
but rather just single sentences or words. They must decide how to incorporate
the selected text. If the direct speech from the original becomes dialogue, how will
they use narration? Should sentences from the original be incorporated into the
dialogue? How will the narrator be presented? Will there be a narrator, or more
than one narrator, or an entire chorus? Will the narrator have a purely objective
character outside the plot, or will he be given a role and thus become more a part
of the plot? The characters in the story could also be narrators, switching between
the roles. The narration could become a “dialogue” among several narrators who,
as those who present the story, have a relationship to each other (provoking each
other, opposing each other, etc.).

This approach is not effective if'it is simply an illustration of the original. Theatre-
-makers should stage the piece in a creative way, using theatrical devices to enrich
the literary qualities of the piece.

Emilie Zameénikova created a very successful show called Napadlo hodné snéhu
[There Was a Lot of Snow] based on excerpts from Bylo nds pét [ There Were Five of Us|
by Karel Pola¢ek. The Tiebotov ensemble Tt boty, led by Vaclava Makovcova and
Jana Barnova, also successfully adapted the English fairy tale Tizzy Mouse and Tatty
Mouse and others in a production entitled Tu to mds | There You Go).
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In a standard dramatisation, the theatre-maker tries to create a script that is
theatrical but remains as close as possible to the original epic work. This “faithful-
ness” however, does not exclude major interventions in the structure of the prototext,
which must still be clearly identifiable. The adaptation might cut all narration and
tell the story using dialogue and action. It also could exclude certain plotlines or (es-
pecially with short stories) expand on the original material with new situations and
characters. Even an epically constructed plot can only be presented through the dra-
matic action and dialogue of characters without the presence of a narrator and vice
versa — the plot with classical dramatic structure could be presented using narrators,
commentators, distancing effects, etc.

The third way of adapting literature for the stage is a play based on an epic text
in which new, artistically distinctive work is created. A good example of this was
the production of Oscarky (directed by Jifi Rezek and his ensemble from Slany)
which was based on the fairy tale The Happy Prince and other texts by Oscar Wilde.
Another successful work was the Hana Nemravova’s ... or Romeo and Juliet, crea-
ted by the Uherské Hradisté Primary Arts School. A reviewer described the show
inspired by Shakespeare’s drama: “Six girls sit onstage, which is decorated by only
three chairs and two side screens. They represent Rosaline, her two friends and their
three maids. They gossip about Romeo and Juliet, discuss their dreams about men,
find more and more stimuli for their disagreements, and claim to know the truth
about what happened to Romeo and Juliet...”3

Another approach is to create a completely original play. This can be approached
in two ways. Children might work with a script that was written for their specific
group, either by the ensemble’s leader or one of the members. During the rehearsal
process, the script will undergo a transformation, incorporating the ideas of the chil-
dren. Their creativity will play a significant role in its final form.

Another approach is to start from scratch without a script, perhaps without even
a subject or theme. What the final play will be and how it will be performed is com-
pletely created by the group during their production process.

In her article “The Specifics of Theatre with Children and Students” Ivana
Sobkova described the process she went through to create Tancéirna [Ballroom|, an
original play developed with her children’s ensemble named Zpdateénici from the
Primary Arts School in Prague:

“At the beginning of the school year, I planned to spend time at rehearsals with
exercises and the exploration of texts that I had selected. However, a number of
students in the group had just started ballroom dance classes, and they spent a lot of

3 BRHELOVA, Eva. 2007. ,Co bylo k vidéni na dvou biezich Upy“[What to see on the two banks of the Upa River].
Twvorivd dramatika. 2007, vol. XVIII. no. 2, p. 12.
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the rehearsal time talking about this new experience. It was difficult to get them to
focus on anything else, and they were constantly telling vivid stories about the dances,
the balls... I finally decided to use this topic as a starting point for our show. We acted
out these situations and talked about what was embarrassing, how they attempted
to get to know other students, misunderstandings, etc. We explored the essence of
what they were going through, why these situations had such a strong impact on
them, and why they wanted to share their stories. A number of themes emerged, such
as how people attempt to fit into society, how to establish relationships with the
opposite sex, the hollowness of certain social conventions, the contradiction between
someone’s internal sense of themself and how they present themself externally, the
demands made on young people... We chose the themes of first relationships, love and
disappointment as the starting point of our play. It was a very personal topic, and we
wanted the students to have abit of distance fromit. We created a few strong characters
whom the students acted in improvisations. We explored their reactions, attitudes,
motivations and gradually developed the characters. During this experimentation, we
discovered connections between the characters which we wrote down and developed.
We first did this in improvisations (trying to ensure that the character behaved in a
believable way), and later we discussed ideas for how to further develop the characters
based on our own experiences. We explored typical situations from the dance classes
in our improvisations; we investigated the tactics used to begin, maintain, and end first
relationships, we changed the situations to explore reactions in specific situations. We
uncovered how small details in communication with others determine the characters’
reactions, and consequently our own. How do we read different signals from our
partners, what meanings do we attach to them, how they can sometimes confuse us?
Through invented/created characters, at a safe distance, through experimentation,
participants came to a very personal knowledge and understanding of themselves in
relationships and methods of communication.

The framework of the production was basically obvious — a dance class. The
presence of an adult (the dance master) was not necessary, the adult relationships
were not essential for us and it would only complicate the situation unnecessari-
ly. The dance lessons, the dances and other situations were divided by music. We
chose two songs by Jan Budaf Drzy kohoutek [Cheeky Rooster| a Nekone¢n4 laska
[Endless Love]. The song lyrics provided further inspiration about relationships.
The theme of communication also was integrated into the dance routines. In order
to play with details in movement, it was necessary to master basic dance steps and
simple variations and routines of the chosen dances (blues, samba, tango). The co-
ordination of the dances, attention to detail and staging were challenging in terms
of movement and rhythm. The blues represented the opening of the show — the
exploration and the first timid contacts between the participants. The seductive
and playful samba symbolized relationships and their awkwardness, playfulness,
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and the sophistication in tactics. The final conflicts, passions, intense feelings
and break-ups were mirrored in the tango. Situations between the characters were
embedded between the dances, a patchwork of scenes interwoven in the play. To
clarify the inner motivations of specific characters, we also included monologues
by the characters. These were created during the rehearsal process and were origi-
nally intended to find depth and refine the characters.”*

As is evident from the above excerpt, the role of the drama leader in this type of
production is very demanding and the adult has to be able to create the right condi-
tions to elicit personal, distinct testimony from the ensemble. The leader needs to get
the ensemble to think deeply about the theme, to discover connections, to create and
develop characters, to shape situations that will convey the theme, to cut unoriginal
ideas, to find a way to stylize the show in order to create an effective production that
allows the children’s voices to be heard.

Another interesting original play by Ivana Sobkova was called Nocni miiry
[Nightmares| and created with younger children. In this montage of short scenes,
6-8 year olds explored the theme of childhood fears which resulted in a highly sty-
lised presentation that was something between horror and grotesque. A few years
later, Jifina Krtickova created a similar piece using the same theme and montage
approach. She worked with older children (the Rozcuchani vrabéaci ensemble from
Ttebechovice pod Orebem) who, thanks to their age, presented a wider range of fears
and traumas from the quite banal (e.g. fear of a hairdresser’s scissors) to the much
more serious (loneliness, rejection from the group, divorce).

You Generace [You Generation] was an aptly named, humorous original produc-
tion created by the ensemble from Nové Mésto na Moravé and directed by Katefina
Steidlova. In this production, teenagers showed the simplistic and distorted view
that adults (sometimes?) have of young people, which can reduce them to a genera-
tion of social network addicts.

Journeys by the Prague English-language company Story Theatre (directed by
Leah Gaffen) is another example of an original production. The play’s title was the
central theme, and to create the show, members of the ensemble researched stories
of their own ancestors’ lives. The journeys were literal, but also a metaphor for
change. Something in the past altered people’s destinies and still have an impact
today. Each of the stories was told using a different theatrical device: puppetry,
object theatre, shadow theatre, even a short “documentary” film. Although many of
the stories were serious (and sometimes tragic), the entire show was handled with
a lightness and exaggeration in a sensitive way. The emotional weight was carried

4 SOBKOVA, Ivana. 2022. ,Specifika détského a studentského divadla® [“Specifics of children’s and youth thea-
tre”]. Tvorivd dramatika. 2022, vol. XXXIII, no. 1, p. 22.
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by the original songs and thus it did not become an unreasonable burden on the
young actors.

It is no coincidence that most of the scripts of the above original productions use
a montage structure. Unrelated images, motifs, and scenes come together and create
one entity. A theme, presented from different points of view, unites them, and it is
only fully visible and complete when all of the scenes are connected.

What is the benefit of this approach? First of all, it is the possibility of a dis-
tinctly authorial input from children, who become co-authors of the play, speaking
directly about topics that interest them, without the mediation of a “foreign” text.
The montage structure allows creators to focus on short individual sequences.
This makes it easier to construct than an elaborate, complete story, particularly
for less experienced theatre-makers. Scenes can transition quickly from one to the
next, and can be staged using various theatrical devices: dialogue, commentary,
narration, documentary, etc. The final production often reflects many different
opinions and attitudes — sometimes contradictory — capturing the complexity of
its topic.

What are the pitfalls of a montage? It needs to form a whole, with a beginning
and an end. The choice and order of the individual sequences must also be clear.
They could be arranged to present contrasts or parallel situations, or perhaps there
is a rational link, or one can build upon the previous piece... Because the show is
not based on a text with known literary merit, there is a danger that the individual
contributions could be of low quality (banal or cliché). The play also needs drama-
tic tension to keep the audience engaged. Plots with a conflict naturally have this
tension; can the joy of discovering unexpected connections in a montage replace
that? Further, montage is not always viewer-friendly. When watching a story, the
audience dives into the flowing river of the narrative and it carries them along. A
production based on a montage is more like crossing a raging mountain stream,
searching for a path over randomly scattered rocks. There is another problem that
the drama leader often confronts: if all of the children are working on contribu-
tions to the whole, how do you decide what will be in the final show? Often the
leader has to choose between creating a strong, focused production and integrating
the work of all of the children.

That said, the montage provides an interesting and beneficial way to expand a
spectrum of tools which provide an opportunity for extensive involvement of the
participants.

There are multiple ways to work with a children’s theatre ensemble: using literary
stories, creating a new story in rehearsals, creating a montage based on a theme... No
matter what material we choose, there is one fundamental requirement: to respect
the child as a thinking, creative person while maintaining our artistic mission. The
relationship between the child and theatre must be a partnership.
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A Hana Budinska: Komedianti | Comedians|, 1969



M Josef Mlejnek: Cesta kolem svéta za 77 dni aneb T7i
chyby Philease Fogga |Around the World in 77 Days
or The Three Mistakes of Phileas Fogg| (adapted
from the book by Jules Verne), 1971



A Hana Budinskda: Dubové pohddky |Rainbow
Fairy Tales| (adapted from the tales by Daniela
Fischerova), 1986

< Milada Masatova: Stoji bruska |A Pear Tree Stands)|,
1986



A Milada Masatova: Jak se bledaji princezny [How
to Look for Princesses| (adapted from the tale
Long, Broad and Sharp-eyed by Karel Jaromir

Erben), 1989
< Hana Budinské: Krabicka | The Box) (montage of

nonsense verses from around the world), 1989



A Milada Masatova: O Smolickovi (adapted from the

tale by Bozena Némcov4), 1989
< Emilie Zameénikova: Sobecky obr | The Selfish

Giant| (adapted from the tale by Oscar Wilde),
1991



1 Zuzana Jirsova and Radek Marusdk: Celé leto
v jediném dni |All Summer in a Day| (adapted from

the story by Ray Bradbury), 2000
{  Jiti Rezek: Oskarky (adapted from the tales by

Oscar Wilde), 2001



A Hana Nemravova: Pét holek na krku |Five Girls
to Care For| (adapted from the novel by Iva
Hercikova), 2001

' Hana Nemravova: Nasa Divd
Bdra [Our Wild Bdra| (adapted
from the novel Divd Bdra [Wild
Bdra] by Bozena Némcova), 2002



M Ivana Sobkova: Justyna a upiri | Jamie and the
Vampires| (adapted from the short story by Brian
Jacques), 2003

{  Irena Konyvkova: Bylo nds pét | There Were Five of
Us| (adapted from the book by Karel Pol4¢ek), 2006



M Véclava Makovcovd a Jana Barnova: Tu to mds
[There You Go| (adapted from three English fairy
tales by Pavel Srut), 2006 J  Hana Nemravova: ... aneb Romeo a Julie |... or
Romeo and Juliet] (adapted from the Shakespeare’s
play), 2007



M Katetina Oplatkova Rezkova: Wenuse | Wenus|
(adapted from the short story All Summer
in a Day by Ray Bradbury), 2007

{ ' Ivana Sobkova: Nocni miiry | Nightmares|, 2008



N Michaela Kyjovska: Budici [Alarm Clocks| (adapted
from the fairy tale Ostrov pro Sest tisic budikii [An
Island for Six Thousand Alarm Clocks| by Milo$

Macourek), 2009
< Frantisek Oplatek: Osmy Jobn a Krvavy koleno

|Eighth Jobn and the Bloody Knee| (adapted from
the American fairy tale by Pavel Srut), 2009



M  Alena Palar¢ikova: Pét holek na krku |Five Girls
to Care For| (adapted from the novel by Iva
Hercikova), 2010

{  Irena Konyvkova: Uz zase skdcu |I Can_Jump)
(adapted from the novel I Can Jump Puddles by
Alan Marshall), 2001



A Jana Dvorddkova. Pohddka o Cervené karkulce
| The Fairy Tale of the Little Red Riding Hood|, 2011

' Frantisek Oplatek: Upominka na cely Zivot
|A Reminder For Your Whole Life| (adapted from
one of the Nicolas’ stories by René Goscinny), 2011



M Vojtéch Madéry¢: Jamie (adapted from the story
Jamie and the Vampires by Brian Jacques), 2012

{ Alena Palarcikova: Prolbany Henry (adapted from
the short story The Lies of Henry Mawdsley by
Brian Jacques), 2012



N Ivana Sobkova: Tancirna | The Ballroom|, 2012

< Michaela Homolova: Néco z Adriana |Something
from Adrian| (adapted from the book The Secrer
Diary of Adrian Mole, aged 13% by Sue Townsend),
2013



N Frantisek Oplatek: Neruddrium (adapted from the
short stories from the book Povidky malostranské
|Tales of the Little Quarter] by Jan Neruda), 2013

{ Véclava Makovcova and Jana Barnova: Nu, vor!
(adapted from the Russian fairy tale The Frog
Princess by Irina Karnaukhova), 2013



A Lucie Veli¢kova: Jddd, ty matky! [ Wow, Those
Mothers!) (adapted from the story Jamie and the
Vampires by Brian Jacques), 2014

< Ivana Sobkova: Karkulkoviny (variations of the
fairy tale Liszle Red Riding Hood), 2014



A Michal Ston: Cau, jsem... [Hep, I'm...] (adapted
from the novels Kdyz se pes sméje | When the Dog
Laughs) and Venusshe by Juraj Sebesta), 2015

J Jitina Krti¢kova: Nocni miiry [Nightmares|, 2015



M Irena Konyvkova: Uzék [Escape] (adapted from
the novel by Ota Hofman), 2016



A Katetina Steidlové: You Generace {  Irena Konyvkova: Béz, chlapce, béz (Nechci,
|You Generation], 2016 abyste mé litovali, to je k nicemu) [Run, Boy, Run
(I don’t want you to feel sorry for me, it won't help)|
(adapted from the novel by Uri Orlev), 2018



N Lenka Tretiagova: Bylo nds pét | There Were Five
of Us| (adapted from the book by Karel Pola¢ek),
2018

J  Jana Mandlové: Stastny princ [Happy Prince]
(adapted from the fairy tale by Oscar Wilde), 2018



N Olga Strnadova: Stastny princ [Happy Prince)
(adapted from the fairy tale by Oscar Wilde), 2018

< Barbora Gréeova: Dést'a pak ticho |Rain and Then
Silence| (adapted from the short story All Summer
in a Day by Ray Bradbury), 2019



A Frantisek Oplatek: Jamiedda (adapted from the
story Jamie and the Vampires by Brian Jacques),
2019
< Leah Gaffen: Journeys, 2019



M Lenka Tretiagova: Kdo nepracuje, at neji | He who
Doesn’t Work, Doesn’t Eat| (adapted from the fairy
tale Barborka a cucavé bonbony |Little Barbara and

Hard Candies| by Milo$ Macourek), 2021 {  Pavel Skala: Fva H., 2022



N Lenka Ebelova: Jen jestli si nevymejslis Just
Make Sure Youre Not Making It Up| (montage
of nonsense poetry by Shel Silverstein), 2022

' Barbora Gréeova: kulato.barevno.
[round.colour.], 2022



1 Lada Blazejova: Svétplko v ddlce
|A Little Light Far Away|, 2022

< Jana Mandlova: Dubové pobddky |Rainbow
Fairy Tales| (adapted from the tales by Daniela
Fischerova), 2023



1 Radovana Tesarkova: Chlapec v prubovanéeém
pyZamu | The Boy in the Striped Pyjamas| (adapted
from the novel by John Boyne), 2023

¢ Michaela Palasé¢akova: Linda, 2023



A Jana Mokré: My/iSTOPy/i(s), 2023

< Barbora Gréeova: my.jd. |we.me.], 2023



& Irena Konyvkova: Poslicek
|Delivery Boy| (adapted from
the novel The Human Comedy
by William Saroyan), 2023

< Barbora Gréeova: spi.bdi.sni
|sleep.wake.dream], 2023
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What exactly is speech education? In this article, I will describe how it differs from
the traditional understanding of rhetoric, the overlap between speech education and
drama education, and how recitation helps children develop their spoken language.
I will focus primarily on recitation, which is very popular in the Czech Republic.
Much of this article is based on findings from my own experience which were first
presented in my dissertation.

Several organisations do research on spoken Czech. The most active are the Czech
National Corpus (CNK)2, the Institute of Czech Language at the Czech Academy of
Sciences (UJC AV CR - Ustav pro jazyk ¢esky Akademie véd Ceské republiky), and
teams of researchers from the Faculty of Arts of Charles University, in cooperation
with teams from the Faculty of Mathematics and Physics and the Masaryk University
in Brno. There are also inspiring research projects by the Phonetic Institute of the
Faculty of Arts of Charles University (e.g. Melodic Structure of Spoken Czech, Prosody
of Contemporary Czech).

Surprisingly, few Czech university education departments offer courses on spo-
ken Czech. Those that are available lack any sort of teaching methodology, simply
providing an overview of the current state of spoken Czech.

Who teaches spoken Czech (and who does not)

While university faculties of education do not teach spoken Czech, there are nume-
rous individuals who do, and their work has had a strong impact on the field. Many of
them have backgrounds in theatre, radio and recitation. Some teach acting students
at leading Czech arts university and theatre conservatories (these include Radovan
Lukavsky, Hana Makovickovd, Jifina Hirkovd, Hana Kofrankovd, and Marta
Hrachovinovd). Others take 2 more commercial approach, offering courses to the
public (these can be of a very mixed quality). At Czech Radio there are many experts
who train novice radio announcers. Not surprisingly, numerous drama teachers in-
clude speech education in their classes. Every year theatre and recitation festivals
demonstrate excellence in spoken Czech. Some professional associations, such as
Slovo a hlas (Word and Voice)® and Piesah (Overlap)?, provide methodological sup-
port for teachers in the field.

1  The dissertation Scenology of Children’s and Young People’s Speech: Education for Cultivated Speech Through
Methods of Drama Education, Especially Through Recitation was defended at DAMU in September 2020.

2 Academic project at the Faculty of Arts, Charles University, administered by the Institute of the Czech National
Corpus.

Association was founded in 2003; www.slovoahlas.cz.

The association was founded in 2001 to organise recitation festivals and workshops for the region of Prague.
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Speech education and rhetoric
There are three areas connected to teaching speech that are related, complementary,
and intertwined: rhetoric, speech education and recitation.

Speech education is the most commonly used term to describe the didactics of
teaching speaking to children. It encompasses all aspects of the education of spoken
communication, including speech behaviour. It also encompasses speech in all con-
texts: daily public, private, artistic, and non-artistic as speaking cannot be divided
into “domestic” and “public”. How a speaker develops his style is a lifelong process
affected by many factors. Speech education should enrich and create the optimal
conditions for this process.

In the Czech Republic, speech education draws from rhetoric in many ways. We
still embrace ancient definitions of rhetoric (e.g. Aristotle’s Rheroric, Quintilian’s
Institutes of Oratory), adapting and modifying them to the needs of our time. “Rhetoric
has dominated European education and culture. This is well illustrated by the fact
that schools cultivated the same core subjects — grammar, rhetoric, and logic — from
antiquity to the arrival of Romanticism (more than 80 generations of teachers, pu-
pils, and students).” (Kraus, 1998, p. 11) Even today, spoken communication is the
dominant mode of interpersonal communication. It is surprising that contemporary
Czech schools devote so little time to teaching spoken Czech. Paradoxically, much
more attention is given to spoken communication in foreign languages. It would be a
good idea to take a look at the history of education and reevaluate how educational
systems value the spoken word today.

Although I am aware of the fundamental interdependence of rhetoric and speech
education, I always refer to pedagogical work with children using the term speech edu-
cation. Because of its ancient roots, people often have an inaccurate understanding
of rhetoric, imagining a stereotypical orator wearing a Roman toga. Rhetoric evokes
images of statesmanlike, political speeches and can seem antithetical to children’s
education. This distorted perception can also have other, negative connotations:
“There have been disputes over the ethics of a discipline was often more concerned
with plausibility than truthfulness, and which focused on a speaker’s ability to per-
suade and influence an audience’s opinion.” (Kraus, 1998, p. 14) Therefore, I prefer to
use different terminology when working with children.

The important place of speech education in Czech drama education

Drama education developed in Czechoslovakia in the second half of the 20th century.
Many of the leading drama educators were also actors, and consequently it was natu-
ral to incorporate voice and speech in their drama classes (some of these teachers in-
cluded Sarka Stembergova-Kratochvilovd, Sonia Pavelkova, Jindra Delongova). There
were two important influences on their approach to teaching voice. Many were in-
spired by methods from abroad which they learned about thanks to the initiative of
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Eva Machkova in the 1960s. The second was the Disman Radio Children’s Ensemble,
a group founded in 1935 by Miloslav Disman and based at Czechoslovak Radio.
M. Disman created his first recitation ensemble with children in the 1920s and was
well known for his work in speech education as well as children’s theatre. The impor-
tance of cultivating speech has been fundamental to the development of Czech drama
education since its beginnings.

Where to find published methodological support for speech education

There are three widely used publications for teaching speech in the Czech Republic.
They are all high-quality books with practical tips rooted in drama education and
acting training.

Mluwni wychova déti [Speech Education of Children] by Sarka Stembergova-Krato-
chvilova is a fundamental book of Czech speech education (the book includes her early
writings from the 1970s). Sarka Stembergovéa-Kratochvilova was one of the early lea-
ders of drama education. She was an educator and an actress. The book was written
for drama teachers, but it is full of games and exercises applicable to speech education.
To this day it is unsurpassed and the only systematic overview of speech methodolo-
gy available. The new edition is ideal for primary school teachers of Czech. Chapters
are divided based on a child’s age, ranging from 7-15 years old (i.e. the ages of chil-
dren in the primary arts schools). Her methodology is based on acting, role playing
and improvisation. S. Stembergova-Kratochvilovd encourages her readers to adapt her
exercises, which focus on speech components, to their own classes. Teachers should
always be flexible, searching for the best ways to motivate their own students and help
them gain skills through physical experiences. The book also explains important con-
cepts such as: rhythmic feeling and posture, soft vocal onset, the rhythm and melody
of speech, prolonged exhalation and the basis of breath support, resonance, speech
rate, pauses, pronunciation and articulation, dynamism, accenting meaning, melodic
modulation, vowel and consonant groups, etc. The book is still an inspiring and prac-
tical tool for today’s readers, although some of the texts and approaches are outda-
ted. Sarka Stembergova-Kratochvilovd’s publication awaits a successor. Many drama
teachers working today were once her students, and they incorporate her principles in
their teaching.

The two-part publication Zdklady jevistni mluvy [Fundamentals of Stage Speech| by
Jitina Hiirkova-Novotnd and Hana Makovi¢kova provides guidelines on how to teach
speech to young actors. The book was written by two authors: Jitina Hirkova-Novotn4,
a linguist and a speech teacher at the Prague Academy of Performing Arts, and Hana
Makovickova, a teacher at the Prague Conservatory and a voice consultant. They pub-
lished the first volume in the 1980s as a teaching guide for first year acting students
at theatre conservatories. The second volume was written as a follow-up textbook
for 2nd and 3rd year conservatory students. Although the textbooks were written for
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high school students, they are appropriate also for university acting students. They
are the most detailed textbooks on stage speech that are currently available.

Compared to the methodology of Sdrka Stembergova-Kratochvilovd, these text-
books provide comprehensive analyses of phonics and pronunciation. They intro-
duce topics in a clear, thorough, sequential manner. The first volume focuses on the
three basic components of human speech: breath, voice production, and articulation.
The second volume is an in depth look at the rules of pronunciation and how they
can be applied to the creative process. In the introduction to the first textbook the
authors write: “The art of stage speech also requires [...] a perfect knowledge of the
mother tongue, an understanding of the differentiated multifaceted way it func-
tions.” (Hurkova-Novotnd and Makovi¢kova, 1984, p. 9) In the introduction to the
second textbook, the authors write that the purpose of stage speech: “[...] is not only
the mastery of the correct principles of the techniques of stage speech, but also the
theoretical and practical understanding of the sound form of the richness and varie-
ty of the Czech language.” (Hurkova-Novotnd and Makovic¢kovd, 1986, p. 11) Even
though the authors focus on stage speech, their guidance can be applied to teaching
speech for everyday situations.

Radovan Lukavsky, an actor and teacher at the Prague Academy of Performing
Arts, was an extraordinary leader devoted to the art of the spoken word. He pro-
vided excellent interpretations of Czech poetry and was an award-winning actor
for theatre and radio. He was also a talented teacher who interpreted and adapted
Stanislavsky’s method of acting to the Czech context. In 2000, Lukavsky’s book
Kultura mluveného slova | Culture of the Spoken Word] was published by the Academy
of Performing Arts in Prague. It was a textbook for actors based on a series of
lectures for film directing students at the Prague Film Faculty of the Academy
of Performing Arts. He drew from his own extensive experience as an actor and
speaker and included theoretical explanations, practical examples, and audio re-
cordings (e.g. the articulation of vowels and vowel groups, sentence sound devices,
euphony, correct Czech pronunciation of foreign words). The book draws from the
theory of literature (e.g. interpretation of verse, the rhythm of speech, syllabotonic
prosody, verse based on quantitative metre, free verse and its interpretation, etc.).
His interpretations have a philosophical ethos, drawing examples from Czech cul-
ture. The book encourage readers to think deeply about language, and he argues
that actors whose voices are echoed in mass media are partially responsible for the
state of spoken Czech. He begins his textbook with a well-known proverb: “If it is
said: as many languages a man speaks, so many times is he a man. Perhaps it could
also be said: as one speaks his mother tongue, so is he a man.” (Lukavsky, 2000, p.
7) R. Lukavsky wrote his book for actors, but it is relevant to all interested in speech
education. The examples and texts that he uses are not always accessible to chil-
dren and need to be modified.
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M luveny projev a prednes [Speech and Recitation] by Vitézslava Sramkov4 and Jifina
Hirkova-Novotna was published in 1984, and unfortunately it is currently out of print.
The book is a very useful resource for teachers working with children. Jitina Hirkova
helped bolster the level of professionalism in speech education through her strong
academic background and her interest in the art of speech. She worked with acting
students at DAMU, as well as with amateur theatre groups, and she taught children’s
recitation activities. In the 1960s, co-author Vitézslava Sramkova started worked as
an editor, academic and organiser of children’s literature and recitation events for
the UDLUT (The Central House of People’s Art Creativity), today known as NIPOS
(The National Information and Consulting Centre for Culture). Both authors were
well placed to understand the most important issues concerning speech. Speech and
Recitation was aimed at training teachers. It is predominantly a theoretical book, and
each chapter ends with questions and activities that show teachers how to put the ideas
into practise. The book does not contain many practical exercises and is not a toolkit
of activities. It provides a comprehensive look at spoken word culture that is much
more extensive than the publications mentioned above. This textbook also focuses on
performance skills (reading aloud, improvised narration and recitation).

Many teachers have used the ideas of the above authors with their students.
However, little research has been done about its application, and there is not a deep
understanding of the issues related to the field.

Teaching speech education through recitation practice

Recitation is more widespread in the Czech Republic than speech education. It has a
long tradition dating back to the 19th century when it was used to promote the Czech
language during the Czech national revival. We will look at recitation with children
and youth today, which is shaped by national festivals and a network of regional fes-
tivals around the country.

The publications mentioned provide a good basis for teaching speech. Either they
work primarily with analysing literature (chosen specifically for the target group) or
performance. Even training for onstage speaking is often based on recitation prin-
ciples, as it is similar to preparing solo recitation performances). Through teaching
speech, teachers introduce students to quality literature and help them analyse it for
a performance. At the same time, all speech educators believe that their work will
have an impact on their students’ spoken Czech in all forms of communication, not
just onstage.

Working on a recitation performance is an ideal way for children to develop
speaking skills. It also develops many other personal, cognitive, and academic skills
and knowledge (especially in the area of drama and literature).

At the Department of Drama in Education at DAMU, students spend several se-
mesters learning about recitation, which has always been considered an essential
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component of Czech drama education. Many graduates work at primary arts schools
which offer classes in solo recitation. Currently the DAMU course is taught by Nina
Martinkova and Gabriela Zelena Sittova, and additional courses are offered by ad-
junct professors Emile Zamecénikova and Jana Machalikovd. Voice education is
also included in the DAMU curriculum (taught by Ivana Vostarkova and Vendula
Hol¢akovd). Jifi Lossl teaches a movement course, which encourages students to use
methods of psychosomatic preparation and holistic readiness. He teaches them to be
aware of the body as well as the voice in both recitation and acting.

There is a strong overlap between recitation and drama education. In both con-
texts, students ideally work in small groups and participate in holistic training. The
body must be conscious, it must breath, have an open voice and mind.

Recitation

Emilie Zameénikova provides a definition of recitation in her book Pazhs to Recitation
or A Guide for Teachers and Young Reciters, which is the latest, most detailed and
practical textbook on children’s recitation. “Recitation is the creative vocal presen-
tation of a literary text. The speaker or narrator should not be the text’s author.”
(Zameénikova, 2009, p. 10) She emphasises that the term recitation implies the de-
livery of literary texts (i.e. not plays) which were not written by the reciter. “Through
the words of the author, the reciter communicates his or her personal views of the
text and its subject matter, as well as to the world around.” (ibid.) She underlines the
importance of the personal involvement of the speaker. When a young child recites
a piece, the audience should see how the child relates to it. Is he interested, pleased,
saddened... With older children, the audience sees if the reciters agree or disagree
with the piece, if they have reservations, etc. “They tell the audience all of this. And
the audience understands the message; they are intrigued, excited, inspired...” (ibid.)
It is necessary for reciters to engage the listener, to communicate, to share their
narrative. To do this, reciters use their storytelling skills. This is primarily through
words, but a reciter can use other acting techniques which support (but do not simply
illustrate) the subtext. This approach is primarily applicable to solo recitation, not
group recitation performances or poetry theatre.

What has shaped the current form of children’s and artistic performance in the
Czech Republic?

When we guide children in any artistic area, the educational process is as important
as the artistic process. This is true for reciters of all ages. There should always be a
strong emphasis on the process that precedes the final performance. When we de-
scribe their work as “amateur”, this is in no way pejorative. A child, by the very nature
of being a child, will not give a professional performance (excellent though it may
be) and cannot be held to the same standards as a professional adult artist. Thus, we
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always say children’s recitation to indicate, even in terminology, that it corresponds
to a child’s capabilities. This does not mean that it is undemanding. A good teacher
knows an individual child’s capabilities and limitations. The teacher can guide chil-
dren to bring their own individual styles to their recitation performances.

Czech recitation is divided into two categories based on their grade level in
school: children’s recitation and amateur (“artistic”) recitation. Reciters enter the
amateur category when they finish primary school in 9th grade (at the age of 15 years
old). In each category, there is a major national recitation festival every year.

The Children’s Stage is the national children’s recitation festival (it is part of
the national children’s theatre festival) intended for children aged 6-15. (Children
under 10 years old can take part in regional festivals, but not the national festival.)
The festival is non-competitive and showcases the most inspiring recitation perfor-
mances, selected at regional festivals around the country. It is held every June in the
East Bohemian town of Svitavy. The children are divided into 4 categories based on
their age. Every year, almost 90 reciters perform at the 3-day recitation block of the
Children’s Stage Festival.

Wolkriiv Prostéjov (the Wolker Festival in Prost&jov®), National Festival of
Recitation and Poetry Theatre, is the amateur Czech recitation festival. The majo-
rity of participants are in high school or university, they must have finished primary
school to be eligible. They are divided into 3 categories based on their age, and the
final category has no age limit. Like the Children’s Stage, this festival showcases in-
spiring performances by solo reciters selected from a network of regional festivals.
The Wolker Festival in Prostéjov is held annually in June in the Moravian city of
Prost&jov with about 90 reciters.

Where is the recitation of children and youth cultivated?

There are not many opportunities to study recitation, which is not commonly part
of the school curriculum and rarely taught in primary or secondary schools. There

are also very few teachers with the background to teach it. Many teachers also hold

extensive misconceptions about recitation. Often these stem from ignorance of how
it has changed since the Austro-Hungarian Empire in the 19th century. Rarely do tea-
chersunderstand that the process includes deep analysis, with questions such as: Why
should a child want to deliver this text? What topics are children actually interested

in and why? What quality literature captures themes relevant to children today? Are

such texts appropriate for recitation? Do children have a chance to talk about issues

that are important? Do we give children the space to express their view on the world?

Many think that public speaking is about memorising a text and regurgitating if for

5  Jiti Wolker (1900-1924) was an important Czech poet, born in Prosté&jov.
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an audience. Often people associate recitation only with poetry. Czech teachers
often believe that children can only recite if they do not have a speech impediment,
articulate well and speak loudly. This emphasis on technicalities reflects the wide-
spread ignorance of recitation in education. Loudness, articulation, and adherence
to speech conventions are important for reciters, but not the primary priorities. The
technicalities are the easiest for teachers to evaluate, as they do not require any deep
thought. Unfortunately, this approach is how most Czech schools evaluate written
speech (i.e. spelling and grammar are more important than the meaning of the text).

It is hard to imagine how children’s recitation could be taught on a wide scale
basis. Within the current context it could not be integrated into Czech language and
literature classes at schools. However, there are many educators around the country
who have improved the quality of recitation, creating communities of like-minded
educators in their “nest of recitation”. Many teach at primary arts schools, some of
them work at primary or secondary schools. There are also many leaders at children’s
and youth centres or other after-school organisations and children’s theatre ensem-
ble, such as the Disman Radio Children’s Ensemble at Czech Radio. Despite, or per-
haps because of, the fact that recitation is not included in the school curriculum,
there is a robust and growing community of Czech educators dedicated to recitation.
Through their high-quality work, they are nurturing many of enthusiastic children
and young reciters.

From children’s to artistic recitation

We will look at three different developmental stages of a reciter. The art of recitation
often attracts exceptionally talented people. This can be seen in the way some indi-
viduals develop throughout these stages, from reciting poetry as a child to staging
complicated texts that require a certain level of interpretive skills and maturity.

I have divided the three age groups based on my extensive experience in training
reciters. The first stage is made up of the youngest children. The upper limit of this
stage is end of elementary school (approximately 11 years old). It is difficult to set the
lower limit. Recitation is a form of storytelling and requires a conscious understan-
ding of the topic, an original means of expression, and communication with the au-
dience. This is something that children can do when they are in 3rd or 4th grade; very
few younger children are capable of this type of performance. Younger children are
able to parrot recitation performances, including intonation, gesticulation and facial
expressions; their performances are often well received by inexperienced audiences.
However, an experienced educator recognises the inauthenticity of the performance,
and authenticity is the most important quality for a performer of any age. In this
first stage, children usually like to recite poems with themes that relate to their own
worlds. Short fairy tales, fantasy stories, and stories about child heroes who solve
everyday problems are also popular.
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The second stage corresponds roughly to middle school (grades 6-9). This stage
marks the transition from the worlds of fairy tales to worlds that resemble the real
world. Children think more about the characters and their inner motivations. They
are interested in young heroes with whom they can identify. They are also interested in
fantasy worlds, but ones in which there is humour, subtlety of nonsense, and a text that
explores how and why events take place. Often girls turn to poetry that is thoughtful,
intimate, and sometimes overly sentimental. This, too, is natural for this age.

Thethirdstage, which high school students gradually enter, isa period of discussions,
arguments, and strong stances on issues. Reciters feel the need to go deep, whether
that translates into very fragile, nuanced performances or wild and radical recitation
performances (and a whole range of possibilities in between). But underneath it all,
they need to affirm that they are smart and that they have an understanding of the
world. They have opinions which they stand by and can push to the limit. It’s a period
of connecting to the self through thought and reflection which can form a distinctive
recitation performance style.

It is important to consider the stage of the reciter when preparing a recitation
performance, as well as their perspective.

How we select texts for recitation

The reciter interprets another author’s text, not his own. This does not mean that
performers should not be encouraged to write and share their own work. However,
texts written by children do not achieve the literary quality needed for performance
work. Usually these original texts also do not allow children to develop perfor-
mance skills, and they cannot build a relationship with the text in the same way
as they do with quality literature. The audience will also react differently to the
performance. We recommend that reciters who enter festivals choose texts by high
quality authors.

The choice of an appropriate text for presentation is a topic that many people
raise at recitation seminars. A well-chosen text is the foundation of a successful
performance at any age. Teachers or adults help the youngest children select pieces.
Ideally older children select texts by themselves, but pedagogical support is always
welcome, as selection requires knowledge of a wide range of good literature and
dramaturgical experience. We are looking for a text of literary quality and suitable
for performance. The age and maturity of the performer should also be taken into ac-
count. What subject matter or themes might interest the performer? Can the reciter
interpret the text, and is it an appropriate length? How difficult is its construction?
Is the language structure appropriate? Is the vocabulary contemporary? Does it need
to be cut? The choice of type, genre, style and humour, and the mood of the text also
play a role... Is it suitable for solo interpretation? (Can we find the subtext for inter-
pretation?) Is the translation good? Do we have enough time to work on it? Does it
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spark the performer’s imagination? We could go on. However, when one finds a text
that “fits the reciter”, the result can be great.

The journey from finding the text to performing in front of an audience

It’s a long journey from the choice of a text to the first recitation performance. Many

people memorise a text and simply reproduce it. Recitation should be about the art

of interpretation even for young children. Good methodological work, which is well

described in Emilie Zameénikova’s book, involves a thorough analysis of the text.
Children must understand every detail. Young children should be able to imagine

everything in the text and describe specific situations in detail, imagining what

precedes and what follows, thinking about who is who and what is going on, etc. For
older children, the text analysis should include a detailed examination of the overall

structure of the text. An imaginary film should be playing in front of the reciter’s

eyes at the moment of recitation. Without a thorough analysis before memorisation,
the essence of the recitation is lost. The reciter should find a message that encom-
passes what they want to communicate. The audience wants to know why the reciter
is presenting that particular text. We may have heard a text before (this is commonly
the case in children’s recitation festivals), but we are interested in the new combi-
nation of text and reciter. What attracts the reciter to the text, what does it mean...
When young children skip the stage of text analysis, they often recite the text in a

meaningless way. Often they will recite a poem in a rhythmic way, simply copying

its metre with no sense of meaning. If older reciters do not analyse the text, there is

a lack of sophistication. The narration has no clear construction, no specific timing
that brings out its meaning. There is often no interpretation, and external elements

are often used to “spice up” the recitation (e.g. unnecessary gestures, props or cos-
tumes, technical sophisticated use of prosodic devices, etc.).

In my dissertation, I presented the steps that should be taken when preparing a
recitation piece in more detail. Before selecting the text, [ added a motivation phase,
which I consider crucial for children and young reciters. Low (even misunderstood)
motivation creates complications in the cooperation between teacher and speaker.
When a child wants to recite a text by heart at school to improve his grade, he doesn’t
understand the point of recitation. Similarly, it becomes warped when the goal is to
win a festival. Good motivation allows a child to develop a relationship to a piece of’
literature. Only this will result in a long-term, internal impact on the child.

I also include three other stages that take place between text analysis and the
first performance: the search for the main theme, or key, to the interpretation, the
construction of the performance, and becoming confident in the setting (fixing)
performance. These are phases that are not insignificant, but they are not essential.
Like E. Zamecénikov4d, I also include a phase of reflection. This gives reciters a chance
to evaluate the performance, but it can also take place during the rehearsal process.
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Recitation performance

When the reciter enters the stage, he is immediately assessed by the audience. How
fast and where did he come from, what does he look like, what is he wearing, how
does he breathe, how does his body move, does he have stage fright, what direction
does he look, where will he stand, how far away from the audience will he be, how
will he make contact with the audience, how will his voice sound, what will he say...2
The reciter gets to the moment he has been preparing for, but it is only at that mo-
ment that he sees the audience. What does it look like? How attentive is it2 How big
is the hall and how much does he have to project his voice? Who in the audience will
be receptive to making contact? Who will the reciter keep an eye on? Will the reciter
win the audience over from the start...? At such a moment, when the prepared reci-
ter comes into contact with a live audience that cannot be influenced by preparation,
the adrenaline for the final recitation performance kicks in. It is also important to
be able to work with eye contact, gesticulation and facial expressions, timing and
narrative time, voice and overall body tension. These skills can be trained at rehear-
sals, but they are mostly learned through experience in front of an audience. We will
comment on some of these components.

Eye contact: The reciter should be able to make eye contact with the audience.
This is not a general gaze into the audience, but connection with individuals. It
should give the impression that through these individuals, the entire audience is
included. This skill develops gradually in children. They usually start with a steady
gaze fixed on their audience, e.g. a teacher, a family member, etc. Later on, they
work on alternating their gaze between several spectators, or looking slightly above
the heads of the audience. Gradually, the reciter connects with the entire audience
naturally by making eye contact with more individual spectators in the audience,
having a reasonable length of time for his gaze, shifting the gaze from one spectator
to another in a reasonable amount of time, etc. All of this resonates with the mes-
sage that is the essence of his recitation. It should complement the reciter’s expe-
rience of the recitation and the reactions of the audience, which have a significant
influence on the timing of the whole performance. An inexperienced performer of-
ten gazes beyond the audience (looking too far up or too far down), shifts the gaze
from one audience member to another, or looks at only a small part of the audience
in an empty gaze.

Gestures and facial expressions: Gestures and facial expressions should be natu-
ral. When children use gestures in their performances that were created by someone
else, it almost always looks unnatural. Similarly, a gesture that came about naturally,
but has lost its spontaneity during rehearsals can also seem staged. Working with
a child performer is different from working with a professional actor, and stage di-
rections or demonstrations of gestures do not work with children. The teacher must
always evoke specific feelings in the children which will help them make their ideas
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seem concrete. That will help children make gestures that maintain their authentici-
ty even when repeated many times.

Time and timing: The first skills to be rehearsed with children include the time
they should take when they walk onstage and stand in front of an audience, the time to
make eye contact before the first words are spoken. Working with the author’s name,
for example, can serve as a “reciter’s rehearsal”, helping them tune in to the sound of’
their own voice in a particular space. It’s the first thing the audience hears from the
reciter, which helps the audience tune into the reciter’s personality. The timing of the
narration is carefully prepared in the construction of the recitation performance. Less
experienced reciters often speed up their performances once they are in front of the
audience. Working with a pause tailored to the audience is another skill that a reciter
only acquires through practice. Young children must be carefully prepared for what
to do after the recitation. Sometimes a reciter finishes at performance and has no idea
what to do next. They should start with the traditional bow and develop the skill of
working with body tension after the narration is finished. More experienced reciters
can explore working with atmosphere in these transitional moments. It hinges on
playing with time and creating tension and atmosphere through a conscious regula-
tion of body and breath.

Experience in front of an audience is essential. We want the reciter to be able to
deliver their performance to a specific audience. They should be in tune with the
audience, be aware of their reactions, estimate how much time the audience needs
to react to a joke, to estimate the temporal possibilities in the context of the pre-
sent moment. In essence, a performer needs to improvise freely within a precise and
well-constructed recitation performance. In theatre terminology, this is similar to
the terms szaging and performance. A recitation has a specific audience which will
shape the performance to some extent. This is particularly relevant for recitation
performances as they always break the fourth wall. The audience is part of the reci-
tation. We often adjust the theatre lighting so that performers can see the audiences
and make eye contact.

A recitation performance is very carefully prepared. The preparation should
reach a level in which the narration feels as if it had been created on the spot in col-
laboration with the audience. During preparation, we must seek methods that lead
the speaker to the greatest possible degree of authenticity, maintaining the illusion
that it was not actually prepared in advance.

Performance can be “studied” at festivals and workshops

Thousands of children and young people participate in recitation activities every
year thanks to the national and regional festivals. It is a significant artistic activity in
the Czech Republic and has an important place in education. The level of recitation
varies, as does the level of pedagogical guidance. There are dozens of outstanding

142



performances every year at the national festivals, which provide a place in which
teachers can discuss and reflect on the methodology of children’s recitation.

Jana Machalikov4, a reciter and recitation teacher, says that recitation can only
be studied at festivals. She is right. The best reciters go to the two national festivals,
Children’s Stage and Wolker National Festival in Prostéjov. At workshops organised
at Children’s Stage, experienced instructors discuss the performances with the child
reciters, and also with the teachers who accompany them. Workshop participants
and drama education students from universities and secondary schools attend dis-
cussions. National festivals are the best place to learn about how to direct a young
reciter.

Every day the Children’s Stage newsletter (Denik Dérské sceny |Children’s Stage

Journal]) summarises festival events. These provide an overview of recitation show-
cases as well as the follow-up discussions where instructors give feedback to reciters.
They also describe recitation workshops, the public discussions for adults, and pro-
vide behind-the-scenes observations about the children’s recitation:

“Read and watch.” (Jifina Lhotskd, Denik Détské scény. 2022, no. 1, p. 34)

“Learn to work with time. It is an effective strategy for a reciter. If the reciter can
manage time, the audience becomes partly responsible for the presentation. They
use their imagination and will help with the delivery of the recitation.” (Gabriela
Zelena Sittova, Children’s Stage Journal. 2022, no. 1, p. 34)

“The reciter should evoke emotions, not perform or act them out.” (Emilie
Zamecnikova, Denik Détské scény. 2023, no. 1, p. 37)

“Always inhale and exhale before you begin. This will let the audience know with
whom they are dealing. They will become interested in what you are saying. Audience
contact does not begin or end with the verbal part of the recitation. It is important
to build the atmosphere.” (Jana Machalikovd, Denik Détské scény. 2023, no. 3, p. 58)

“It is necessary to be careful not to run out of prepositions. Because then the
rhythm changes, and the verse becomes iambic.” (Magdalena Gracerovd Chrzova,
Denik Détské scény. 2023, no. 3, p. 58)

“I was more interested in you than in the text itself. [...] It might be worth finding
a text in the future that doesn’t give everything away right at the beginning.” (Vit
Malota, Denik Détské scény. 2023, no. 3, p. 58).

The first issue of the newsletter includes comments from the juries of the 14 re-
gional festivals. A jury member from each festival highlights its most significant as-
pects. They talk about new trends and why they selected the winning reciters for the
national festival. Their assessments provide a great reservoir of important informa-
tion related to children’s recitation and its methodology. The regional rounds show-
case a wide range of quality. They include beginner’s who have not been taught the
basics and experienced reciters who bring great depth to their performances. Here
are a few examples of feedback from the regional festivals:
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“Erik’s openness was impressive in his unusual and at times flippant treatment
of the text [...]. It was evident that the reciter enjoys the text and has the desire to
communicate it. Erik also showed his genuine interest in his recitation of the poem
[...]. Although he deconstructed the form created by the author, had flawed pronun-
ciation and delivered the refrain with mechanical intonation, his presentation was
genuine and honest.” (Zuzana Jirsova and Jaroslav Provaznik, Denik Déiské scény.
2021,n0.0,p.7)

“Although the poem is frequently presented at children’s recitation festivals, Matéj
delivered it differently from most, bringing us a convincing performance enhanced by
his concrete ideas. He dropped and later found a paper handkerchief, using an ima-
ginative device in his delivery.” (Jakub Huldk, Denik Dézské scény. 2023, no. O, p. 7)

“There were serious dramatical mistakes in this age category (childish texts, texts
with no relation to the reciter, badly cut texts, excerpts taken out of context and
lacking a theme...” (FrantiSek Kaska, Denik Détské sceny. 2023, no. O, p. 12)

“The reciter is sophisticated, communicative and has a good sense of the situation
and the overall construction of the piece. She delivers with joy, with inner energy
and joy, performing in the moment and providing depth.” (Eliska Vobrubova, Denik
Détské scény. 2023, no. O, p. 14)

Discussions with reciters and jury members at the Wolker National Festival in
Prostéjov (for performers over 15 years old) are similar to those at the Children’s
Stage. Juries are made up of experienced teachers, professional actors, radio and
theatre directors, and dramaturgs. Discussions are open to a wider audience, and
the depth of analysis corresponds to the reciters’ age, understanding, and discus-
sion skills. Again, I will provide excerpts from the festival newsletter (Zpravodaj
Wolkrova Prostéjova | The Bulletin of the Wolker National Festival in Prostéjov)) to give
sense of the discussions:

“The story is very difficult to understand and convey to the audience. It is full of
images and metaphors. You didn’t explore all of its dimensions. [...] The delivery was
not very personal.” (Martina Longinova, Zpravodaj Wolkrova Prostéjova. 2021, no.
6,p.6)

“I would avoid using the Beatniks’ way of expressing themselves. |[...] Your great
concentration, the way you connect with the audience, goes against you. Your deli-
very arrested them, manipulated them, and they wanted to fight back. [...] Be careful
not to let this become a habit.” (Ale§ Vrzak, Zpravodaj Wolkrova Prostéjova. 2021,
no. 6, p.7)

“You were a very good sound engineer of the text, but you did not interpret it or
put anything of yourself'into it.” (Libor Vacek, Zpravodaj Wolkrova Prostéjova. 2021,
no. 4, p. 8)

“You are a very skillful performer. From the start, the audience was with you. You
developed each situation with tremendous economy, naturalness and dignity as well
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as with a flair for the narrative. We were engaged in the story. At every moment.”
(Vladimira Bezdi¢kova, Zpravodaj Wolkrova Prostéjova. 2021, no. 6, p. 6)

“It seemed to me that the entertaining stylisation corresponded to the texts.
Perhaps sometimes there was a bit too much parody.” (Josef Kaémar¢ik, Zpravodaj
Wolkrova Prostéjova. 2023, no. 5, p. 9)

“When I lowered my head and didn’t look at you, the sound was very flat.” (Vit
Rolecek, Zpravodaj Wolkrova Prostéjova. 2023, no. 6, p. 7).

There is much inspiration that can be gleaned from festival newsletters. Perhaps
the above selection captures the breadth and depth of attention given to the reciters
at festivals.

Although the Czech educational system does little to foster the teaching of spo-
ken Czech, there is a strong tradition of recitation in the Czech Republic. National
festivals have a strong impact throughout the country. They also foster the culture of
spoken expression by children and young people. Many experts interested in oratory
from a pedagogical point of view are publishing books, articles and other publica-
tions. They have the potential to improve the methodology of spoken Czech in the
Czech educational system. However, we still await a contemporary, comprehensive
methodology of speech education aimed at children and young people.
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A theatre educator works closely with professional theatres, creating a link between
theatre artists and audiences. It is their role to develop the audience’s — and ultimate-
ly society’s — understanding of and respect for theatre.

This is an area that is still quite new in the Czech Republic, despite the fact that
we have been aware of it for twenty years. In this country, there is still great scope for
research, experimentation and development.

First steps

For many years, Czech theatres did not feel compelled to provide educational pro-
grammes. The state-funded folk arts schools (today primary arts schools) provided
high quality drama programmes for children, complemented by a rich tradition of
amateur theatre in the Czech Republic.

When theatres did offer educational programmes, they almost always took the form
of lectures by the resident dramaturg. These usually took place before performances
and would explain the context of the production to interested audience members.

In the early 2000s, the understanding of the role of cultural institutions (at least
those subsidised by the state) began to change. There was a realisation that cultural
institutions should not only offer theatrical productions but should also contribute
to the atmosphere of a society. They should provide a forum for discussion on cur-
rent topics and develop people’s relationship to the theatre itself as well as to the
arts in general. Theatre institutions should help foster a relationship to the arts in
the community, providing education and training, nurturing future generations of
spectators and communicating closely with the audience.

Audiences are increasingly viewed as a partner of the artistic institution, not
merely consumers who passively watch a production. The audience members are
people who should (and often want to) help create and develop the institution, who
help it fulfil its societal and artistic goals. Such people do not need to be “sought out”
and “enticed”, pandered to or unilaterally educated. They should be engaged in dia-
logue, listened to and offered opportunities to participate both on artistic and civic
platforms. Further, theatres should actively work to make audience members aware
of this role.

These ideas are related to the Europe-wide search for democratic cultural politics
in the 21st century, a compromise between the contradictory concepts of democrati-
sation of culture and cultural democracy. Theatres and other arts institutions are ex-
periencing a decline in public support and the failure of current marketing strategies.

In this shifting context, Czech theatres are beginning to introduce programmes
to strengthen the audience’s relationship to the theatre, such as backstage tours,
workshops and discussions.

The first attempts to introduce comprehensive educational programmes in thea-
tres took place in 2005 by the Prague Svanda Theatre (Svandovo divadlo) and in
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2004 by Ponec Dance Theatre (2004). Later other theatres developed programmes,
including the Drak Theatre (Hradec Kralové) in 2010, the Moravian-Silesian Theatre
(Ostrava) in 2012 and the Ostrava Puppet Theatre (2011).

In 2014, a conference entitled The Pathways to Cooperation between Theatres and
Schools in the Czech and German Contexts took place in Ostrava. This provided an im-
portant impulse for the development of the field, as it was attended by many theatre
managers. The inspirational contributions from both Czech and Germans helped
spread awareness of the form and purpose of educational programmes. There was
also an important conference series entitled Cenzre of Interest: The Audience, and
RE': Audience. This was organised by Creative Europe, the EU’s cultural support pro-
gramme, which considers working with audiences an important long-term priority.

Subsequently many other theatres started implementing programmes led by thea-
tre educators which focused on working with audiences. These included Prague’s
National Theatre (2014), the South Bohemian Theatre in Ceské Budgjovice (2014),
the Minor Theatre in Prague (2015), the Polarka Theatre in Brno, the Lampion
Theatre in Kladno, and the Na Cucky Theatre.

(Not only) initial problems and obstacles

Initially these programmes often encountered problems and resistance. Theatre
educators were compelled to justify their activities, showing the reasons behind and
the value of these programmes. Some theatre artists viewed theatre education and
working with audiences as a threat to their own jobs. They were afraid of the educa-
tor’s “scholastic” approach and they were worried that it would offer a “dead” view of
the art of theatre. They feared that the educator would explain the piece beforehand,
manipulate the audience and flatten their experience. Many could not imagine that
a “teacher” could be a trusted partner in communicating to the audience. Others felt
that theatres should not waste their energy and resources on anything other than a
professional artistic production. Some believed this was an unnecessary fashionable
trend that would soon be forgotten.

Another problem was that for many years, it was virtually impossible to employ
theatre educators. They were recruited as part of the marketing or sales department;
lecturing was done by dramaturgs or actors. Because most educators worked as ex-
ternal freelancers, initially education programmes took the form of one-off pilot pro-
jects rather than complex long-term educational projects. This made it difficult for
educators to become a part of the structure of the theatre.

A vital question was (and often still is) how to finance educational programmes.
Theatre managers have to use a great deal of creativity to design the programmes so
they remain affordable and do not lose money. It is necessary to find grants and other
subsidies and subsidy calls and to fit into their conditions a field for which they were
not initially set up at all, to reduce costs as much as possible, etc.
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It should not be a surprise that there were also operational problems: lack of space,
lack of understanding of the needs of the educator (e.g. quiet working environment),
respect for the scheduled times of programmes, access to equipment and resources,
and time allocation. Often the theatre educator had to be a technician, producer, as
well as oversee marketing and selling the programmes, accounting, creating promo-
tional materials... Sometimes theatre educators were not recognised as specialists in
their field who deserved respect.

Current situation

Although the problems described above have not disappeared, there is a (still ra-
ther) fragile recognition of the profession of theatre educator within the network
of Czech theatres. A few theatres have educational departments that employ mul-
tiple people and have their own premises, offering a wide range of activities and
which are closely linked to the theatre on several levels. Theatres are no longer
presenting the work of the educators as extraneous, and they present outreach
programmes as an integral part of their institution. The general awareness of the
profession among artists or the public is still quite limited, but it exists. Teachers
often cooperate well with theatre educators and target the programmes to their
students. However, it is still not the norm for every subsidised theatre to have their
own educator.

Itis possible to study the profession at the two Czech theatre faculties —the Theatre
Faculty of the Academy of Performing Arts in Prague (DAMU) and the Theatre Faculty
of the Janaéek Academy of Performing Arts in Brno (JAMU). Students can take both
compulsory and elective courses offered by the drama education departments (the
Department of Drama in Education at the Academy of Performing Arts in Prague, the
Theatre and Education Studio at the Academy of Performing Arts in Brno).

The Association of Theatre Educators was founded in 2021. It oversees the deve-
lopment and increasing awareness of the field. It creates pilot programmes for thea-
tres that do not have their own theatre educators and offers education in the field to
adults and university students from related professions. It also offers lectures and
workshops for theatre educators from all over the Czech Republic and initiates regu-
lar meetings.

Starting points for the theatre educator

The work of Czech theatre educators is based on the assumption that we are not born
with an innate understanding of (theatrical) art, and that without sufficient stimu-
lation (usually coming from the family or school) it may remain inaccessible. An ap-
preciation of the performing arts, active spectatorship and also an awareness of the
essential role as a spectator (who has rights, responsibilities and possibilities), are a
means to view the world and oneself.
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In its beginning, theatre education focused on training and building of the spec-
tator’s arts literacy. Today, it emphasises on the above-mentioned concept of the
spectator as a partner, responsible for personal and societal development.

The principles of the theatre educators’ work are mainly based on drama educa-
tion. The foundation is based on interaction, experiential learning, communication,
dialogue, and being open to different solutions. These are fundamental features of
an educator’s work. Consequently, Czech theatre educators are mainly recruited
from the field of drama education, and theatre education is now viewed as one of the
possible forms of drama education.

What does a theatre educator do?

Theatre educators create programmes for a wide range of audiences. They help au-
diences build a relationship to the art of theatre as well as to a specific institution,
break down prejudices, introduce forms of theatrical expression, awaken partici-
pants’ creativity, nurture the community, initiate discussion on current issues, place
artistic production in local / political / social / historical contexts, provide space
for self-expression, activate and sometimes initiate the creation of experimental
productions.

In addition to working with schools, theatre educators focus on activities for
families and communities. They work with adult audiences, minorities, people with
special needs, and with those who are not regular theatre goers.

Initially theatre educators usually prepared programmes independently, without
much input from theatre artists. Now many are looking for opportunities for closer
collaboration with artists. Educators are often part of production teams, collabora-
ting on theatre events. They develop workshops with artists, and they work as direc-
tors or co-directors of professional or amateur productions.

Types of educational work
Workshops about performances are the most widespread programme offered by
Czech theatre educators. These take place before or after performances. The pre-
show workshop familiarises the viewer with the context of the production, introdu-
ces specific theatrical genres or staging principles, and gets the viewers excited about
the show. It is important not to reveal everything to the participants, and under no
circumstances should the workshop diminish the audience’s experience by imposing
a specific point of view or explanation. The post-performance workshop is a good
opportunity to discuss the theatre piece with the audience, showing that theatre is
about communication with the piece as well as about the piece. The workshops are
also a good way to get audience feedback.

Another popular programme consists of practical workshops. These give partici-
pants the chance to learn about all of the theatre professions and specific components
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of a production. There are workshops that relate to a specific topic about approa-
ches to theatre and theatre history, the themes of the productions, etc. There are

also workshops tailored to a specific group and its needs (e.g. a school class). Almost

every theatre offers backstage tours, public discussions, interviews with artists or
experts in many fields. It is also common for theatres to offer theatre summer camps

for children.

An increasingly popular programme of Czech theatres is the partner school, in
which theatres establish long-term cooperation with specific schools. Throughout a
school year, a group attends several theatre performances and takes part in a series
of workshops and informal meetings. At the end of the programme the group often
creates its own performance. These activities provide an intense experience as well
as skills and knowledge that come from an in depth experience of theatre-making.

An important part of the theatre educator’s job is educating teachers. After the
family, teachers have the most impact on students’ perception and acceptance of the
performing arts. Czech teachers are often unsure of their ability to prepare students
for a theatre production or to reflect upon it afterwards. They need to become more
familiar with the production, to learn how to use drama education methods in the
classroom, etc. Most theatres offer seminars (often accredited by the Ministry of
Education) to teachers.

Theatre educators also create methodological materials and worksheets for
teachers (which can also be used by families, etc). Methodological materials offer
teachers inspiration and activities related to a specific production. Children, fami-
lies, and students of all ages can use the worksheets to guide them as they reflect on
the production and other theatre-related topics.

It is common for theatres to organise community events, interactive activities,
and events for families and the general public, sometimes associated with festivals,
holidays, anniversaries, or projects organised on a national or global platform. These
enhance relationships with the community, offer meaningful and creative activities,
and connect with potential audience members who have not yet found their way to
the theatre.

Many completely new programmes were introduced during the Covid pandemic
from 2020-2022 when theatres and schools were closed for months and all activities
moved online. Theatre educators, often in collaboration with theatre artists, develo-
ped activities such as interactive online productions, video workshops that could
be used by teachers in lessons, exploration games guiding participants through the
city or forests, online workshops which took the participants through all the steps of
making a production (giving participants the possibility to influence the process), etc.

At the same time, the pandemic clearly demonstrated that the work of the theatre
educator has an important function and is indispensable in establishing and main-
taining close contact with the audience.
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During the early 1990s, a new structure was created to support and enrich children’s
arts programmes in the newly democratic Czech Republic. These include annual
workshops, festivals and recitation showcases, such as: Détskd scéna [Children’s
Stage]|, the national children’s theatre festival, Dramatickd vychova ve $kole [Drama
in Schools], 2 one-week workshop in Ji¢in, Mlad4 scéna [Youth Stage], a festival for
youth in Usti nad Orlici, and Nahlizeni [Insights], a workshop of high school theatre
and drama education in Bechyn¢.

There are similar structures supporting children’s programmes in other arts dis-
ciplines (dance, choral singing and visual arts). All are coordinated by ARTAMA,
a department of the the National Information and Consulting Centre for Culture
(NTPOS) which was established by the Ministry of Culture.

In 1993 ARTAMA and the Creative Dramatics Association [Sdruzeni pro tvori-
vou dramatiku] initiated a completely new type of workshop: an interdisciplinary na-
tional workshop called Creation-Creativity-Play [Tvorba-tvotivost-hra]. The organi-
sers describe it as “a workshop of complex aesthetic education”. What distinguishes
it from other workshops? It is aimed at teachers of all arts disciplines: drama, poetry,
reading/recitation, literature, dance, visual arts, music and film. Other teachers who
want to expand their horizons and get inspiration from arts educators are also wel-
come. Participants teach at all levels of education, from kindergarten to university.

The Creation-Creativity-Play workshop was established in the early 90s, a
time of great enthusiasm when much effort was put into bringing radical change
to Czech schools. This included a new burst of interest in drama education, which
had previously only been taught as an extracurricular activity (usually in the form
of theatre productions). Schools slowly began to introduce drama. Many embraced
this new method as a welcome alternative to the passive, rote teaching that was
prevalent at the time.

The impetus for organising the Creation-Creativity-Play workshop was a seren-
dipitous meeting. In 1991 ARTAMA created a new department called the Centre of
Children’s Activities and hired four specialists in arts education fields: drama, dance,
visual arts and music. These arts educators soon realised how much they had in com-
mon. In particular, they all shared a primary goal: to use creative processes to enrich
children. The “products” (performances, texts, concerts, visual objects or exhibi-
tions) should be a means to cultivate children, not the goal. They realised that the
lines separating the arts disciplines were not always distinct. This culminated in the
decision to create a workshop where teachers from different disciplines could come
together, work together, and ultimately enrich and inspire each other.

Topics generated by the genius loci

The first national Creation-Creativity-Play workshop took place in 1993 in a lake-
side kindergarten in Jindfichtiv Hradec, a small historic town. It was there that the
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foundations of future workshops were laid. The workshop still continues in a format
very similar to one piloted so many years ago.

There are groups of 15-25 participants, usually teachers, leaders of arts groups,
students and teacher trainees. A pair of workshop leaders guide the group. This pair
always includes one drama teacher and one teacher from a different arts discipline
(visual arts, dance, music, literature and, in recent years, film). This “multidiscipli-
nary” team plans and leads the workshop together; hence the disciplines comple-
ment, support and, ideally, empower each other.

The teaching teams and the well-tested workshop structure usually don’t
change from one year to the next. However, there is one significant variable: the
location. The Creation-Creativity-Play moves every year, and the location is the
thematic focus of every workshop. This “traveling” character is one of its most
unique features. The themes are inspired by the appearance, layout and atmosphere
of the location. A workshop with the theme WALLS AND GATES took place in
Poli¢ka, a town surrounded by medieval fortifications. When the location was at
the Sloup castle, which is carved into a rock, the theme was LIGHT. Tel¢, known
for its expansive renaissance square, hosted a workshop about SPACE. Sometimes
inspiration comes from the landscape: STONE was the theme in Polnd, a small
town with fortress ruins, a Jewish cemetery and a quarry. Some places have unique
features that are part of their genius loci. A workshop held in Cesky Krumlov was
called WHEELWORK, reflecting on the symbiosis of this picturesque old town
and its winding river. In Olomouc, the topic was ZOOM: participants explored the
relationship between significant historic monuments and the small details which
created them. Every place reflects traces of historical events and stories, and local
legends are often part of workshops. If we are sensitive to the spirit of the place, we
can bring the imprints of real and fictitious characters to life.

The theme is the starting point for three days of activities. To excite participants
from the outset, the workshop opens with a dramatic, inspirational “happening” in
which the theme is revealed. It is often some sort of journey through the landscape
of the location. For example: AIR was the theme of the first workshop, which opened
with a “night walk” over a frozen lake, through a snowy forest, down city streets in
a housing estate. Participants became aware of the air they breathe in various loca-
tions and the differences in smell and atmosphere. As mentioned earlier, the theme in
Cesky Krumlov was WHEELWORK. Participants climbed up the Renaissance castle
tower at night and looked out at the “wheelwork” of the whole town. They all received
a little cogwheel. They then took a narrow wooden staircase to the top of the tower,
where they turned the crank of the tower’s ancient clock, whose mechanism has
been measuring time for centuries... In Poli¢ka, participants had to find keys to the
WALLS AND GATES to “open” them. Led by the light of wooden torches, they ended
at a gate guarded by a black-hooded figure and had to open the hanging padlock.
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Sometimesthe events were scripted theatrical events: In Litomysl, witha CASTLE
theme, the participants were led to the courtyard of a candlelit Renaissance chateau.
They heard a conversation between two characters emanating from one of the castle
windows, followed by fragments of other dialogues coming out of other windows —
echoes of past stories which might have happened at the castle. The event came to a
climax with the sound of Renaissance vocal music filling the arcades of the castle. In
the northern Moravian town of Stramberk, a shadow-play performance launched the
event, relaying a local legend about Tatar soldiers who besieged the town in 1241 and
allegedly cut off the ears of local Christians.

After the dramatic introduction, participants spend the next few days in groups
working on activities based on the theme. As explained above, a pair of teachers
guides the groups, and each combines drama activities with one other art discipline
(music, visual arts, movement, film, literature).

The workshop culminates with all of the groups coming together and making
presentations about their exploration of the topic. These can take many forms: ex-
hibitions, musical production, a discussion, or most frequently, short performances.

Methods and concepts

Each of the teachers/pairings of teachers brings a different style of work to the pro-
cess. The methods, types of lessons and concepts are connected to the development
within the art disciplines. This is especially true of drama, which plays the decisive
role in the way the workshop is shaped.

Initially the workshops took place from Friday evening to Sunday afternoon.
With this format, most workshop leaders focused on theatre games that develop sen-
sory perception, imagination and creativity. The workshop started with some sort of
stimulus, such as a movement from the Moldau (VItava) symphonic poem of Bedfich
Smetana, a fairy tale, a visual object or an installation. Another approach was to al-
low dramatic play to inspire a fine-arts activity (e.g. a gallery of visual objects in-
spired by “life stories” of stones).

When we added an extra day to the workshop, workshop leaders created more
complex projects that lent themselves to 2 multi-disciplinary approach (e.g. in Tel¢, a
drama/movement group explored spaces based on the Atlantis myths; a drama/mu-
sic group explored musical toys using the fairy tale The Swineherd by Hans Christian
Andersen in Cesky Krumlov).

Over the years, Czech drama teachers acquired techniques for creating drama
structures. At the Litomysl workshop, the drama-literature group developed a pro-
cess drama based on Beauty and the Beast (by Mme Leprince de Beaumont) which
took place outside in the magical gardens of the Renaissance castle.

In drama/visual arts workshops, the specific location can inspire elements of ac-
tion art. Some of these bore marks of land art, others were closer to body art. In
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these projects, we saw how the two very different art disciplines merged, creating
something hovering between drama and visual art.

Impulses and discoveries
How has the Creation-Creativity-Play workshop affected participants? Workshop
leaders agree that all of the arts disciplines demand a deep level of commitment.

At first, most workshop participants are charmed by the atmosphere and enjoy
the novel approach. Over time, many come to understand the value of a deep
understanding of each of the disciplines. They begin to observe the work of the
leaders very closely, comparing different approaches. This leads them to examine
the use of certain games, plays and techniques, the efficacy of motivational tech-
niques, how to utilise the specifics of the location, the best methods to develop a
topic and lessons, leadership strategies. Most importantly, they assess how the
two-member teaching team has succeeded in building bridges between their re-
spective art disciplines.

The final discussion is one of the enduring “rituals” at the Creation-Creativity-
-Play workshop. Participants reflect on their experiences, sharing ideas and giving
feedback about what worked and what could have been done differently. We have
come to some important conclusions:

— It has proven as beneficial if the working groups are heterogeneous as far as age,
education, experience and interests are concerned. Those who have participated re-
peatedly often mention how enriching it was for them to work within a discipline
they had never tried out before or would not even have dared to try under normal
circumstances.

— The main goal of the workshop is to find ways to connect the different disciplines.
How can they complement each other? What principles do they share? Often this
comes out of improvisations (with colour, shape, space, sound, melody, movement,
voice, language, light...). At the same time, the participants get to know the specifics
of each discipline: what is typical, what makes it unique, what distinguishes them
from each other.

— We have found that drama enhances the potential of other art disciplines. Drama is
based on acting here and now. Each participant commits their whole being to drama,
and by “playing” together, the group creates a fictional world. The visual object can
be elevated, developed, played out by the dramatic action. A song or a sound compo-
sition can achieve an additional dimension and meaning if it becomes part of a story
acted out as drama...

Although the focus of the Creation-Creativity-Play workshops is the creative pro-
cess itself, the final “testimonies” are important. They show how the group explored
the theme. They open our eyes to new ways of looking at the topic and the location that
has “generated” it. Finally, they prove that CREATION means not only enjoyment of
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PLAY (which is a necessary prerequisite), but also hard work and patience so that
CREATIVITY, or the creative process, is a source of genuine satisfaction.
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1 Walls and gates — opening
event of the workshop in
Poli¢ka in 2003

< Dialogue of colours and
movement — workshop in
Jind#ichtv Hradec in 2004



1 Drama as a visual art — presentation of one
of the workshops in Jind#ichiv Hradec in 2004

{ The road that leads nowhere, based on a story
by Gianni Rodari — the story was used as the
inspiration for the literature-drama workshop in
Jindfichtv Hradec in 2004



1 From the workshop Visual art-Drama < Fragments of stories in the monastery — opening
in JeviSovice in 2005 event of the workshop in Police nad Metuji in 2008



N Presentation of the workshop Visual art-Drama

in Police nad Metuji in 2008 {  Regional tale prepared by the workshop Drama-

Literature in Jablonec nad Nisou in 2010



1 Movement and Drama — improvisation with
glasses in the city of glass and jewellery in
Jablonec nad Nisou in 2010

< From the workshop presentations that took place
in the monastery, the monastery garden and other
places in Bechyné in 2012



1 From the workshop Drama and Visual art in Kolin
in 2013

{ From the workshop Music and Drama
in Olomouc in 2015



A From the workshop Visual art and Drama
in Jeviéko in 2016

< From the opening event in the night streets
of Jevi¢ko in 2016



1 Town as an eye — from the opening event
in Jevicko in 2016

{ From the workshop Music art and Drama
in Jevi¢ko in 2016



1 From the life of the houses — performance with
masks created in the workshop Drama and Visual
art in Liberec in 2017

J From the workshop Movement and Drama
in Liberec in 2017



1 Movement-dramatic action at the exhibition
of paintings — workshop in Prachatice in 2018 J Recording and developing a dramatic situation
in the streets of a medieval city — workshop
in Prachatice in 2018



1 From the work of the groups held in the monastery
in Zd4r nad S4zavou in 2019

< Movement and drama — workshop in Hlinsko
in 2021



1 Bono publico — opening event on the historical
stairs in Hradec Kralové in 2022
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Institutions and
Organisations
Involved in Drama
Education in the
Czech Republic



ARTAMA, NIPOS, Praha

P. 0. BOX 12 / Fignerovo ndm. 5

120 21 Praha 2

tel. +420 221 507 969

e-mail: hulak@nipos.cz

ARTAMA is the name of the department of amateur artistic activities. It provides pro-
fessional services for amateur arts and children’s activities. It organises and oversees

workshops and seminars, festivals; collects documentation; provides comprehensive

information about amateur arts activities, expert opinions for local government and

self government authorities; cooperates with corporations, civic associations, cul-
tural institutions, schools and school facilities. In addition, ARTAMA offers pro-
fessional consultations, develops plans for events, dramaturgical consultancy and

contacts to experts in specific fields. ARTAMA works closely with the Creative

Dramatics Association (STD). The specialist on drama educationin ARTAMA: Jakub

Huldak. ARTAMA is a member of the Czech AITA Centre.

Sdruzeni pro tvorivou dramatiku / Creative Dramatics Association

Jaroslav Provaznik (President), Jakub Huldk (Secretary)

P. 0. BOX 12 / Fiignerovo namésti 5

120 21 Praha 2

tel. +420 221 507 969

e-mail: std@drama.cz

www.drama.cz

The Creative Dramatics Association plays an integral role in Czech drama education.
It was established as a nonprofit organisation in February 1990, just after the end of
communism in 1989. Eva Machkov4 was the first president. The Creative Dramatics
Association has a network of regional groups, giving it a presence throughout the
Czech Republic. It organises workshops, invites drama teachers and specialists
from abroad, helps organise national children’s theatre festivals, publishes books,
prepares curricula of drama education, guarantees and recommends good drama
teachers. The Creative Dramatics Association is a member of the Czech AITA/IATA
Centre and the member of the IDEA.

Katedra vychovné dramatiky, Divadelni fakulta, Akademie muzickych uméni v Praze
/ Dept. of Drama in Education, Theatre Faculty of the Academy of Performing Arts,
Prague

Radek Marusdk (head of the Dept.)

Karlova 26

115 65 Praha 1

Phone: +420 234 244 280-1
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E-mail: radek.marusak@damu.cz
https:/www.damu.cz/cs/katedry-programy/katedra-vychovne-dramatiky/

Ateliér Divadlo a vychova, Divadelni fakulta Jandackovy akademie muzickych uméni
v Brné / Theatre and Education Studio, Theatre Faculty of the Jana¢ek Academy
of Performing Arts, Brno

Silva Mackov4 (head of the Dept.)

Mozartova 1

662 15 Brno

Phone: +420 542 591 346

E-mail: mackova@jamu.cz
https:/df.jamu.cz/fakulta/ateliery-a-kabinety-df/atelier-divadlo-a-vychova/

Katedra preprimarni a primarni pedagogiky, Pedagogicka fakulta Univerzity
Karlovy v Praze / Dept. of Pre-school and Primary Pedagogy, Faculty of Education,
Charles University, Prague

Sona Kotdtkova, Alzbéta Ferklov4, Irena Hany$ Holem4d, Ivana Sobkova

M. D. Rettigové 4

116 39 Praha 1

Phone: +420 221900 110

E-mail: sona.kotatkova@pedf.cuni.cz

www.pedf.cuni.cz

Katedra pedagogiky, Fakulta pedagogicka, Zapadoéeskd univerzita, Plzeii / Dept.
of Pedagogy, Faculty of Education, West Bohemian University, Pilsen

Roman Cernik, Eva Gazakova

Chodské ndm. 1

306 14 Plzen

Phone: +420 377 636 341

E-mail: rcernik@kpg.zcu.cz

https:/www.fpe.zcu.cz/cs/Faculty/Departments/

Katedra socidlni pedagogiky, Pedagogickd fakulta Ostravské univerzity / Dept.
of the Social Pedagogy, Faculty of Education, University of Ostrava

Hana Cisovska

Dvotdkova 7

701 03 Ostrava

Phone: +420 553 462 658

E-mail: Hana.Cisovska@osu.cz

https:/pdf.osu.cz/pes/
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Katedra preprimarni a primarni pedagogiky, Pedagogicka fakulta Ostravské
univerzity / Dept. of Pre-school and Primary Pedagogy, Faculty of Education,
University of Ostrava

Jan Karaffa, Hana Volkmerova

Dvordkova 7

701 03 Ostrava

Phone: +420 553 462 681

E-mail: Jan.Karaffa@osu.cz

http://pdf.osu.cz/kpa

Katedra primarni pedagogiky, Pedagogicka fakulta Masarykovy univerzity, Brno /
Dept. of Primary Pedagogy, Faculty of Education, Masaryk University, Brno
Veronika Rodova

Porici 31

603 00 Brno

Phone: +420 549 491 631

E-mail: rodova@ped.muni.cz

Katedra socidlni pedagogiky, Pedagogicka fakulta Masarykovy univerzity, Brno /
Dept. of Social Pedagogy, Faculty of Education, Masaryk University, Brno

Lenka Poldnkova

Porici 31

603 00 Brno

Phone: +420 549 496 474

E-mail: remsova@ped.muni.cz
www.ped.muni.cz/katedry-a-instituty/socialni-pedagogika

Ustav specidlnépedagogickych studii, Pedagogickd fakulta Univerzity Palackého,
Olomouc / Institute of Special Education Studies, Faculty of Education, Palacky
University, Olomouc

Milan Valenta

Zizkovo nam. 5

77140 Olomouc

Phone: +420 585 635 314

E-mail: valentam22@seznam.cz; milan.valenta@upol.cz

http://ksp.upol.cz
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JOHAN, centrum pro kulturni a socidlni projekty / JOHAN, Centre for Cultural

and Social Projects

Havitskda 11

301 00 Plzen

Roman Cernik

Phone: +420 775 131 900

E-mail: roman.cernik@johancentrum.cz
www.johancentrum.cz

Sdruzeni D / Association D
Ttida 17. listopadu 43

772 00, Olomouc

Pavel Némecek

Phone: +420 604 637 682
E-mail: info@sdruzenid.cz
www.sdruzenid.cz

THeatr ludem

28. t{jna 49/23

702 00 Ostrava-Moravska Ostrava
Hana Volkmerova

Phone: 732 305 966, 732 185 757

E-mail: hana@theatrludem.cz; theatrludem@seznam.cz; info@theatrludem.cz

www.theatrludem.cz

LABYRINT, Divadlo DRAK / LABYRINTH, Theatre DRAK

Hradebni 632

500 03 Hradec Kralové

Kldra Fidlerova

Phone: +420 495 515 543

E-mail: klara.fidlerova@centrum.cz
http://labyrint.draktheatre.cz
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Abbreviations
and Acronyms

AMU - Akademie miizickych uméni v Praze [Academy of Performing Arts, Prague]
ARTAMA - department for amateur artistic activities within NIPOS

CNK - Cesky ndrodni korpus [Czech National Corpus]

DAMU - Divadelni fakulta, Akademie muzickych uméni v Praze [Theatre Faculty,
Academy of Performing Arts, Prague]

DDL - Détské divadelni Iéto [Children’s Theatre Summer, national festival of
children’s theatre, 1990-1993]

DS — Détska scéna [Children’s Stage, national festival of children’s theatre and
recitation, 1994-|

IPOS - Informa¢ni a poradenské stredisko pro mistni kulturu [Information and
Consulting Centre for Local Culture]

JAMU - Jana¢kova akademie muzickych uméni v Brné [Jana¢ek Academy of
Performing Arts, Brno|

KDL - Kaplické divadelni 1éto [Theatre Summer in Kaplice, national festival of
children’s theatre, 1974-1989]

LDO - literarné-dramaticky obor [literary-dramatic department|

LSU - lidova $kola uméni [folk arts school]

MS - Mlad4 scéna [Youth Stage, national festival of youth theatre]

NAMU - Nakladatelstvi Akademie muizickych uméni [The Publishing House of the
Academy of Performing Arts in Prague]

NIPOS — Narodni informaéni a poradenské stiredisko pro kulturu [National
Information and Consulting Centre for Culture]

SPgS - stiedni pedagogicka §kola [secondary school of pedagogy]

STD - Sdruzeni pro tvorivou dramatiku [Creative Dramatics Association]
UDLUT - Usttedni diim lidové umélecké tvorivosti [Central House of People’s Art
Creativity]|

UJC AV CR - Ustav pro jazyk ¢esky Akademie véd Ceské republiky [Institute of
Czech Language at the Czech Academy of Sciences]|

UKVC - Ustav pro kulturné vychovnou éinnost [Institute for Cultural Educational
Activities]

VUP - Vyzkumny ustav pedagogicky [Research Institute of Pedagogy]

ZUS - zdkladni umélecks §kola [primary arts school]
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Sanja Krsmanovi¢ Tasi¢

“The book presents a thorough study
of the field of drama education in the
Czech Republic through the historical,
theoretical, factual perspectives of
eminent drama/theatre education
experts. One of the greatest strengths
of this publication is that it was written
by the protagonists themselves: drama
educators, pedagogues, teachers and
professors who have invested years of
their lives to the development of the
field. Another valuable aspect of the
book is that it takes a multigenerational
approach, including articles by current
leaders in the field who bring fresh
new voices to Czech drama education.
All in all, this book is an important
and significant contribution to the
world of drama education, and it
brings an exciting and much-needed
understanding of our field in the Czech
Republic.”

788070

Katefina Zarnikov

“The book introduces not only the
current situation of Czech drama
education, but also its historical
development, allowing the reader
to understand the roots of drama
education in the Czech Republic and
the influences that have shaped it.

The diverse range of forms of drama
education is presented to the reader
in logically structured sections. Each
study is accompanied by an index of
literature that can guide the reader
to further exploration of the topic.

A major contribution of the book is the
pictorial material, which enriches the
information, providing a concrete view
of the ideas presented in the book. Also
important are the lists of selected Czech
literature about drama education and
institutions and organisations dealing
with drama education, including their
contacts.”

683859
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