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LINKS TO STATE STANDARDS 

 
Welcome to Trinity Rep’s education department!  This guide should help you incorporate theater into your 
classroom, no matter what discipline you teach. While I’m sure many of you realize the benefits of using 
the arts to supplement your material, looking at the New England Common Assessment Program’s GSE’s 
(Grade Span Expectations) in content, knowledge and skills you can also draw connections between 
theater, the arts and assessment. I have listed the pertinent GSE’s below.  
 
WRITING 

• W-2: Writing in Response to Literary Text (showing understanding of ideas in a text). A “text” covers not 
only books and plays, but film and other kinds of media. 

• W-3: Making Analytical judgments about text (how good was it? What stuck out?) 
• W-4: Creating a Storyline  
• W-5: Applying Narrative Strategies (how did they tell the story?) 
• W-14: Reflective Essay 

 
ORAL COMMUNICATION 

• OC-1: Interactive Listening (how well students listen; how much information they pick up after hearing 
something once – asking a student to write a comprehensive account of a play certainly works) 

• OC-2: Making Presentations (each senior in Rhode Island will be asked to put on a senior exhibition, 
capstone project or portfolio that includes a public demonstration on a particular subject. Learning about 
public performance is an obvious tie-in).  
 
READING 

• R-4: Initial Understanding of Literary Texts (where is the climax in a story? How would you set this play 
in contemporary society?) 

• R-5: Analysis and Interpretation of Literary Text/Citing Evidence  
 
We hope that this guide will be a useful classroom tool for you and your students.  We are extremely 
interested in your feedback, as well as any ideas that you may have that can help us to better serve the 
teachers and students who come to Trinity.  Feel free to call us anytime at (401) 521-1100, ext. 230, or e-
mail us at education@trinityrep.com.  For further information on upcoming productions and other 
educational programs please visit our website at www.trinityrep.com.   
 
Enjoy! 
Tyler Dobrowsky, Director of Education 
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BUILDING A CURRICULUM 
 

Theater has a unique power to enrich and transform young people’s lives.  It is an art form that 
requires discipline and collaboration, and that encourages its artists to be students of all subjects, 
from history to language to science to mathematics. Through the creation of performance pieces, 
students can express thoughts and points of view that can positively impact and change their lives, 
their schools and their communities. Theater is the only art form that asks an individual to literally 
become someone else – in a technical sense, to assume the speech and physical mannerisms of 
another, but also on a deeper level to convey another person’s feelings and personal history. 
Therefore, theater demands and engenders a broadened perspective, a sense of empathy, self-
expression and self-reliance, in addition to the literacy and communication skills listed on the 
previous page.  
 
We should also offer this: the best pieces of acting – and, further, the best pieces of theater -- we 
have ever seen occurred in a small classroom with only a few students, a chair and a desk. This is 
to say you don’t need a lavish set, knock-out lighting, an exceptional sound system and beautiful 
costumes to make great theater. The only tools you really need are able and willing students, an 
idea and a relatively open space. For example, if a class is studying the periodic elements, the 
teacher can ask each of the students to “become” one of the elements (oxygen, carbon, nickel, etc), 
and then have an improvised “party” where the elements arrive one at a time. Each student playing 
an element should adapt some of the element’s traits (is it light, or heavy? Hot or cold? Abundant 
or rare?) How do the elements interact? Does a particular element dislike another element? Does 
one element love another?  
 
This example is a relatively simple one which wouldn’t need too much preparation, but done 
properly can be an enervating, memorable and educational experience for the class. There are 
literally thousands of ways you can incorporate theater into your classroom. Below please find a 
list of goals and outcomes to be derived from an in-depth theater curriculum, as well as an example 
of a ten-day theater-based curricular outline.  
 
Goals 
The following is a possible list of goals and outcomes you should look towards when using theater 
in your classroom.  
 
1) “What is Acting?”  
Have the students fully investigate the role of the artist in society and understand the process of 
creating a piece of live theater. This means learning and discussing: basic performance techniques 
(including diction, articulation, vocal projection, movement and physical presentation); the 
necessary tools necessary for working in an ensemble (i.e., listening and communications skills, 
constructive feedback and criticism, working together as a team) as well as important theater rules 
such as, “Don’t turn your back to the audience,” and “Make sure the audience can hear you.”  
 
2) Playwriting and literacy skill-building 
Students should be prepared to contribute to the construction of a storyline, to adapt pieces of 
literature into a theatrical performance, and finally, to present their work before an audience of 
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peers and family. Theater, by virtue of its relationship to the written and spoken word, helps 
students to achieve the standard in speaking, listening, reading and writing. Pragmatically, this can 
mean differentiating between a monologue and a dialogue, discussing dramatic structure and 
creating individual and original characters.  
 
3) Fun 
Theater should be fun. Creating a safe environment for high-energy, creative self-expression is 
incredibly important for students involved in any kind of performance – the students should be 
aware that theater is entertainment not only for the audience, but also for themselves. It is literally 
a time to play, to create, to pretend.  
 
4) Ensemble Building 
Class discussion is another important part of our curriculum; asking the students what they 
consider “great stories,” what interests them, what makes them want to read a particular book or 
see a particular movie is crucial in building a rubric on which the residency (and the play) will be 
based. Class discussions are also important during the formative stages of play development. 
Students learn how to think critically about a piece of art, and then articulate their opinions. Our 
teaching artists always stress how constructive criticism is the only kind of criticism allowed in the 
classroom, that every piece of analysis must include something positive.  

 
5) Design and Visual Arts 
As students put together a particular performance piece (be it an adaptation, an original work or a 
series of skits), some students may find themselves more adept at expressing themselves visually, 
rather than through writing or performance. Allowing students the opportunity to design the set, 
costumes and (if possible) lighting for the show can be an incredibly rewarding task. 
 
6) Performance! 
While we generally focus more on the process of putting on a piece of theater, there is no doubt 
that the final performance can be an impactful moment for students. It is a time for them to show 
what they have learned in the class, and to take a bow for all their work.  
 

7) Reflection and Self-Analysis 
While reflection may be a universal teaching tool, it has specific positive outcomes in theater for a 
number of reasons; chief among them being theater often seems like, well, fun. Students may not 
realize they are learning various skills until they think back on their experience. Reflection and 
self-analysis may take several forms, from group discussions at the beginning of each class 
focused on how the performance can be better (keeping in mind the constructive criticism rule) to 
private journal entries at the end of each class. It is also highly recommended you have a large 
discussion with both the students as well as the audience at the end of the show, which can focus 
on either what the students have learned through the process, or even on the themes present in the 
show.  
 
Program Outline 
The program follows a fairly specific structure.  The design of this program is a 10-week program, 
with one 60-or-90-minute class per week. You can change the structure as you see fit (cramming 
the 10 classes into two weeks, for example) but make sure to make appropriate adjustments.  
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Day One:  Community Building 
• Students get to know each other, as well as the instructor, through various theater exercises 

focused on improvisation  
• Students learn the tools of an actor: voice, body and creativity/imagination 
• Students are introduced to the idea of art, the artist and inspiration 
• A safe, creative space is produced 

 

Day Two:  Story Building 
• Students continue exercises in improvisation to strengthen performance technique 
• Through brainstorming and/or a vote, students choose an idea or theme which they will base 

their  play on OR choose which story/novel will be adapted 
• Students explore the meaning and importance of character 
• Dramatic structure (beginning, middle end, rising action, etc) is discussed 
• Students begin to explore playwriting (monologues, dialogues) 

 

Day Three:  Building Characters and Relationships 
• Students identify connections between characters and define relationships between characters 
• Students prepare character descriptions and monologues 
• Students draw pictures of their characters, complete with costume design ideas 
• Basic plot-line is discussed 

 

Days Four: Story Boarding and Scriptwriting  
• Students draw rudimentary story boards, thinking about blocking and the space for the 

performance 
• Students continue to work together to create a complete script based on the book (beginning, 

middle and end with a defined conflict) 
• Teaching artist captures any improvisational work and transcribes to script form 
• Students continue to assess progress in performance disciplines 

 

Day Five: 
• Students use standards they have created to develop performance rubrics 
• A finalized script is produced  
• A run through of the performance, making changes in the script when necessary 
• Blocking is finalized 
• A prop and costume list is created 
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Day Six through Nine: 
• Students continue to rehearse the production, bringing in props, costumes, music, etc.   
• Students memorize their lines 

Day Ten:  Performance Day 
• Students present work to peers, family members and other invited audience members 
• Students fill out self-assessment forms, as well as an assessment of the class 

 
 
 

 
TRINITY REP’S THEATRE EXERCISE DATABASE 

 
Listed below please find a collection of theater games and exercises that the Trinity Rep education 
department use frequently. The exercises are taken from various sources: other theater teachers, 
writings (Augusto Boal’s Games for Actors and Non-Actors is a huge influence, for example) as 
well as other exercises we just invented. We have marked what we believe to be the appropriate 
age/grade level for each game, but please use your own discretion, since some exercises meant for 
younger students might work quite well with older students (though not necessarily the other way 
around).  
 
Some of the games involve performing a scene.  To give students a little guidance for creating 
their scene, offer them a location (a supermarket, the kitchen, a garage, etc), a relationship 
(brothers, coworkers, enemies, etc) or even a made-up title.  This gives the students something to 
spark their ideas when they go up to perform the scene.  You can do this on piece of paper pulled 
from a hat, from your own suggestion, suggestions from others in the class, etc. 
 
The exercises are broken into different groups: the first group is specifically dedicated to 
community building, and includes exercises designed to get students to learn each other’s names 
and become comfortable with one another.  It is important for students to feel at ease in their 
environment, so that they feel safe to take risks in their acting choices. You want to create an 
environment of trust and support. 
 
The second group is made up of acting exercises without dialogue or text (though students may 
have to make sounds or noises). The third group is exercises focused on rhythm, and the fourth and 
final group is a collection of acting exercises with dialogue and text – some are based purely in 
improvisation, while others are specifically rooted in text work.  
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Please do not simply go down the list of games (hopefully you wouldn’t play three names games 
right in a row, for example). Mix and match the exercises. Pick the ones you think your class 
would enjoy the most.  Make sure the class builds, so that one exercise leads to another. Most of 
all, the sense of “play” should always be present.  

 
 
 
Introductory Name Game Ice-breakers 
These exercises focus on building community within the classroom. They work especially well in 

after-school environments or on the first day of school, where the students may not know each other.  

 

 (K-8) Name Game  
Have each student think of an animal that begins with the same letter as their first name.  
Example: Stephanie Snake.  We will start by going around in a circle stating our name and 
the animal we chose.  Then start again, but this time each student must say his own name, 
plus all of the names of the students who came before him.  For example, the first student has 
it easy; she only has to say her own name.  The second student says his name, then the first 
student’s name.  The last student says his name, then every other person in the circle’s name!  
The goal is to make it all the way around the circle stating your name and animal, and those 
of the students prior, without forgetting any names. Feel free to use something else besides 
animals, such as food, or possibly something related to a particular subject in school.  

(K-12) Ball and Name Game   
Have students pass a ball around. They say the name of the person they are throwing it to. 
Everyone should get the ball once. Have the student who received the ball thank the person 
(by name) who tossed it.  

(K-12) Sentence from a Name 
Have students write a sentence based on their names.  Example: Steph: “Stop tickling each 
person here!” 

(K-12) “Who can Remember…?” 
Go around the circle and see who can name everyone in the classroom. This works best on 
the second day of class.  

(5-12) Faint By Numbers: Building Trust 
From Acting, Learning and Change by Jan Mandell and Jennifer Wolf 
Have the class count off until everyone has his or her own number.  Ask each participant to 
mill around the room, relatively close to the center.  Encourage students to keep eye contact 
with one another.  As you call out one of the numbers, the person with that number faints 
slowly by collapsing their body.  Everyone in the group must catch him/her before he/she 
falls.  Encourage respect, concentration and support of one another.  Then ask the group to 
walk again.  Continue to call off numbers one at a time.  Increase to two numbers once 
students are proficient. 

(K-12) Chorus: Building Listening Skills 
Chorus is a listening game in which teams of students have to function as one character. It is 
a good way to get students to begin to really listen and work with each other. You will act as 
the facilitator of the game, which is something like a game show host. Begin by dividing the 
class into two teams.  Have them sit in two lines facing each other.  One team is A and the 
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other is B.  Tell each team to huddle up and choose (as a group) a one-word topic.  It can be 
any (appropriate) word.  Once they have chosen the word, team A should come and whisper 
the word to you.  You then instruct Team B that they will have to talk about this word until 
you tell them to stop. 
 
You will choose the individual speaker by pointing at him or her. The things that they say do 
not have to be factual!  They can make up anything that they wish as long as they keep on 
talking.   This person must continue to speak about the topic until you point at someone else.  
The next person has to pick up exactly where the last person left off.   
 
For example:    The topic is “lemon.” 

You point at speaker one… Speaker One:  Lemons are yellow and grow on… 

You point to a different speaker…Speaker Two:  trees in warm places.  They are… 
You point to another speaker….Speaker Three:  sour and good in tea and as lemon ices…… 
 
It probably won’t go that smoothly, but continue to point at different people until someone 
either fails to pick up where the last sentence left off, runs back over what the last person said 
(for instance, Speaker Four starts off with “lemon ices”) or simply can’t think of anything to 
say.  At that point, Team B has lost and must get up as a group and act out a quick, ridiculous 
activity.  Team A gets to create the scene. Some student-generated examples: 

� drowning in a vat of chocolate pudding 
� a flock of chickens being chased by a fox 
� being washed down a drain 

Once Team B has performed to thunderous applause, Team B gives you the word that 
they chose, and the entire process is repeated for Team A. 

 
Post-activity reflection:  Was it more difficult to listen and pick up where the other person 
left off, or to come up with things to say?  How did the teams function?  Was this an easy 
exercise?  If so, why?  Was it difficult?  What made it hard?   
 
 
 

Introductory Basic Acting Exercises with No dialogue 
These exercises serve three purposes: 1) to get the students up on their feet and active, 2) to get them 

comfortable performing in front of each other (though with relatively low stakes),  and 3) to allow 

students more freedom to be creative with their acting choices by having no text or lines to memorize  

 
(K-12) Donkey, Rabbit, Elephant, 1776 

Put the students in a circle around you. Explain that you will point at one person in the circle, 
and say one of four things: donkey, rabbit, elephant, or 1776 (if they are really young you can 
leave out the ‘1776’).  When you point at the student, the student has to make a gesture. If it's 
rabbit, they touch their nose. If it's elephant, they make an elephant trunk with their hands (two 
fists over their nose). If it's donkey, they bring their heads back and look at the ceiling. If it's 
1776, they hold an imaginary flag, like the painting "The Spirit of 1776." The two people on 
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either side of the person you point at also have to make a gesture. For rabbit, they give a rabbit 
ear, which is just their finger next to the ear of the student touching their nose. For elephant, 
they do the same thing, but using their whole hand. For donkey, the two students on either side 
also bring their heads back. For 1776, the person on the left plays the drums, the person on the 
right plays the flute. The crux of the game is: the students have 10 seconds to get into their 
positions; otherwise they are out of the game. The ten seconds should be FAST -- not real ten 
seconds. They should be as fast as you can get the words out. Do a practice round, so the 
studentsfeel relatively comfortable. Only the student that messes up is out of the game, not all 
three who have to make a gesture.   

(K-12) Twizzle 
Put the students in a circle around you. Give them six directions: walk, turn, jump, twizzle (a 
360° jump), freeze, and boogie. When the leader calls out one of the six directions, the 
students will move around the circle, doing whatever direction is called.  They can blink and 
breathe, but they can not move anything else. That means no talking, laughing, scratching, 
etc. Last one not to move wins.  

(K-12) Sending an Action.   
One student does an action and gives it a sound.  Each person must go around the circle 
doing the same action and sound quickly. Vary the game by having students make the action 
and sound bigger or smaller as you go around. This game works especially well when the 
sound and the action travel quickly around the circle.  

(K-12) Walk Like: Building Physicalization for Character Work 
Note:  Model this exercise first!   

This exercise is similar to how some actors develop the physicalization of their characters.  
Brainstorm with the students how differently each person holds their body as they walk.  
Which part of themselves do they lead with as they walk?  What do they do with their arms?  
Do they make eye contact?  Then, call out the following characters and your students’ own 
brainstorms, and ask students to “walk like” this character around the room.  Encourage a 
sense of play and imagination. 
  
Walk like someone who just woke up from an amazing dream. 

Walk like you just woke up from a nightmare. 

 Walk like a person who just fell in love. 

 Walk like a rock star. 

 Walk like a person whose love has just been rejected. 

 Walk like a person with enormous pride in themselves. 

 Walk like a ruler of the city. 

 Walk like someone who feels enormous guilt. 

 Walk like a bully who wants to pick a fight. 

 Walk like a queen. 

 Walk like someone who is late for school.  

 
(K-8) Machine 

Each person does an action of a machine that has a corresponding sound.  For example, a 
student could pretend he or she is the arms of a clock, and make a “ticking” sound.  One by 
one everyone is added to the machine, maybe as the alarm bell or the gears squeaking, until 
the machine starts to overwork and eventually explodes.   
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(K-12) Machine (Tyler version) 
Break the class up into groups of four or five. Give each group a machine. Each group must 
act out this machine. For example: a refrigerator. What parts does this machine have? What 
is needed? How can you physicalize the different parts of the machine? You need a door, a 
light, maybe food in the fridge, electricity, a freezer, ice cubes, etc. You can make sounds, 
but you can’t say words. All groups perform, the class has to guess what the machine is. 
After each group has gone, now ask the whole class to form a school bus (with you as the bus 
driver).  

(K-12) A Day in the Life of an Animal 
Actors wake up as an animal, go through the day as that animal, and return to bed as that 
animal.  Ask questions: are you tired? What are you doing today? How old are you?  Pretend 
you’re hungry/thirsty. You can also be a flower, if you like.  

(2-12) Pass the Emotion  
 Students pass an emotion around the circle. Do the activity with no vocals and then see how 

the addition of the voice changes the intensity of the emotion. 
(K-12) Making Rain 

Put the students in a circle. Going in a clock-wise fashion, one at a time and one after the 
other, the students start to rub their hands together. After every person is rubbing their hands 
together, the person who started rubbing their hands together now changes to snapping their 
fingers while everyone else is still rubbing their hands together. Now everyone, one at a time 
in a clock-wise fashion, begins to snap. This goes around the circle, slowly, one at a time. 
Now start again, lightly patting your legs. This goes around. Now bang on the ground with 
your feet. Now back to patting your legs. Now back to snapping. Now back to rubbing your 
hands together. The overall effect is to sound like a rain storm building and then decreasing 
in strength.  

(2-8) Who’s the Leader? 
Students sit in a circle.  Student A leaves the room.  One person is chosen to be the leader of 
the group.  The leader starts by doing an action which all other students must follow, as the 
leader changes his/her actions so must the followers.  Student A returns, stands in the middle 
of the circle and tries to discover who’s the leader.  Once they guess, the person who was the 
leader now becomes the one to go out of the room while a new leader is picked, and then the 
game starts again. 

(K-8) Mime it! 
Work with students to feel the weight, touch, and size of various imaginary objects.  i.e. a 
ball, carry a box, float a feather in the air, play tug-o-war, etc. Feel free to break them into 
pairs and have them act out short scenes.  

(2-12) Mirror 
Person A faces Person B.  Person B acts as a mirror for Person A, while Person A moves his 
body in different ways.  Remember, no talking.  This will be difficult at first, but eventually, 
it should be very difficult to determine who the leader is and who the mirror is.  Have the 
students switch roles after about 5-10 minutes. Remember to tell students that the object is 
NOT to do fast movements their partner can’t keep up with, but rather to move together.  

(K-12) Found Objects 
Students use everyday objects in a new way.  Ex. Using a Kleenex as a hat. Place an object in 
the center of the room and students step forward and use the object. When the class 
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understands what the object is, the student can return to the circle. You can also use ONE 
line with the movement, if you want variation.  

(4-12) The Great Game of Power 
A table, six chairs and a bottle.  Participants are asked to arrange the objects so as to make 
one chair become the most powerful object, in relation to the other chairs, the table and the 
bottle.  The group will run through a great number of variations in the arrangement. Then, 
when a suitable arrangement has been arrived at, an arrangement which the group feels is the 
most powerful, a participant is asked to enter the space and take up the most powerful 
position, without moving anything.  Have students comment on what makes a powerful 
position.  Do they think that the participant succeeded in taking the most powerful position – 
why or why not? 

(K-8) What’s Your Trade? Lemonade! 
Break your class into two groups.  Choose a large category of activities that students can 
choose various activities from and act out.  For example: Sports, Jobs, Animals, etc.  Once 
one group has decided which example they are going to act out together then the other group 
starts an alternating dialogue that goes like this:  “Here we come!” “Where you from?”  
“New Orleans!”  “What’s your trade?” “Lemonade!”  “Show us if you’re not afraid!”  Next 
the group acts out the activity they chose while the other team tries to guess. 

(2-8) Dog & Bone  
All the players, with the exception of one – the dog – sit on the floor in a circle.  The dog sits 
or lies on the floor in the center of the circle with eyes shut and with a bone (any object) 
within arm’s reach.  One of the players (the mastermind) silently signals another one to steal 
the bone.  If the thief can get the bone and return to his place without being heard by the dog, 
he or she becomes the dog; if not, the dog continues until the bone is successfully stolen.  
Should the dog hear the thief he or she must point in the direction of the noise; and the thief, 
if detected, returns to place while another thief is chosen.  Variation: When the thief returns 
to the circle with the bone, he or she holds it behind the back.  The dog is told to open eyes 
and is given one chance to guess the identity of that thief. You can also do variations on this 
game for older students: for example, change the particulars from a dog and a bone to “mom” 
and “a key to the car.”  

 (3-12) Jeepers/Peepers 
Everyone sits in a circle with their heads down and eyes closed. On the count of three, 
everyone looks up at either the person on their right, left, or directly across from them. If eye 
contact is made both people scream and step out of the circle. The circle is then closed and 
the exercise is repeated until there are only three players left. 

(2-12) Counting 
Actors must count off, but only one number per person, in random order, and if two people 
talk at once, the count starts over. You can make the game more physical as well. Form a 
circle, and ask the students to step into the center when they say a number. If more than one 
person moves at the same time, the class goes back to zero.  

(K-8) The Bear of Poitiers (In this activity the teacher should be the bear). 
One person is the bear and turns their back on everyone.  Everyone else is a woodcutter and 
pretends to cut wood.  When the bear roars all woodcutters fall to the ground and pretend to 
play dead.  The Bear does everything he/she can to make each woodcutter become alive.   

(2-12) Kitty Wants a Corner 
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Students start in a circle, with one person in the middle. The person in the middle goes to 
each person in the circle and asks, “Kitty wants a corner?” and each person says no. 
Meanwhile, when the other people in the circle make eye contact with each other, they have 
to switch places. If the person in the middle gets to the open spot before either of the other 
two then, much like “Monkey in the Middle,” the person who’s out is now in the middle of 
the circle.  

(2-12) Point and Walk 
Students fix their eyes on a point on the opposite side of the room.  They close their eyes and 
attempt to walk to that point.  If students run into someone they must try to readjust their 
direction to end at the designated point. 

 (8-12) Balance the Stage 
Students work together to balance their physical set-up.  They must work to fill the entire 
space or keep the “plate from falling.” 

 (3-12) Statues  
Other students mold the body positions of two actors on stage. The actors begin the scene, 
justifying their positions.  

 (6-12) Racing on Chairs 
Actors form two teams, and each team forms a line, one person behind the other, each 
standing on a chair.  There is one more empty chair in front of each team.  Each actor moves 
along one chair, so that the empty chair now becomes the last one; and then the actor in the 
back brings this empty chair to the front of the line.  They continue in this fashion until one 
team reaches the finish line. 

(K-8) How many A’s in one A? 
A circle.  One actor goes into the middle and expresses a feeling, an emotion, or an idea, 
using only the sound of the letter ‘A’ in any of its possible inflections and a movement or 
gesture.  All the actors in the circle repeat that sound and action three times.  Then another 
actor goes in and expresses a different idea, emotion, or feeling, and again the circle repeats 
it three times.  And so on.  Then do the same thing with E, I, O, and U.  Then with a single 
word.  Finally with a sentence. 

(4-12) String Puppet 
The puppeteer and puppet are some distance apart.  The former pretends to pull a string and 
the latter answers with the corresponding movement.  Both must imagine that the string goes 
directly from the puppeteer’s hand to a part of the puppet’s body, which the puppeteer 
designates with a look. 

(4-12) 70’s Zip Zap Zop 
This is a game about passing energy among the class. In a circle, you explain that energy can 
be passed in a number of ways: the first is done by saying, “Whoosh” and gently raising your 
hands to either your left of your right. Or, you can “zap” someone across the circle by 
pointing at them and saying, “Zap.” You can deflect a “whoosh” by raising your hands and 
saying, “Whooaaa!” The person who still has the energy can “whoosh” the person on the 
other side of them, or they can “zap” someone else. Feel free to add new rules each time you 
play the game. Ones we use include: “conga,” where the students dance in a circle as in a 
conga line while singing, “staying alive” where they all disco dance, and “boing!” as if they 
are sitting on a bouncy ball and many others. Ask the students to come up with new rules.  
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Games of Rhythm  
These exercises deal specifically with rhythm. They are, for the most part, community-building 

exercises which would work in nearly any classroom, but may be particularly suited for music and 

dance classes.   

 (K-12) Categories 
Participants sit in a circle and begin a one-two rhythm (Clap-snap, or slap (legs)-clap). One 
person says, in rhythm, "I am thinking of ….." whatever the category is, and then says 
something that fits the category. On the second beat after the first person, the second person 
says something that fits the category, and so on around the circle.  
Example: "I-am-thinking-of-kinds-of-fruits" (Clap) "Apple" (Clap) "Orange" 

 (2-8) Rhythm Maker 
Using voices, hands and feet, all the actors set up a rhythm together.  After a few minutes, 
they change it slowly, until a new rhythm emerges, etc. 

(2-8)Variation on Rhythm Maker 
Each actor does a different rhythm separately until the leader gives the instruction ‘Unify’; at 
which point everyone unites into a single rhythm.  After a few minutes, the leader shouts 
‘Disperse’, the rhythm breaks down into separate parts again, and so on. 

 (K-8) Clapping Series 
Sitting on the floor, in a circle, all the participants start to beat out a rhythm with their hands 
on their legs.  Everyone must try to listen to the rhythms they hear, and develop a single, 
simple rhythm.  Make it harder by having students attempt this exercise lying on their backs 
and looking at the ceiling.   

(2-8) Horseshoe Rhythms 
In a horseshoe formation, on the floor, someone starts a rhythm which must travel right 
round the horseshoe to the other end.  Then the person at the other end starts another rhythm 
and it goes back in the other direction.  Each participant will always be in the middle of 
doing one rhythm until he replaces it with the rhythm which arrives on his left or right. 

(4-12) Game of Rhythm and Movement: Sound, Rhythm, and Movement 
Two teams are formed.  At a given signal, all the members of the first team start making any 
rhythmic movements that come to mind.  They have thirty seconds to unify.  If the opposing 
team believes they are unified then they imitate them; however if the first team is not unified 
then the second team signals to the judge that they want a turn.  If the judge agrees then those 
of the first team who did not unify are the are out of the game.  

(4-12) Lyric Speak 
In a scene, all the characters onstage speak in song lyrics from actual songs.  

 
 
 
Introductory Exercises with Dialogue 

The following exercises generally deal with improvisation: character-building, creating an 

environment for the characters, as well as dialogue and text.  

(2-12) My Chair 
The teacher sits in a chair at the front of the room. Students, one at a time, enter the scene as 
a character, as someone other than themselves, and try to get the teacher out of the chair. The 
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students can not physically touch the teacher or the chair. The students can scare, trick or 
convince the teacher to leave. After a bit, the teacher says, “Go sit down,” and the student 
leaves the scene and picks who is going to go next.  

(5-12) The Cake Game 
 This game needs between four and six volunteers. You have the following characters: 

Grandma/Grandpa, The Little Son/Daughter, The Brother/Sister, The Ambulance (can be two 
people) and The Doctor. They act out the following scene: The Grandpa is mixing a cake, 
sitting on a chair. The Little Daughter comes in, and says, “What are you doing, Grandpa?”  

 “Baking a cake!” 
 “Can I have some?” 
 “Sure!” 
 The daughter takes a bite, and then falls over dead. The sister then enters.  
 “Oh no! Someone call a doctor! DOCTOR!!!!” 
 The ambulance enters the scene, sirens blaring (“WHOO-hooo, WHOO-hoo”). The doctor 

climbs out, checks the pulse of the daughter (or lifts up her hand and lets it drop) and says. 
 “She’s dead.” 
 The teacher then asks the rest of the class to come up with different ways the scene can be 

done, without changing the dialogue. Think of emotions: mad, angry, sad, excited, happy. 
Think of genres: western, musical, opera, dance. Think of speeds: fast, slow. Have the 
students repeat this three or four times in different styles, taking suggestions from the 
audience each time. Think of different environments, such as outer space, the desert, etc.  

 (K-12)Explanation: Photo Characters  
Participants will use pictures as inspiration in creating characters, and interact with others as 
their characters. The leader passes out a picture to each participant, explaining, "DO NOT let 
anyone else, even me, see your picture. You have three minutes to look at the person in your 
picture and become that person. Decide what kind of personality he or she has, how old the 
person is, what kind of life they lead, etc. Use the picture to help you decide - are there 
details about the person's clothes, their surroundings, their face which give you ideas? Try to 
create a "story" for this person, as well as a voice, mannerisms, attitude. All of your 
characters will attend a party at the end of the three minutes.  At the end of the three minutes, 
the participants hand in their pictures. As soon as they hand in the picture, they transform 
into their character. The participants should attempt to talk to everyone else, and try to 
remember things about the other characters. The party lasts five to ten minutes, depending on 
the number of participants. The leader then shows the participants the pictures that were 
used, and asks the group to identify whose character matches with the picture. The group 
should discuss their reactions to their pictures and to others' as well as how everyone 
developed their character.  
(K-4): Students can become animals instead of different people. 

(5-12) Accepting Game – Limited Dialogue 
Two improvisers play a scene where one of them is limited in dialogue. The limited 
improviser can only say one of the following three lines, "Sounds good to me!", "I'll go along 
with that!", and "O.K., great!” The unlimited improviser makes offers and the limited 
improviser replies. The choices made should be active ones allowing for limited responses. 
This game is excellent if you are not in the mood to improvise. You can be active in the 
scene without blocking or wimping on an idea. 

(4-12) Yes, And... 
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Every line of dialogue begins with the words, "Yes, and..." The goal is to absolutely support 
your partners’ suggestions and to experience being supported.  

(2-12) Serious Poetry 
Hand out short silly poems (for example from Where the Sidewalk Ends by Shel Silverstein.)  
Have the students give dramatic readings of the poems, or have them attempt to act them out. 

 (K-12) Freeze Tag 
Two improvisers begin a scene. An off stage improviser, at some point, shouts out "Freeze." 
The on-stage improvisers freeze. The off stage caller then jumps on stage, taps one of the 
improvisers to let them know that they are out of the scene (this is called “tapping out), 
assumes that persons EXACT PHYSICAL POSITION, and begins a new scene based on the 
physical positions. Improvisers may freeze in and out as much as they like. In order to make 
this game work, the on stage improvisers should be as physical as possible.  

 (4-12) Fractured Fairy Tale 
Students improvise on a familiar fairy tale, or make up a new one. You can vary this by 
having students act out the fairy tale in slow or fast motion, in 60 seconds, with different 
accents, etc. 

(4-12) Interrogation for Kids 
Each actor must choose a character to act out.  Then, each actor in turn goes to sit in front of 
the rest of the group.  In character, they are then interrogated by the group about what they 
think of other characters, what they think about the events in the play, anything.  Simplify it 
by asking basic questions like “What does your mom do for a living?  What is your favorite 
color?”   

(3-12) Paper 
Hand out a piece of paper to each person in the scene with a sentence that they have to use in 
the scene.  A situation is established. They must set up the scene so that they can pull out the 
sheet of paper and read the sentence out loud (with no prior knowledge).  Lines of dialogue 
can come from plays, song titles or lyrics, the audience, clichés, etc.  For younger students 
just make the words or phrases simple. 

(8-12) Number of Words 
Two improvisers begin a scene while an offstage improviser or MC calls out the number of 
words they must use in a sentence.  

 (9-12) Asides 
During a scene, improvisers turn to the audience and declare their true feelings or inner 
dialogue. The asides are not "heard" by the other characters on-stage. During the aside, the 
others maintain their positions in a "soft freeze.” 

 (4-12) Commercial 
Improvisers ask the audience for a fictitious product. The team then acts as a production 
company writing a slogan, jingle, or commercial - demonstrating what the product does. You 
can also simply do the commercial.  

(4-12) Half Life 
A thirty-second scene is played. It is then repeated in fifteen seconds. It is then repeated in 
seven seconds, then three seconds, and finally in one second. 

(4-12) Continuation Circle 
Play a scene in the center of a circle. Improvisers can tap out  to take someone’s place in the 
scene, while maintaining the same initial characters and story throughout the scene. 
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(3-12) First Line, Last Line 
Improvisers are given a first line and an unrelated last line of dialogue. They must perform a 
scene that begins and ends with these lines. 

(2-8) Speaking In Turn 
Improvisers decide on a speaking order rotation, then play a scene speaking only in that 
rotation. 

(K-8) Don’t Just Stand There, Do Something  
While performing a scene, each line must be accompanied by a physical action.  

 (4-12) What’s My Motivation? 
Students rehearse a scene but stop whenever they feel they are doing something important to 
explain ‘why’ they are doing what they are doing. 

(K-12) Emotion Party – how does this game end? 
One person begins, as the host, with a neutral emotion. The first guest knocks or rings the 
bell (saying "knock-knock" or "ding-dong"), and enters in a highly charged emotional state. 
As soon as the host picks up on the emotion, she "catches" it, and interacts with the guest. 
The next guest enters with a different emotion, and the host and guest "catch" it. Once the 
first guest has entered, the participants can interact with different people until they notice a 
change in the emotion, and then they must adapt that emotion. The participants should not 
watch the new guests for the emotional state, rather, they should let the emotion "travel" to 
them as it will. Once all guests have arrived and spread their emotion, they must each (not 
necessarily in order) find a reason to leave the party. 

 (4-12) ABC Game 
Improvisers play a scene in which EACH sentence they speak begins with the next sequential 
letter of the alphabet from A to Z. For instance, one improviser may speak three sentences: 
sentence one begins with the letter A, the second with the letter B, the third with the letter C. 
A second improviser may then speak, but his first sentence must begin with the letter D, next 
sentence with the letter E, etc. You can begin on any letter, as long as the actors continue the 
sequence up to where it started.  

 (6-12) Analytical Rehearsal of Motivation 
In this game, the actor must rehearse a monologue or scene three different times, using 
different elements of which the motivation is composed; the will, the counter-will and finally 
the dominant will.  For instance, Hamlet wants to kill himself, but he also wants to live.  First 
rehearse the suicidal will, completely isolating this component of the motivation.  Then 
rehearse the scene using only the will to live, eliminating all sign of the death wish.  Finally, 
rehearse the dominant will, the complete motivation. 

(K-12) Tell A Story 
Sit in a circle and tell a story.  Decide what your story is about together: person, place, 
problem, etc.  Then take turns in the circle adding a sentence to the story.  When students get 
really good they can stop in the middle of a sentence and have the next person pick it up from 
there. 

(4-12) Continuation 
Create two teams of actors.  The first team begins a scene. After 30 seconds, the MC stops 
the scene. The offstage team then assumes the positions and characters of the onstage team, 
playing the rest of the scene. 

 (3-12) Here Comes Charlie! 
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Two or three people who are waiting for “Charlie” describe his different traits.  When the 
actor playing Charlie enters the scene he must display those traits.  

(2-12) Hall of Justice 
A fill in the blank scene involving super heroes and sinister villains.  BLANK Man/Woman 
is the main hero. Dr. BLANK is the main villain. BLANK is the sidekick to the hero and 
Mr./Ms BLANK is the sidekick to the villain. The VICTIMS are the rest of the players who 
set up the environment that soon becomes villain-ized. 

(4-12) He Said, She Said 
This game calls for 2 improvisers in a scene. Each improviser describes the action of their 
partner. Example: Improviser 1, "I'd like to talk to you, Mabel.” Improviser 2, "He said, 
standing up and putting his hands on his hips." Improviser 1 carries out that physical action 
as improviser 2 continues, "All right." Then Improviser 1 responds, "She said, pulling out her 
bullwhip and snapping it over his head." Improvisers refer to each other in third person, to 
keep the narrative strong.  

(4-12) In A _____, With A ____, While _____ 
Get audience suggestions to fill in the blanks: “In A TOASTER with A MARINE while A 
HURRICANE IS APPROACHING.” The scene does not necessarily have to begin with the 
suggestions but may move toward that moment. Or it may begin at the suggestion and 
proceed wherever it might. Variations of the game are single blanks or combining two.  

(4-12) Box Game 
The class forms two lines. The two students at the head of the lines exchange a small bit of 
dialogue. Student 1 holds an imaginary box and says, “Hey, I got you this (fill in the 
blank…it could be diamonds, it could be an alligator).” Student 2 says, “Oh great, I need a 
_____ because ______” and Student 2 comes up with a reason why they needed the object in 
the box. At the end of the brief exchange, the students go to the end of the lines and the next 
two students enact their own scene.  

 (4-12) In/Out 
Improvisers each get a “trigger” word before the scene. If, during the scene, any improviser 
in the scene speaks someone’s “trigger” word, the actor with that word must justify an exit. If 
the word is said and they are offstage, they must justify an entrance. 

(4-12) Inner Dialogue 
Improvisers perform the scene while off stage "voices" create the inner dialogue - what they 
are REALLY thinking.  

(4-12) Internal Narrative 
One improviser narrates the story, usually in the 1st person. The other improvisers interact 
with the narrator providing environment, supporting characters, etc. More than one 
improviser may supply the internal narration. 

 (3-12) Standing, Sitting, Kneeling, Lying Down 
A scene in which the improvisers must either be standing, sitting, kneeling, or lying down. 
No two improvisers can be in the same position and all positions must be justified. 

(4-12) Two Minute Plays 
Break the class into groups of four or five. Hand each student a slip of paper with the general 
description of a character (examples: prince, murderer, queen, monster, etc.). Each group has 
to create a two minute play using those characters. The play must have a beginning, middle 
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and end. You can also include other guidelines, such as it must include a handshake, hug, or 
intricate high-five, as well as an explosion and a dance.  

(2-12) Stop Action Narrative 
A scene starts with a suggestion from the audience. The improvisers begin playing the scene. 
Periodically, the narrator will stop the scene and ask the audience what happens next in the 
plot. Question may be informational ("Who calls on the phone?") or interpretive ("Regis is 
deathly afraid of the next object Mary shows him, what is that object?") The actors on stage 
should be constantly challenging the narrator with opportunities to stop the narrative in order 
to ask a question. 

 
 

 
CREATING PERFORMANCE PIECES 

Now that your students are warmed up and comfortable performing for each other, you may want 
to think about creating some kind of performance piece. This can take many shapes and styles: 
for example, the students may write their own play, or they may adapt it from a book they are 
reading in class. Another option is taking a news story and creating a performance out of that.  
 
INTERPRETATION: The Artist’s Prerogative 
Encourage your students to think creatively as they envision their production.  Have them ask 
themselves the following questions: 
 

� What is the structure of the story?  
� What is the story about? 
� Who are the characters? 
� How does it begin? How does it end? 
� What does the set look like? What do the costumes look like? 

 
Before you begin to feel overwhelmed by the idea of a full-blown production, keep in mind that 
a culminating event can take any number of different forms.  The primary goal of the 
performance is to share the work of the students, not necessarily to host a professional 
production.  Below are a few ideas for culminating events. Be sure to set a realistic goal for the 
group, based on your timeline for the project! 
 
THE PASTICHE MODEL:  This model, which is probably the easiest to assemble, consists of 
a selection of the scenes. The presentation usually consists of three or four scenes or monologues 
linked thematically. 
 
THE TABLEAU MODEL:  Similar to the Pastiche Model, but all students are on stage, 
forming a central “picture.”  Using short pieces of text that can be read individually, or as 
groups, the students perform these pieces to help tell the story and physicalize its salient themes. 
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GALLERY:  This activity is good for students who would prefer not to perform in front of an 
audience, and can be combined with some of the other performance-based activities.  Ask 
students interested in showing their original art and posters to name, frame and mount their 
work, encouraging creative use of the space around the classroom.  Arrange the set and costume 
designs around the room on small tables, and ask students to write short descriptions of their 
designs and to justify and explain the choices they made when creating the work.   
 
FOUND SPACE: 
Choose several of the playwright’s scenes.  Cast actors and a director for each scene and 
schedule rehearsal time while the gallery is being assembled.  In one corner of the room, clear a 
playing space.  Perform the scene studies after the students have finished looking at the art, 
designs and posters on the walls. 
 
THE MODERNIZING MODEL:  If you are planning on adapting a play, novel or story, you 
can place the characters in a slightly more modern setting (for example, moving ROMEO AND 
JULIET to New York, à la WEST SIDE STORY). This model allows the students to develop a 
“modern” script for one part of the presentation, while allowing for them to intersperse actual 
scenes from the play. 
 
THE “CONCEPT” MODEL:  This one could be anything!  Students identify themes and 
develop their own concept based on what they are adapting, or what they are writing. Keep in 
mind that the students’ interpretation may take the form of scenes, songs, poetry, artwork, or all 
of the above.  This is, of course, the most difficult and time-consuming model, but probably the 
most rewarding for the students.  If you choose to go with a concept, be certain to allow yourself 
enough time for development and rehearsal! 
 
OTHER ELEMENTS OF CULMINATING EVENTS 
You may have students that are not interested in performing.  Some students are shy, others are 
simply disinterested, and many have other talents that they bring to the table that should be 
utilized.  Some students have already begun to act as playwrights.  Be sure to display their 
written work as a part of the culminating event.  In the theater, all of the members of the 
ensemble work together to develop a performance piece, so everyone is recognized. 
 
While you may not have the ability to build a set, visual artists may want to design the set upon 
which their performance piece belongs.  Drawings, paintings and models displayed for the 
audience will help them create a setting in their mind’s eye.  The same is true for costume 
designs.  Visual depictions of their vision of the play are fun to look at, and indicate, just as 
clearly as performance, a student’s comprehension of the play. 
 

*** 
 
Once you have developed and rehearsed your piece, the next step is to share it with an audience.  
Be sure to invite an audience with whom the students will be comfortable, and to stage your 
performance in a space that is conducive to student success. 
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WARMING UP ON THE PERFORMANCE DAY 
All performers get nervous prior to performing, so assure your students that this is a perfectly 
natural (and healthy) reaction to appearing on stage.  The nervous energy is one of the things that 
makes your performance exciting!  Still, it’s a good idea to focus all of that good energy so that it 
doesn’t turn into pure stage fright.  The following exercises will help students to prepare 
themselves both mentally and physically for performance. 
 
SHAKE IT OUT 
Model this exercise first.   
Have students stand in a circle, placing yourself in a position for all to see you.   For a backwards 
countdown of five each time, shake out each arm and each leg.  Have everyone yell out the 
numbers, and encourage full energy and shakes.  After five, do each appendage for four counts, 
then three, and so on.    
 
BREATHING FOR CONCENTRATION AND STAGE FRIGHT 
Practice the following deep breathing exercises to focus and prepare students to deal with the 
rush of adrenaline before performance. 

 Inhale into the diaphragm. 
 Hold. 

 Exhale slowly counting backward from 10.  (It helps to have one person count aloud.) 

 Inhale and roll the head slowly from side to side, ear to shoulder. 

 Drop the head slowly toward the floor on an exhale, bending at the knees and hips. 

Return to standing on an inhale, with the head slowly coming up last, building back up 

through the vertebrae. 

 Lift the shoulders on an inhale. 

 Drop them on an exhale. 

 
DICTION AND VOCAL WARM-UPS 
The following exercises are the same techniques used by actors to learn how to speak clearly, 
increase clarity of diction, and to warm up their voices before a performance.   
 
As a group, clearly and distinctly repeat the vowel sounds “A-E-I-O-U” out loud, concentrating 
on how your lips and jaw go from a wide position on “A” to a narrow position on “U.”  
Exaggerate this motion and the difference between the sounds.  After a few repetitions, try 
saying the following phrases out loud as a group.  Try to speak as clearly and forcefully as 
possible, and exaggerate the sounds of the words. 
 
“You know you need unique New York.” 
“Red leather, yellow leather, good blood, bad blood.” 
“Sally sells seashells by the sea shore.” 
“Whether the weather is cold, or whether the weather is hot, we’ll be together whatever the 
weather, whether you like it or not.” 
“I see Isis’s icy eyes.” 
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If you have extra time, try saying the tongue twisters with a particular accent – Southern, “very 
proper” British, Cockney, New York or Long Island, stereotypical “Ro Dilun,” etc.  What 
happens to the vowels in each of these accents? 
 
Ask the students how the tongue twisters feel to practice.  Which ones are harder or easier? 
 
 
MORE IDEAS FOR PREPARING FOR THE PERFORMANCE 
DAY 
 
ADVERTISEMENTS 

� Ask students to create posters and programs on the computer or by hand (recruit the 
artists in your class) 

� Make copies of the scripts available to teachers and students 
� Create and sell tickets 
� Invite other classrooms, family and friends 

 
WELCOME THE AUDIENCE 

� Explain the process of creating the performance and the goals of the unit 
� Demonstrate some of the warm ups and exercises used during the unit 
� Introduce each section of the performance with excitement, enthusiasm and respect for 

the performers 
 
POST -SHOW CELEBRATION 

� Bow to your audience.  This takes rehearsal, so reserve some time during your unit to 
practice. 

� Have a post show discussion with students and audience.  Ask the audience to offer 
their constructive feedback on what they observed about the performance 

 

 
THE ROLE OF THE DESIGNERS 

 
Deep and meaningful comprehension of the play is not limited to actors and playwrights.  The 
insightful perceptions of designers, and their profound knowledge of the world of the play, help 
to create an environment in which the actors can tell their story.  If you have students that are 
reluctant to take part in performance as actors, encourage them to participate as designers.  The 
following information and activities are included to encourage student comprehension through 
the process of design and the designer’s approach to the text. 
 
While it is the playwright’s job to write a good script, and the director and actors’ jobs to bring 
those written words to life, designers play an invaluable role in creating the visual and aural 
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world of the play. While a play could be presented on a bare stage with a minimum of sets, 
lights, props and costumes, the creation of a complete physical environment helps both the actors 
and the audience fully realize and enjoy the story.  Design elements such as sets, lights, costumes 
and sound help to establish a number of details for the audience, such as: 
 

� Time period: Is it modern-day, Victorian, in the future? 
� Location:  Indoors, outdoors, a home, a prison? 
� Time of day:  Morning, night? 
� Time of year:  Winter, summer, spring, fall? 
� Circumstances of the characters: Rich, poor? 
� Personalities of the characters:  Flashy, subdued, somber? 

 
Designing a play is a very detailed process and involves a deep understanding of the play and a 
lot of research.  The first thing a designer does is read the script, recording his or her response to 
the play, and what he/she envisions as the world of the characters.  
 
Next, designers meet with the director to familiarize themselves with the director’s intentions in 
his or her interpretation of the script.  The directors will tell the designers if they have specific 
requirements for the set, costumes, lighting, etc. and will explore and brainstorm the world of the 
play with the designers.  With this information, the designers will go off on their own to do their 
own research.  This often involves historical research, in addition to finding images, colors, and 
patterns that they think are important and relevant to the direction in which the play is headed.  
They begin to sketch ideas for their designs and then meet with the director again to discuss 
them.   
 
As the designs are solidified, the designers may build set models, draw lighting plots, or costume 
sketches for different characters.   The designers will tweak their designs throughout the process, 
so that all of the pieces of the show create a unified vision of the world of the play to be 
presented to the audience.  
 
THE SCENIC DESIGNER 
The scenic designer is responsible for designing the set.  It is his or her job to create scenery that 
appropriately represents the physical world of the play.   
 
THE LIGHTING DESIGNER 
Although the lighting designer’s work may be subtler than that of the scenic designer, it is 
lighting that allows us to see the actors and the stage.  And, indeed, the first rule of lighting 
design is making sure the audience can see everything they need to see!  Color and quality of 
light can make a scene feel warm or cool, can make characters look well or sickly or ghostly, and 
can also help to create a number of spectacular effects on stage. 
 
THE COSTUME DESIGNER 
Like the scenic designer, the work of the costume designer has an immediate impact on the 
audience.  Costumes are the clothes that the characters wear, and are very important in 
communicating a great deal of information to the audience.  In addition to all of the background 
types of information (time period, location, etc.) costumes say a great deal about the characters 
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that are wearing them.  Costumes often tell us about a character’s profession, status in life, age, 
and personality. 
 
THE SOUND DESIGNER 
The sound designer is an increasingly important figure in the production process of a play.  In 
addition to creating or finding sound affects (i.e; door bells, car horns, any other background 
noises) sound designers select (and sometimes compose) music for plays.  If a production 
requires amplification, the sound designer must select the appropriate equipment and find a way 
to make the amplified voices sound appropriate. 
 
THE GRAPHIC DESIGNER 
Although not directly related to the production of the play, the graphic designer does something 
very important.  He or she designs the advertising materials and posters that let people know that 
a show is going on.  The graphic designer has a very difficult and specific task, which is to try 
and sum up the entire play in one image that will be striking and attractive to prospective 
audience members. 
 

 

ENTERING THE TEXT:  What Am I Looking For? 
 
Designers read the text of a play in a slightly different way than the actors do.  Designers are 
looking for clues that tell them about the physical world of the play.  Divide the classes into 
several groups representing the different design elements.  Ask for volunteers to read aloud the 
following dialogue. Have the designers note how many “clues” there are in the text that tell them 
what they need for their various designs. 
 

 
Activity:  How much information were the students able to extract from this short piece of text?  
See if they can answer the following questions: 
 

� What type of building are they in? 
� How many rooms does it have? 
� How many doors? 
� What time of day is it? 
� How many props are needed in this scene? 
� Who are the characters? 
� What are they doing? 

 
These are some of the questions that the students must ask themselves in order to begin their 
work as designers.  First they must answer the broad questions like time and place.  Then, they 
can start to work on the details. 

These are just a few examples of the other artists whose expertise contributes to the 
production of a play.  Depending on the production, other participating designers may 
include make-up designers, pyrotechnics experts, dance choreographers, combat 
choreographers, props designers (sometimes called props masters) and special companies 
that create effects such as “flying” the actors! 



 25 

 
 
COMPREHENDING THE TEXT:  Details, Details, Details! 
 

 

Activity: Ask for volunteers to read the character monologues on the following pages or refer 
back to any of the text examples found in this guide.  They are divided into men’s monologues 
and women’s monologues, but allow students to choose monologues outside their gender if they 
desire.  Feel free to cut some lines out if they seem too long, but make sure the monologue still 
makes sense. 
 

Ask the students:  What impressions did these monologues make on you?  Did you 
have a picture in your mind?  What did the character look like?  How was he or she 
dressed?  Would this character wear a particular color?  Style? Texture? 

The designer does not take all of his or her ideas from the text.  Much functional 
information is provided by the playwright, but many of the details of the design 
come from the director’s and the designer’s imagination, their vision of the play.  
While these choices must work within the context of the whole play, and should 
be based on information found in the script, most text is not prescriptive. Design 
choices help to communicate this collaborative interpretation to the audience. 
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MONOLOGUES FOR MEN 
 

Suggested for: Elementary students: 
 

One for the Road, by Willie Russell 

Dennis:  Every time I see another piece of Tupperware in the house it feels like another 
invasion has taken place. I dreamt about it the other night. I dreamt that all the 
Tupperware in the house gelled together into one big plastic mass and began 
rollin’ and slidin’ up the stairs, on and on, through the bedroom door. Creepin’ up 
onto the bed and pouncing on me. The more I struggled, the more wrapped up in 
it I became, until I finally stopped struggling and became The Tupperware 
Man…. I could fly, and everything I touched turned into Tupperware. The world 
was in a panic. They sent Superman after me, And Batman and Robin and Luke 
Skywalker and Wonder Woman. But they were all helpless in the face of 
Tupperware man. I turned them all into Tupperware. Batman and Robin became a 
Butter dish and Egg cup, Superman was turned into a picnic box, Luke Skywalker 
into a salad spinner and I turned Wonder Woman into a huge jelly mold. The 
planet was in danger of becoming a Tupperware planet until America came up 
with a new invention - Tupperware Woman. They sent her after me but it was no 
good and I could not resist. I was helpless in the face of her. Beaten, I gave up. I 
kissed her and my lid flew off. It was all over.  

 
A Christmas Carol, by Charles Dickens 
Fred:  

But Christmas-time is a good time, Uncle. A kind, forgiving, charitable, pleasant 
time--when men and women open their shut-up hearts freely! It’s a time to think 
of others as if they really were fellow-passengers to the grave, and not another 
race of creatures bound on other journeys. And there-fore, Uncle, though it has 
never put a scrap of gold or silver in my pocket, I believe that it has done me 
good, and will do me good... and I say, God bless it! 

 
Suggested for: Middle to High School students: 
 
The Crucible, by Arthur Miller 
 
Hale:  You know, do you not, that I have no connection with the court? I come of my 

own, Goody Proctor. I would save your husband’s life, for if he is taken I count 
myself his murderer. Goody Proctor, Let you not mistake your duty as I mistook 
my own. I came into this village bearing gifts of high religion, and where I turned 
the eye of my great faith, blood flowed up. Beware, Goody Proctor – cleave to no 
faith when faith brings blood. It is mistaken law that leads you to sacrifice. Life, 
woman, life is God’s most precious gift; no principle however glorious may 
justify the taking of it. I beg you, woman – prevail upon your husband to confess. 
Let him give his lie. Will you plead with him?  
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The Merchant of Venice, by William Shakespeare 
 
SHYLOCK:   To bait fish withal: if it will feed nothing else, it will feed my revenge. He hath 
disgraced me, and hindered me half a million; laughed at my losses, mocked at my gains, 
scorned my nation, thwarted my bargains, cooled my friends, heated mine enemies; and what's 
his reason? I am a Jew. Hath not a Jew eyes? hath not a Jew hands, organs, dimensions, senses, 
affections, passions? fed with the same food, hurt with the same weapons, subject to the same 
diseases, healed by the same means, warmed and cooled by the same winter and summer, as a 
Christian is? If you prick us, do we not bleed? if you tickle us, do we not laugh? if you poison us, 
do we not die? and if you wrong us, shall we not revenge? If we are like you in the rest, we will 
resemble you in that. If a Jew wrong a Christian, what is his humility? Revenge. If a Christian 
wrong a Jew, what should his sufferance be by Christian example? Why, revenge. The villany 
you teach me, I will execute, and it shall go hard but I will better the instruction. 

Brighton Beach Memoirs, by Neil Simon  
 
Eugene:  One out, a man on second, bottom of the seventh, two balls, no strikes . . . IN A 
MINUTE MA! This is for the World Series!  One pitch, Mom?  I think I can get him to pop up.  
I have my stuff today.  (He whispers to himself) Eugene Morris Jerome . . . I hate my name! 
EUGENE MORRIS JEROME . .It is the second worst name ever given to a male child. The first 
worst is Haskell Fleischmann… How am I ever going to play for the Yankees with a name like 
Eugene Morris Jerome?  You have to be a Joe . . . or a Tony . . . or Frankie . . .  If only I was 
born Italian . . .  All the best Yankees are Italian . . .  My mother makes spaghetti with ketchup, 
what chance do I have?  (pause)  What I am about to tell you next is so secret and private that 
I’ve left instructions for my memoirs not to be opened until thirty years after my death . . . I, 
Eugene Morris Jerome, have committed a mortal sin by lusting after my cousin Nora.  I can tell 
you all this now because I’ll be dead when you’re reading it . . . If I had the choice between a 
tryout with the Yankees and actually kissing her for two and a half seconds, I would have some 
serious thinking to do . . . (pause before ending) 
 

As You Like It by William Shakespeare 
 
Jaques: All the world’s a stage, and all the men and women merely players.  
They have their exits and their entrances, and one man in his time plays  
many parts,  his acts being seven ages.  At first the infant, mewling and 
 puking in the nurse’s arms.  Then, the whining school-boy with his satchel 
and shining morning face, creeping like snail unwillingly to school.  And then  
the lover, sighing like furnace, with a woeful ballad made to his mistress’  
eyebrow.  Then, a soldier, full of strange oaths, and bearded like the pard, 
jealous in honour, sudden, and quick in quarrel, seeking the bubble reputation 
even in the cannon’s mouth.  And then, the justice,  in fair round belly, with  
good capon lin’d, with eyes severe, and beard of formal cut, full of wise saws,  
and modern instances, and so he plays his part.  The sixth age shifts  
Into the lean and slipper’d pantaloon, with spectacles on nose, and pouch on side,  
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his youthful hose well sav’d a world too wide for his shrunk shank, and his big manly voice, 
turning again toward childish treble, pipes and whistles in his sound.  Last  
scene of all, that ends this strange eventful history is second childishness  
and mere oblivion, sans teeth, sans eyes, sans taste, sans everything. 
 
A Moon for the Misbegotten, by Eugene O’Neill 
Hogan:To hell with my breakfast!  I’m not a pig that has no other thought but eating!  Listen 
darling’,  All you said about my lying and scheming, and what I hoped would happen is true.  
But it wasn’t his money, Josie.  I did see it was a last chance—the only one left to bring the two 
of you to stop your damned pretending, and face the truth that you loved each other.  I wanted 
you to find happiness by hook or by crook, one way of the other, what did I care how?  I wanted 
to save him, and I hoped he’d see that only your love could—it was his talk of the beauty he saw 
in you that made me hope—And I knew that he’d never go to bed with you even if you’d let him 
unless he married you.  And if I gave a thought to the money at all, that was the least of it, and 
why shouldn’t I want to have you live in ease and comfort for a change, like you deserve, instead 
of in this shanty on a a lousy farm, slaving for me?  Can’t you believe that’s the truth, Josie, and 
not feel so bitter against me? 
 
 
MONOLOGUES FOR WOMEN 
 
Suggested for: Elementary students 
 
Charlie and the Chocolate Factory, by Roald Dahl 
 
Violet:  [Chewing ferociously on gum, waving arms excitedly, talking in a rapid  

and loud manner, from somewhere in audience.] I’m a gum-chewer normally, but 
when I heard about these ticket things of Mr. Wonka’s, I laid off the gum and 
switched to candy bars in the hope of striking it lucky. Now, of course, I’m right 
back on gum. I munch it all day long except for a few minutes at mealtimes when 
I take it out and stick it behind my ear for safe-keeping. To tell you the honest 
truth, I simply wouldn’t feel comfortable if I didn’t have that little wedge of gum 
to chew on every moment of the day, I really wouldn’t. My mother says it’s not 
ladylike and it looks ugly to see a girl’s jaws going up and down like mine do all 
the time, but I don’t agree. And who’s she to criticize, anyway, because if you ask 
me, I’d say that her jaws are going up and down almost as much as mine are just 
from yelling at me every minute of the day. And now, it may interest you to know 
that this piece of gum I’m chewing right at this moment is one I’ve been working 
on for over three months solid. That’s a record, that is. It’s beaten the record held 
by my best friend, Miss Cornelia Prinzmetel. And was she ever mad! It’s my most 
treasured possession now, this piece of gum is. At nights, I just stick it on the end 
of the bedpost, and it’s as good as ever in the mornings… 
     

Peter Pan, by J.M. Barrie 
Wendy:  Boy, why are you crying? You say that you are not crying? Oh, yes you 

are. What is your name? Wendy, Moira, Angela, Darling. What’s yours? 
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Peter Pan, is that all? Oh, it is. In that case, I’m so sorry. Where do you 
live? The second star to the right and straight ‘till what? What a funny 

   address. I ah mean, is that what they put on your letters? Well if you 
don’t get letters, you mother must get… You don’t have a mother? Oh, 
Peter. 

 
 
Black Butterfly, Jaguar Girl, Piñata Woman and Other Super Hero Girls Like Me, by Luis 
Alfaro & Lisa Peterson 
  

Raquel:  
Today, my teacher told us that we have to write about our life. Write about it? Is 
she crazy? We’re not even famous. Me, or the kids in my class, none of us, we’re 
not rich…what are we going to write about? My teacher told us that writing is 
what makes memories real. She said something about remembering, that I forgot 
already. So I get out my pen and I just start, making poems, about “this everyday 
life” my teacher thinks is worth remembering. I start writing like I’m walking. 
One word in front of another…and once I get started… It’s like… I don’t want to 
stop.  Can I show some of this to you? 

 

Suggested for: Middle and High School students 
 
Henry VI, Part 1 by William Shakespeare:  
 
Joan: Dolphin, I am by birth a shepherd’s daughter, my wit untrained in any kind of art; Heaven 
and Our Lady gracious hath it pleased to shine on my contemptible estate. Lo, whilst I waited on 
my tender lambs and to sun’s parching heat displayed my cheeks, 
God’s mother deigned to appear to me and, in a vision full of majesty, willed me to leave my 
base vocation and free my country from calamity: Her aid she promised and assured success.  In 
complete glory she revealed herself. And, whereas I was black and swart before, with those clear 
rays which she infused on me, that beauty am I blest with, which you may see.  Ask me what 
question thou canst possible and I will answer unpremeditated; my courage try by comba tif thou 
darest, nd thou shalt find that I exceed my sex.  Resolve on this: thou shalt be fortunate, if thou 
receive me for thy warlike mate. 
 
Tomorrow’s Wish by Wade Bradford 
 
Juniper: I kissed a boy once.  At least I tried.  I don’t know if it counts if they don’t kiss back.  
But I tried to kiss a boy and it almost worked.  Most of the time Grandma and I don’t get to see 
folks much, but we go into town.  Sometimes.  And Grandma says I just have to be careful to 
mind my manners, and Grandma says I’m real good at being careful, but sometimes I get so 
bored in that little town.  Only one video store.  Only two churches.  And the park only has two 
swings and a pool that never gets filled up anymore.  But in our little town there isa boy named 
Samuel.  He’s a bag boy at the grocery store.  He does it just right and never squishes the eggs. 
And he has red hair and green eyes.  And… (Laughs at the memory.)  Freckles all over his face!  
And Samuel 
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is so nice.  So nice to me and Gram.  He would always smile and always say “thank you” and 
“you’re welcome.”  If he says, “Have a nice day,” then you do.  That’s how good he is at his job.  
And I always wanted…I always wanted to be close to him, or to talk to him, without  Gram 
around.  And one day when Grandma had a  really bad coldI got to go to the store all by myself. 
And I bough some oyster crackers and some medicine.  Then I got to watch Samuel all by 
myself.  Watch him do his bag boy job.  I just stared and stared, trying to count all of those 
handsome freckles.  Then, he asked if there was anything else I wanted. I just whispered  “Yes.”  
(Pauses, closes eyes in remembrance.) And then I grabbed him by the ears and Mmmmm! 
(Pretends she’s grabbing and kissing him.)   That was my first kiss.  It was the most romantic 
moment of my life.  Until the manager pulled me off of him. 
 
Indoor/Outdoor, by Kenny Finkle 
Samantha: I suppose this is as good a time as any to tell you…I’m a cat. Hence the twenty 
siblings. I hated them all. Mostly because they were all mean to me. Miserable little jerks. Last I 
heard they were killed by cars. Just kidding, I don’t know what happened to them. Anyway, I 
lived like this for about three of four months. By then I was really really thin and sickly. I was 
probably on my last leg. Think Ghandi close to the end of the hunger strike. What? You think 
just because I’m a cat I can’t make cultural references? Hello! I sit in front of the TV 90% of my 
life, what do you expect?  
 
The Clean House, by Sarah Ruhl 
Ana: I have avoided doctors my whole life.  
 I don’t like how they smell. I don’t like how they talk. I don’t admire their emotional 
lives. I don’t like how they walk. They walk very fast to get somewhere—tac tac tac—I am 
walking somewhere important. I don’t like that. I like a man who saunters. Like this. Ana 
saunters across the stage like a man.  

But with Charles, it was like: BLAM! My mind was going: you’re a doctor, I hate you.  
But the rest of me was gone, walking out the door, with him.  
When he performed surgery on me, we were already in love. I was under general anesthetic but I 
could sense him there. I think he put something extra in—during the surgery. Into the missing 
place.  
There are stories of surgeons who leave things inside the body by mistake; rubber gloves, 
sponges, clamps—But—you know—I think Charles left his soul inside me.  
Into the missing place.  
 
Our Town, by Thornton Wilder 
Emily:  Live people don’t understand, do they?  They’re sort of shut up in little boxes, aren’t 
they?  I feel as though I knew them last a thousand years ago…My boy is spending the day at 
Mrs. Carter’s.  (She sees Mr. Carter among the dead)  Oh, Mr. Carter, my little boy is spending 
the day at your house.  He loves it there. –Mother Gibbs, we have a Ford, too.  Never gives any 
trouble.  I don’t drive, though.  Mother Gibbs, when does this feeling go away? –Of Being…one 
of them?  How long does it…?  Look!  Father Gibbs is bringing some of my flowers to you.  He 
looks just like George, doesn’t he?  Oh, Mother Gibbs, I never realized before how troubles and 
how…how in the dark live persons are.  Look at him.  I loved him so.  From morning till night, 
that’s all they are—troubled.  But, Mother Gibbs, one can go back; one can go back there 
again…into the living.  I feel it.  I know it.  Why just then for a moment I was thinking 
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about…about the farm…and for a minute I was there, and my baby was on my lap as plain as 
day.  

 
*** 

 
 
ACTIVITIES FOR THE COSTUME DESIGNERS: 
Ask each student to design costumes for a play, movie or book.  Pass out the costume design 
examples below, and ask them to answer in their designs the following questions: 
 

� What taste does this character have? 
� How is their personality expressed through their clothing? 
� How concerned are they about their appearance? 
� What are some of their favorite things to wear? 
� What sorts of fabrics and colors would they wear? 

 
 
 
Example of a Costume Design:                                 
 

Encourage the students to use fabric and other material 
swatches, and to draw their own designs with pastels, 
watercolors, pens or pencil, or to make a collage/composite 
from magazines.  Ask them to use their imaginations as they 
experiment – the designs need not be realistic or perfect.  
Continue to stress that design is a process! 
Once students have completed some preliminary design ideas, 
clear a space in the classroom.  Announce a character’s name, 
and ask the costume designers to come into the space and 
share their designs for that character, describing how and why 
they made their choices.  Repeat for the remaining characters. 
 
Post-activity reflection:  How did your perceptions of the 
characters differ from other people in the class?  Did your 
vision of the character change as other people shared their 
ideas? 
 
ACTIVITIES FOR THE GRAPHIC DESIGNERS: 

Design a poster for the play, using any scene or character monologue as the 
basis for your idea.  To begin, look over each of the posters Trinity Rep’s 
graphic designer Michael Guy has designed for previous shows at Trinity 
Rep. What do you learn about each show 
from the poster?  Which posters are you 
most interested in?  Why?  Which poster 
makes you want to come see the show? What 
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is the function of the poster in the artistic process?  
 
Create a poster you feel best represents the show, using any variety of creative materials.   
 
Include the following criteria on the poster: 
 

Example: 

Name of Play: A RAISIN IN THE SUN 
Playwright’s Name: Lorraine Hansberry 
Director’s Name:  Brian McEleney 
Address of Theater: Trinity Repertory Company, 201 Washington St., Providence, RI 02903 
Phone Number of the Box Office: (401)351-4242 
 
ACTIVITIES FOR THE SET DESIGNERS:   
Create a model or collage of the world of the play you are studying in which the story could 
occur.  How would you approach the design of a show?  What does the world of these characters 
look like?  What will be interesting both theatrically and functionally?  What colors, shapes, 
textures, and materials (wood, steel, glass, fabrics) will you use?  Feel free to use pictures, 
magazines, household products, or anything that you feel belongs in your conception of the 
world of your play.  Below is a set sketch from Big River, the musical based on your play, for 
students interested in creating a set sketch.  

 

 

REFLECTION 
Reflection is a key part of the theatre process, because much of what we do as artists and what 
you have been doing in this guide has to do with how something makes you feel, or how it 
affected you.  It also allows students to consider their progress and what they have learned 
throughout the unit. 

As an educator, it can also be difficult to assess student’s progress and performance in theatre.  
You want to concentrate on effort, rather than talent, and understanding rather than rote 
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knowledge.  Having students reflect and discuss what they are learning can help you to evaluate 
whether or not they are meeting the goals of your unit. 

Below you will find some ways to help you and your students reflect upon the lessons in this unit 
as well as evaluate their progress and achievements. 
 
BUILDING A RUBRIC 
Though we’ve listed this part of the process last in the study guide, developing a rubric and a 
language for reflecting on student work should be one of the first things you do. We suggest you 
develop a set of questions and a rubric for assessment WITH YOUR STUDENTS. Please 
develop these sets of standards early in your unit so students will know what makes their work 
effective and how they can improve upon it. 
 
One of the first reactions that students have to seeing a performance is their need to identify 
whether it was “good” or “bad”.   It is imperative that you take the time to develop a constructive 
language for reflection on all activities, as the students will eventually be assessing not only 
themselves, but also their classmates.  Developing a rubric with your students will help to 
discourage such sweeping, negative and ultimately useless comments, such as “That was 
horrible!” by forcing students to explain their reaction to an activity, based on a set of standards 
developed by the group.  It is also a good idea to have students identify elements that worked and 
elements that didn’t work, no matter what the activity.  Different activities will have different 
criteria for success, so take these student-generated rubrics and post them visibly in your 
classroom to use throughout your performance unit. 
 
Remember that art is subjective and people tend to have completely emotional responses to it. 
Avoid the use of the words “good” and “bad” in discussions as these carry a value judgment.  
Try, for example, “effective” and “less effective”, which are not absolute, and require a more 
informed explanation.  While emotional responses will play a role in the building of your rubric, 
the students should also use their knowledge of the art form, the content of the play, or any other 
relevant information to form their opinions and their assessment tool.  In fact, the development 
of the rubric is one more way in which we measure the student’s comprehension of the material.  
Use some of the following questions to begin to develop a rubric for performance: 
 

� When you see a performance, what makes you enjoy it? 
           (Potential responses: it’s funny, it tells a story, it makes me cry) 
� What do you think are the elements of a good performance? 
           (Potential responses: you’re loud, you show your emotion, focus) 
� What steps did you need to take to create a performance? 
           (Potential responses:  brainstorming, an outline, rehearsal) 
� What elements of your performance were effective? 
            (Potential responses: we were loud, there was action) 
� What would you change for next time to make the work stronger? 
� What elements were used in the performance to clearly communicate to the audience?   

 



 34 

EXIT SLIPS 

Exit Slips are a good exercise to have your class do every day.  They will help you learn what 
students are having trouble with and what they really like, and it will also be a chance to gain 
some insight into their personal opinions and thoughts. Exit slips should be collected as students 
leave class each day. 

End your class five minutes early.  On a piece of paper that they will hand in as they exit the 
classroom, ask students to write you a personal note about how they thought the class went for 
them.  Each day give students a new prompt such as:   

What was successful about today’s class?  Why was it successful? 

 
 What could you/your group do to improve your work? 

 
 What questions do you have about the work we’re doing in class? 

 
 
KEEP A LOG 
A log is the record of a journey.  Ask students to keep a record of their own journey as you study 
and see a production.  Leave time at the end of each class for students to write in their journal.  
Help them with prompts such as: 

� What are some of the lines you particularly enjoyed?  Why? 
� What are some personal impressions of the characters, and reactions to the ideas or 

subjects that come up as you read and participate in the activities and scenes? 
� Write out notes on how you would perform one of the characters.  What draws you to a 

particular character? 
� What are some reoccurring words or phrases? What is their importance? 
� What do you think the title signifies? 
� Which exercises in class did you enjoy?  What made the scene or activity engaging and 

interesting for you? 
� What skills do you think you need to improve on the scene you performed? 
� What was the best part of the performance you took part in and/or saw at Trinity Rep? 
� What were your impressions of the set, acting, lighting and staging after watching the 

show at Trinity Rep?  How was the space used?  Were the actors committed to their 
performance?  Do you agree with the choices of the director, actors and designers?  What 
would you have done differently?   

 
REFLECT IN SMALL AND LARGE GROUPS 

� Using the prompts above ask the entire group to reflect on the performances. 
� Ask individual students to reflect on one specific aspect of the performance. 
� When doing small group work, ask students to focus on a specific aspect of the 

performance to work on (i.e. focus on improving commitment of your performance). 
 
 
ORIGINAL REVIEW 
Ask students to review the play they are reading, or attending, from their unique perspectives as 
young adults.  Send the reviews to your local newspaper or to Trinity Rep at 
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education@trinityrep.com.  The Education department will choose one or two reviews to post on 
the theater’swebsite and to exhibit at the end of the school year. 
 
 
 
 


