IN DIGITAL SPACE
2020

MANUAL FOR EDUCATORS

Besnik Leka, Demir Mekic, Ida Avdibegovic -Karahasanovic, Jasmina Bilalovik






CIP - Katanorusaumja Bo nybnvkauumja
HauuoHanHa n yHuep3suTteTcka 6ubnuoteka "Cs. KnumeHTt Oxpuackn”, Ckonje

316.614.3:792.09]:004.738.5(035)
792.09:316.614.3]:004.738.5(035)

THEATER of the oppressed in digital space : 2020 : manual for educators / Besnik Leka... [ n
ap.]; translation to Macedonian: Elena lvanova Boshkova, translation for Albanian version:
Vjosa Taipi, translation for Serbian version: Ida Avdibegovic- Karahasanovic. - Ckonje :
OOPYM Uunsunen muposeH cepsuc e.B. KenH - CP l'epmaHuja - nogpyHuua Bo Peny6nvka
CeBepHa MakefoHuja,, 2021.-236 ctp. (60; 60 ; 60 ; 56) : unyctp.; 30 cm

TeKcT Ha aHr . ja3nK co HaropedeH npeBof Ha Mak., anb. 1 cpn. jasuk. - OycHOTW KOH
TeKkcToT. - Apyru aBTopu: Demir Mekic, Ida Avdibegovic -Karahasanovic, Jasmina Bilalovik. -
Brubnuorpaduja: ctp. 59. - CogpxumHa: TeaTap Ha yrHeTeHU BO guruTaneH npoctop : 2020 :
npupayYHK 3a egykatopu / becHuk Jleka, lemnp Mekuk, ina Asgnberosuk -
KapaxacaHoBuK, JacMuHa bunanosuk ; Teatri i té Shtypurve né hapésirén digjitale : 2020 :
doracak pér edukatoré / Besnik Leka, Demir Mekiq, Ida Avdibegovig-Karahasanoviq,
Jasmina Bilaloviq ; Pozoriste potlacenih u digitalnom prostoru : 2020 : priru¢nik za
edukatore / Besnik Leka, Demir Meki¢, Ida Avdibegovi¢ -Karahasanovi¢, Jasmina Bilalovic¢

ISBN 978-608-4956-00-6

COBISS.MK-ID 53367045

Translation to Macedonian: Elena Ivanova Boshkova

Proofreading of the Macedonian translation: Krum Velkov

Translation and proofreading for Albanian version: Vjosa Taipi

Translation and proofreading for Serbian version: Ida Avdibegovic- Karahasanovic
Design - Zlatko Nikodinovski






INEFOTUCTION ..ttt e st e e bt e et e e e e e e s b e e e 6
WhO IS this ManUAal TOIr? .........oooii e 7
What can we use Theatre of the Oppressed fOr? ... 7
The Power of Theatre of the OppPressed ... 8

What exactly is Theatre of the OppPressed? ... 11
Redefining the space of ToO, online theatre and physicality in the time of Covid 19; issues
Of OPPreSSION AUING CriSIS ..viviiririerieeietereetere ettt st sb e b s ne b e 14
Games and exercises for the online Theatre of the Oppressed ..........ccoccceieeiiiiiiiinnee, 16
Categorization of the games and exercises in TOO ......ccoevverereeieneneereneeee e 17
Feeling what we touch: The cross and the Circle ... 18
Listening to what we hear: Counting in Pairs (“1-2-3") ..coceriiriinienienieneereeseeee e 18
Dynamizing several senses: Conquer the space (elbow-knee) .......cccccccevevvvevenieccnennenne, 19
Seeing what we look at “What has changed?” ... 20
IMIFTOT ZAIMIE .ttt et b e sb e s bbb e b e s be e saeesbnesnnens 20
The memory of the senses: Remembering yesterday .......cccceverienienieniieniienienieneenens 20
Application of ToO games and exercises in different functions in relation to the group
work and managing the group dyNamICS. ...ccevieiererierienenieeseeeese e 21

Writing the name With the DOAY ....c.ooveiiriie e 21

Stand up, Sit, Left, RIGNT c..eoeeeeeeeee e s 21

| take the Dall c..c..ooviiiiiii s 22
The Johari Window (aCtiVIty/am@) .....cceiviiriinieiieitesiterieesie ettt 23
Representing DY ODJECE ..o 24
NAME STOMY BAME ..eiiiiiiiiiiiiii i sb e s b e sb e e s b e s baeeas 25

Relation With @ Chail c..c..ccciiiiiiii e 25
IMIPIOVISATION ettt be e sbe e s e b b 25
IMAZINE YOUE GANCE .ttt ettt st st s bttt s b e s e s b e snesbeeseenesanenne 25
“SINGING TN ThE FAIN" (.t r e sne s 26

TOUCR BIUE . 26
SEVEN [OVING TOUCNES ..ot 27
Characters in the MOVEMENT ..ot s e 27
BUIIAING @ STONYIINE ..t s 28



RS 1 Y = (o PRSPPI 28

What @re YOU AOINE? ....eoiiieeieeteeeet ettt ettt sttt et st st e s abesate st e satesaseesbeens 29
Image Theatre, Usage and PracliCe .....c.ovierierienienieniete ettt 30
IMAGE TNEALIE EXEITISES ottt ettt st st s e saaesaaesaseenees 32
IMAZE OF tNE WK ..ottt st st b e st e ae s e e ae e 32
IMAage Of the FaMIlY ..cuiiiiiee e st sae e 32
JOINTIMAEE / PUZZI ..ttt ettt et st st s e b sbees 33
FINGHIZE The IMAZE .. ittt et et e e et e e sbeenbe e 33
Images of freedom and OPPIrESSION ...cceiciiririiriirieere et st e e 33
POWEE T 1O 5 ittt 34
Sculptures/ SCUIPLING EXEITISES ....oiuiiiieriieiieriiest ettt sttt st sttt sttt saee s 34
DYyNamization Of IMAZES ..ccvivuirieiiriiieieseet ettt st sttt s a e b e sbe et e sbesseenbeas 35
Digging Up the StOrieS/tOPICS/ISSURS ..covuiiriiiriieriieniteritesitesite sttt sbe et sbe b b e sbeesbe e s 36
SYMDBDOI OF OPPIESSION vttt st st s be s s e besbaeneessneneas 41
Making a performance (text on practical things to keep in mind when it comes to online
L0 A TT= L =) TR 42
Dramaturgy of Theatre of the OpPressed.........ieriniiniinineeneeeee e 42
DeVelOpiNg @ CRAraCLOY ....c..iiiieeeeeee ettt sttt st s e s sbeesaeesaeesbeesatens 43
Games and activities that will contribute to character development:.........ccceverierienienne. 44
(@o] o] 7T ot 1Y PP P PP P PP 44
TUurning Objects INTO SUDJECLS ....oiuiiiiieieeeeeeee ettt st st sae e 44
HASH (Happy-ANgry-Sad-HapPY) . oueecueeierieeieeieeieeieeie sttt ettt sttt st 45
HOT SEAT....eiiiiiiiiiitet e 45
Process of FOrum Theatre (INteIrVENTIONS)......uiu et eeetee et ee e s earr e e e e ssarreeesssnreees 46
LTSN o (SN0 At 1=l o] T PSR 47
Setting up an agenda for the online workshop/training of Theatre of the Oppressed.....52
A list of things t0 KEeP iN MING....ciciiiiiiiiierieeeseeee st 52
An example of the agenda of Theatre of the Oppressed Training/ Workshop................... 53
Conclusions/ ReCOMMENAATIONS. ......ooiriirieriieeereeee et 59
References and additioNal FESOUITES.........ovriririrereeteeee et 60



Forum ZFD Macedonia, in partnership with Media Artes (Ohrid) decided to explore the
possibilities and to create educational resources, to train and inspire peace educators
from Western Balkans for using alternative drama and theatre educational techniques
when teaching online - or more precisely for using theatre of the oppressed theatrical
forms in peace education in digital space.

For that purpose, the partners, with the support of a team of qualified professionals
composed of Besnik Leka, Demir Mekic, Ida Avdibegovic- Karahasanovic, Jasmina
Bilalovik, Dragan Atanasov, Gjorgji Lazov, and with the support of forum ZFD's intern
Clémentine Dupont, SEEYN learning house - web learning platform of the South East
European Youth Network, developed and implemented an online training for educators
and produced several various format educational resources for using Theatre of the
oppressed in digital space and online learning.

The publication in front of you, is one of the resources produced within this partnership.
It is a Training manual for (peace) educators on using theatre of the oppressed theatrical
forms in peace education in the digital space. In it, peace educators will find information,
instructions, suggestions, ideas and inspirations for training program and activities that
can support their efforts in organizing and implementing theatre of the oppressed based
peace education opportunities, in both online and on the spot setting.

forumZFD




The manual is designed for all (peace) educators in formal and non-formal education such
as teachers and school-based educators, community workers, theatre professionals,
youth workers and youth educators in NGO sectors etc., who would want to use artistic
techniques in their educational activities. It is designed having in mind that Theatre of the
Oppressed learning experience, can be offered in a wide range of different settings,
locations, occasions and to different groups of learners, such as:
- Children and youth
- Adults: (families, parents, neighbors, teachers, educators and others with different
professional backgrounds and profiles e.g. journalists, businessmen, police
officers, medical doctors (Physicians), teachers, workers, decision-makers, and
SO on.)

In this period, due to the pandemic of Covid 19, there are many attempts to adapt
different educational techniques so as to be applicable to the online space. This Manual is
one of those attempts to adapt the use of theatre and drama-based learning techniques
to a different educational setting and to provide an online alternative for peace educators
in these challenging times.

Theatre of the oppressed can be a very valuable technique that, depending on the

contexts and the learning needs, and with related aims and objectives of the learning

experience, can be used:

- To create space for presenting and reflecting on situations, happenings, feelings,
thoughts, ideas, values, attitudes, behaviors, relationships etc.;

- To enhance critical exploration of a situation and critical thinking;

- To address and provide space for exploring the systemic nature of different forms
of oppression;

- To explore and support the understanding of a concrete individual, group or social
problem or issue;

- To offer choices, give voice to those who are oppressed;

- To explore ways of engagement targeting by standards and possible alternatives;

- To create space for learning through sharing experiences,

- To motivate and inspire positive change. In some situations, used by trained profes
sionals and in a professional setting, the Theatre of the oppressed can also be con
sidered as a powerful systematic psychotherapeutic technique.



Theatre is a very powerful instrument in the educational processes because it provides a
certain degree of intimacy and engagement of the audience on a physical, intellectual and
emotional level. Forum Theatre is a ‘collective rehearsal for reality’. As Boal says, theatre
is @ ‘human language’ (Boal, 2004), therefore community-theatre educational programs
allow people to develop their inner talents and abilities, assisting them to express
themselves in new forms'.?

Theatre of the oppressed is suitable for use with different groups of people and ages and
can be used to give them an opportunity to engage in one of a kind learning experience of
exploring, reflecting and discussing jointly on various topics. Performing artists perform a
brief dramatization, which outlines a delicate point and energizes talk among the group of
onlookers, allowing long-held beliefs and views to come out in the open.

Theatre of the Oppressed is an arsenal of theatre techniques and games that seeks to
motivate people, restore true dialogue, and create space for participants to rehearse -
“taking action”. It begins with the idea that everyone has the capacity to act in the “theatre”
of their own life; everybody is at once an actor and a spectator. We are “spect-actors!” —
a term created by Augusto Boal to describe those engaged in Forum theatre. It refers to
the dual role of those involved in the process as both spectators and actors, as they both
observe and create dramatic meaning by taking action in the performance.

Theatre of the oppressed contains an underlying belief that we all have inner talents that
can be utilized to learn new issues about ourselves which is the basis for the show's aim
to provide 'Ethics training through interactive drama'. The very nature of theatre of the
oppressed, including the encouragement of dramatic art (script-writing, acting and
directing), allows for instant creative debate to touch on real-life dilemmas, and very often
for the first time. The show's goal is to create discussion in the search for different ways
and approaches, while encouraging open dialogue and responsibility in every individual.
A driving objective is to force participants to explore and analyze assumptions and
develop the courage to think independently.

Boal points out that when we are simply passive audience members, we transfer our
desire to act onto the characters we identify with, and then find that desire satisfied as the
conflict resolves itself on stage, in films or in the news. Catharsis as a substitute for action.
Boal's theatrical educational strategies ‘reenact reality’, by facilitating the audience to
examine the issues which affect their lives, identifying the root-causes of the problems,
and assisting them to find realistic and practical solutions to improve their situation - a
process which Freire (1970) termed ‘concretization’. 2

Boal (1979) tries to empower people to recognize and combat the oppression in their life
caused by external factors (the exploitative system, the authorities in power, the
institutions which perpetuate injustice and discrimination, etc.) Theatre of the Oppressed
focuses more on the social contexts. Furthermore, it is a form of storytelling through the
performing arts, drama, acting that engages both the mind and heart of the performer as
well as the spectator. Usually the process consists of:

- |dentifying the problem or issue needing to be addressed in society;

- Researching the subject;

- Brainstorming and presenting a story or concept that shows options and choices in
a creative way;

1 The ZiPopo show, Association for Creative Moral Education
2 Freire, Paolo (2017): The Pedagogy of the Oppressed, Penguin Books, Brazil 8



- Consulting on an action plan for producing a piece that will express both the prob
lem and the possible ways to deal with the problem (including artistic direction,
music, costumes/props, post-performance activities, etc.);

- Implementing the plan (i.e. organizing performances, trying to reach a wide
audience);

- Reflecting on the entire process, taking into account what worked and what can be
improved, and try out the implementation of possible ways for improvements.

Nevertheless, it is important to establish what might be specific to Theatre of the
oppressed role here. There are sets of attitudes by which theatre of the oppressed is
organized and autonomous in its own right. As Boal suggests, theatre is inherently a
particularly ‘efficient weapon 3, distinct from other forms of art, for example literature,
since it makes an immediate contact with its audience. In the Theatre of the Oppressed,
Boal outlines four different practical approaches which help to understand the
importance of the conditions needed to practice this form of theatre. This is further
practically explained in Games for Actors and Non-Actors 4. This book maintains the basic
principle that forms the structure of practicing Theatre of the oppressed and suggests five
categories of activities:

Feeling what we touch;
Listening to what we hear;
Dynamizing several senses;
Seeing what we look at;
The memory of the senses.

uhWN =

Within each of these, there are several different categories. For example:

Feeling what we touch is composed of some general exercises like walks, messages,
Integration games and gravity games; Listening to what we hear includes rhythm,
melody, sound, breathing rhythm and internal rhythm, Dynamizing several senses
brings previous work together, for example using blindfolds and encouraging sensitivity
to sound and space and each other. Seeing what we look at introduces Image theatre
techniques. For example, we can use mirror exercises and move on to sculpting, image
creation and character games. The memory of the senses leads us to make images,
thereby expressing either specific subjects or our own experiences. These categories are
important if we want to explore the practice of Theatre of the Oppressed. It is always
important to be aware of this practice if you have limited time - from our experience in
online workshops, the basic elements can be included even if time is limited: preparing
the body, use of games to connect the group and energize, focus on introducing the
issues of power, creation of images, and their dynamization and transformation.

Theatre of the Oppressed is often referred to as - a body of theatrical techniques and
point out to a much greater “body” - a complex, interdisciplinary, multivocal body of
philosophical knowledge that encompasses the works of Paulo Freire and Bertolt Brecht,
carnival and circus, the Brazilian theatrical avant-garde of the mid-twentieth century; and
the influences of Hegel and Aristotle. The power of theatre is there to imagine an
immediate experience that is also transcendent. A unique moment that transcends
everywhere. A critique that provides concrete solutions. An open platform of possibilities
that takes nothing for granted.

3 Boal, Augusto (1979): Theatre of the Oppressed, Pluto press, London.
9 4 Boal, Augusto (1992): Games for Actors and Non-actors, Routledge, London.



Young people get empowered by utilizing theatre towards personal and societal
transformation, thereby becoming active agents of positive change in their communities
and proactively tackling challenges that affect them and their communities. Through
theatre, children and youth from different backgrounds learn how to work together in
teams, create and perform artistic events and gain life skills such as consultative
decision-making, creative and critical thinking, self-expression, tolerance, conflict
resolution and organizational skills.

There is a lack of understanding why arts are regarded secondary to core subjects.
Research> would suggest by participating in theatre, the youth learn things such as:
creativity, collaboration, team building, communication skills, critical thinking etc. Other
studies® have shown that strong schools theatre programs can help improve students’
academic performance and attendance

CHAPTER

How 1o use ToO IN
PEACBUILDING EDUCATION

How to use TeQ in peace education ?

Check out the video available on: https://youtu.be/0B918Lqjlyk and http://www.-
seeyn.org/elearning/mod/hvp/view.php?id=385

5 https://www.orlandorep.com/kids-need-theatre/

6 https://www.deseret.com/2014/3/17/20537566/a-teach-
ing-role-how-theatre-enhances-academic-ability-performance-in-youths#young-actors-participate-in-a-performance-of-university-of-utah-y
outh-theatres-crow-and-weasel and https://www.aate.com/benefits-of-theatre-ed
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Theatre uses dance, drama, image, music and movement as tools to illustrate and
reinforce learning. Around the world, art has proven to be a powerful form of non-verbal
communication and a direct channel to reach both people’s hearts and minds. As the
youth’s/adults' understanding grows, they will “perform” on a regular basis in front of
different audiences, acting as multipliers and spreading their education to their peers and
communities. In addition, theatre will encourage the youth to take part in community
services, such as volunteering. Thus, the youth will experience the meaning of civic
engagement first hand and develop a sense of responsibility for their communities.

Theatre of the Oppressed is a form of theatre that was developed by Augusto Boal,
theatre practitioner and political activist in the 1970s. Augusto Boal's background refers to
a specific era in Brazilian history, known as the Vargas-Era (1930-1945), a politically
unstable era and an era of military dictatorship, bringing about a social gap, poverty and
discrimination. All of this strongly influenced this phenomenal, complex system of
techniques developed to give theatre its fundamental role and heritage of political
intervention and peaceful redefinition of the rules of society.

"THE THEATER
ITSELF [S NOT
REVOLUTIONARY: IT
IS A REHEARSAL FOR
N THE REVOLUTION"

Image Augusto Boal em aula sobre o Teatro do Oprimido em SP, em 1979. source:
https://www1.folha.uol.com.br/ilustrada/1184477-serie-de-lei-
turas-e-debates-em-sp-recupera-a-obra-de-augusto-boal.shtml
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This method uses theatre as a means of social and political change and it consists of a
series of games, exercises and techniques which involve the body, the senses and engage
personal experiences of participants to create opportunities for critical reflection of our
social reality, build dialogue and jointly search for bottom-up solutions to social issues. It
is an interactive and participatory form of theatre, and it creates safe space for people to
rehearse their actions and find various ways of personal and social transformation, which
they can use later in reality.

Theatre of the Oppressed has a strong social and political background, since A. Boal was
inspired by many theorists and activists, especially by Paulo Freire's work and his book
“Pedagogy of the Oppressed” ”. Originally, Boal used his method to work with peasants
and workers in Brazil, aiming to empower them to fight against inequality and oppression
in society. In Boal's Theatre of the Oppressed there is no spectator who passively watches
the actions of the actor. A person becomes a 'spect-actor' by involving and doing, bringing
actual change in the scene. There is no “fourth wall” and the audience in the performance
creates their own vision of the performance, by giving concrete solutions to the
represented issues. (further readings: “Theatre of the Oppressed” by Augusto Boal)®

Boal mentions a few phases in becoming a spect-actor:

- First phase: know your body. In this phase the person becomes aware of their
body, sounds and movements.

- Second phase: make the body expressive. A person learns how to express them
selves through their body.

- In the third phase, there are different levels of participation:

- Simultaneous dramaturgy - where a person from the audience
gives directions to the actors on how to behave and how to solve the
problem.

- Image theatre- where they express their feelings and attitudes
through still images.

- Forum theatre - where the audience intervenes by taking the role of
the protagonist in the prepared scenes and changes the direction of
the play.

- Fourth phase - theatre as discourse. There is a dialogue and the audience actively
participates in it.

Theatre of the Oppressed has many techniques that were developed in different periods
of time, depending on the defined needs of community. They have changed over the time
and Boal developed new techniques. They are all presented in the “tree of the Theatre
of the Oppressed” but let’s briefly list them here too.

Games have clear rules but at the same time they urge for creativity and freedom. They
serve to break the barriers and create a safe place. (further reading: “Games for Actors
and Non- Actors” by Augusto Boal)°

Image theatre is a technique where the participants of the process communicate by
using their bodies and create still images to express their ideas, attitudes and/or feelings.

7 https://envs.ucsc.edu/internships/internship-readings/freire-pedagogy-of-the-oppressed.pdf
8 Boal, Augusto (1979) : Theatre of the Oppressed, Pluto Press, London,.
9 Boal, Augusto (1992): Games for Actors and Non- Actors, Routledge, London. 12



Forum theatre is one of the most popular techniques that opens a dialogue on certain
social and important issues, by involving the audience, by inviting them to propose
solutions to the given problem.

Newspaper theatre is a set of exercises and techniques where the main source for
exploration of social issues are newspapers.

Rainbow of Desire is a technique that deals with internalized oppression (emotions,
mental obstacles, internalized norms). It uses mostly images as a means to explore those
issues. In many ways, it resembles psychodrama and sociodrama, but Boal emphasizes
the culture’s role definitions as being of more importance than individual quirks or
family-of-origin dynamics. (Further readings: "The Rainbow of Desire" by Augusto Boal)

Invisible theatre uses public space to present the scene of oppression. The scene is
played as a real - life event, and the aim of it is to explore the reactions of the community
on different issues, but also to bring to the table important issues that the community is
dealing with.

Legislative theatre is a technique similar to Forum theatre, but focuses on the specific
laws and legislation, bringing together citizens and institutions’ representatives. This is the
highest level of participation of an individual, in creating laws directly. (further readings:
“Legislative theatre: Using Performance to Make Politics” by Augusto Boal) 1*

Direct action is a technique similar to Invisible theatre. It involves theatrical approach to
protests, demonstrations, marches... (an example of a street theatre action, organized
with young people in Ohrid, as part of awareness-raising campaign on youth activism and
civic engagement can be found on the following
link:https://www.facebook.com/events/376277606052359/?active_tab=discussion )

1 i

‘:fﬁ:--~ Ynn4yHa Tearapcka akuuja v cieM-neppopmMaHc

[en oa ynu4Hata Teatapcka akuwnja-urpa "AupureHt”

10 Boal, Augusto (1995): The Rainbow of Desire, Routledge, London.
13 11 Boal, Augusto (1998): The Legislative theatre; Using Performance to Make Politics, Routledge, London.



Theatre of the Oppressed is used all over the world for social and political activism,
community building, conflict resolution and many other issues, and it is recognized as a
means of social change by UNESCO.

Theatre, being the art of “here-and-now”, as well as the artistic medium with strongest
social dynamics, has been among the artistic disciplines that are most affected by the
pandemic caused by the corona-virus. In these times when social distancing becomes an
imperative and a new norm, and public gatherings are restricted or altogether banned,
the interpersonal relationships and interactions are in a process of permanent,
irreversible transformation. It is inevitable that this transformation will be reflected in the
new, corona/post-corona dramaturgy and in the process and technology of
theatre-making and performing for the audiences.

After the initial response of resistance, fairly quickly after the outburst of pandemics,
many theatre-makers have started to search for ways how to adapt themselves and their
work to the “new normal” which has been marked by social distancing, isolation and
restrictions, searching for formats on how to adapt their work to the new conditions.
Putting video-recorded theatre works online, as well as life-streaming of newly-produced
live performances, are some of these new formats. It is debated among the theatre
practitioners that online theatre is not and cannot be a substitute for real theatre. The
argumentation states that the essence of the pleasure and delight of the theatrical art
resides in a relational fact; that of the extraordinary liveliness of a performance being
"seen" in situ; in the widest possible sense of the word: taken in, perceived, or cognized.
In addition to this argumentation, is the one saying that the pleasure we derive from
theatre is not limited to the bounds of the aesthetic; the sense of community, communion
and the play inherent in such a coming together is older and more significant than the
aesthetic dimension of theatre.

Similar are the challenges of the educational process in the times of pandemics. The main
challenges of the online creation and teaching are related to the fact that there is no
physical presence (no smelling, no touching etc) in the online space. The lack of
interaction with the audience means that certain forms of performance art are not
possible; at the same time, it is difficult to keep the attention of learners/audience in the
online space.

When it comes to the needs and challenges of the process of teaching/learning, time and
space are crucial elements, both for the teacher and the learner. To address this, one
needs to develop forms of arts and/or teaching that are adjusted to the online platforms,
or especially made for online.

Theatre of the Oppressed, being one of the major intersections between theatre and
education, embraces challenges faced by both disciplines. In its normal, physical “off-line”
mode, it makes one of the most efficient tools for experiential learning, both for
individuals and the communities. When it comes to the issues of oppression, these are
evermore present and burning in the time of crisis. Delving more into the specifics of
these, if one looks back at life in the past months since the pandemics had started, it will
be recognized
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that there are a few topics that are common to all people, globally (or at least in the
majority of the Western world). One of them is definitely related to the sharing of the
living space of our homes, with our “flat-mates” (be these our family-members, partners
or room-mates), in the time of physical distancing, and the related frictions and
challenges. The other topic assumption is related to the issue of working from home vs.
return to the office. As the restrictions lift; does the system ask us to choose between our
careers and our family’'s health? And of course, the issues of protests upholding the

human rights, freedom and justice, remains to be even more prominent in the time of
global crises.

Video lficrial Tod dgid space poashilfiss and challenges

i

Check the possibilities and challenges in online application of ToO on the following links
https://www.youtube.com/watch?v=JHHWQFCFHsY&feature=emb_title/
http://www.seeyn.org/elearning/mod/hvp/view.php?id=456

Having said all of this, mentioning all the pros and cons for online theatre, we also have to
admit that the need for a dialogue, and for creative action, not only remains to be there in
the time of the pandemic, but is even more acute. The online platforms can and do
provide certain context for a dialogue in general (in its essential definition as flow of
meaning). When it comes to the online theatre (including ToO) in particular, the territory
is still to be charted, as the issue of physicality in the online space still remains unresolved.
In this time, when entire already-existing communities move online, and new ones are
created in the online space, some institutes that are engaged in the higher education in
arts-including the performing arts (such as Fontys University Master of Education in Arts
from NL,*2 which is using the SAMR model and Augmented Reality technologies), started
developing research programs and technology on how to enhance the quality of
experience-both performing and learning- and the sense of presence in the virtual world.
Will these new technologies replace the actual physical presence and compensate for the
quality of theatrical experience as we know it? Probably not. But, we believe that through
exploring the issue of physicality and presence in the online space, these will definitely
contribute to the quality of the learning experience. Our ToO online project also aims to
give some contribution in this direction.

12 https://fontys.nl/Professionals-en-werkgevers/Opleiding-
15 en-en-cursussen/Master-Kunsteducatie-deeltijd 1.htm?fbclid=IwAR1zKPnbD70t8W8xhqEvXHQGZ7__jIEIZi9yMNrAfq60-k20WuMPfA3ECJ8



The Theatre of the Oppressed, and Forum Theatre, as its most popular and famous
method, uses games and exercises as part of its armory.

— The games are aimed at
increasing the expressiveness
of the body as a sender and
receiver of messages. The
games are sort of a dialogue,
and they require an
interlocutor. The game is
extroversion. Some of the
games used in ToO were
developed starting from
different children's games,
from all around the world,
and are in fact an adaptation
of these. Others were
invented through the work of
the founder/father of the ToO,
Augusto Boal himself.

The exercises, on the other
hand include physical,
muscular movements
(respiratory, motoric, vocal)
and are used to help the ToO
performers to gain better
insight and recognition of
their own body, its muscles,
nerves, its connections with
other objects and bodies, with
the space itself etc. The
exercises in ToO are aimed at
increased awareness of the
body and its mechanisms, its atrophies and hypertrophies, its capacity to regenerate,
restructure and reharmonize. Each exercise is a physical reflection of the actor/participant
who is performing it. In that sense, the exercise is a sort of a monologue, introversion.

Games and exercises in ToO do not come in ‘isolated’ form but are rather mixed. Adrian
Jackson, one of the Augusto Boal closest collaborators, calls them “gamesercises”, as there
is a fair amount of game in the exercise and fair amount of exercise in the game. The
difference, at the end, depends on the didactic intent.

No theatre is possible without the spirit of play and pleasure- even (or especially) when it
deals with ‘heavy’ topics!

When doing the ToO online, in all the ToO activities- including games and exercises, as well
as presentations and other activities, the joker and participants need to be aware of the
camera and its importance as an invisible partner that must be taken into consideration,
kept in mind and played with. How does this statement translate into practice during the
ToO online session? Well, as a participant (including joker) you need to define and
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designate the space in which you sit, move and do the physical activities during the
session. This is the space that is caught by your computer’s camera and is contained in the
frame of your monitor. It is useful to mark the boundaries of this space, especially if you
are not a professional performer and/or if you are not experienced in playing in front of a
camera. Why? Simply because what you do during the ToO, all your actions, need to be
seen by the Joker, the other participants and/or the audience; otherwise, if you are outside
the reach of your camera and you are not in the frame, even if your performance is the
best (an Oscar-winning) it will be pointless if others can’t see it and interact with it and with
you as an actor/participant. The same applies to the sound, therefore it is really advisable
to check the intensity of your voice against the speaker you are using, and especially when
you are further away from it, in order to make sure that other participants in the ToO
session can hear you. All this may sound as if we are commenting and stating things that
are just too obvious; however, it is useful to bring these into awareness, and to prepare
beforehand the ToO session; otherwise, too much energy and time might be spent into
figuring out and solving these issues during the session, resulting with less effective
implementation of the working plan. To sum up: be aware where your camera and
microphone are and play for and with them as an invisible partner, as these are the “eyes”
and “ears” of your colleagues- ToO participants in the session, and/or “eyes” and “ears” of
your audience.

In systematization and elaboration of the games and exercises used in ToO, Boal starts
from the principle that the human body is a unity-an indivisible whole, whose physical and
psychic apparatuses are inseparable, which is in line with Stansilavski's work on physical
actions and its conclusions that the ideas, emotions and sensations are all indissolubly
interwoven. “A bodily movement ‘is’ a thought, and a thought expresses itself in a
corporeal form™s3. Alongside with the first unity-the unity of physical and psychic
apparatuses, Boal defines the second unity-the unity of the five senses which are also
interlinked and out of which none exists separately. The senses suffer in the bodily battle
with the world, and we start to feel very little of what we touch, to listen very little of what
we hear, to see very little of what we look at etc. In daily life too often, the body adapts
itself to the job it has to do, and starts to feel, listen and see according to its specialty, thus
developing atrophies and hypertrophies. The overall goal of Boal's games and exercises is
to break the automatization of the body and its “specialization”, so it can be reharmonized
to send and to receive all possible messages. Boal systematizes the games and exercises
used in the ToO, into five categories. In the first category, the aim is to bridge the gap
between touching and feeling; in the second, between listening and hearing; in the third,
the aim is to develop several senses at once; in the fourth, to try to see what we look at
and in the fifth category the aim is to reawaken the memory of the senses. Following are
examples of games and exercises in each of these categories which also serve specific
purposes in terms of group dynamics and process. Some of these are modifications and
adaptations of the original games/exercises for the online ToO.

17 13 Boal, Augusto (1992):"Games for actors and non-actors’,(Chapter 3: page 49), Routledge, London.



How 10 use exercises in ToQ?

Course mansgement

Watch the tutorial on how to use exercises in ToO available on SEEYN learning house:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=387&forceview=1

Main Topics: Coordination, shifting between the left brain and right brain, focus

Group Size: Any

Duration: 5 min

Supplies: none

Instructions: The participants, who are either standing up, or sitting down, are asked to
draw a circle with their right hand. It can be large or small, doesn't matter. This is an easy
task. After a while, the facilitator/Joker asks the participants to stop. He/she gives them a
new instruction: to draw a cross with their left hand. This is an equally easy task. After a
while, the facilitator/Joker asks them to stop and then gives them a new instruction: to do
both tasks at the same time. Then it becomes almost impossible. Theoretically, this should
be the easiest exercise; however, because of our psychological and physical
mechanizations, it is quite difficult to achieve it practically.

Main topics: Verbal and non-verbal communication,

Sub-topics: Rhythm, focus, listening, collaboration, responsibility

Instructions: In a setting with physical presence, this game is done in pairs, where the
partners face each other. In the online adaptation, the pairs go into break-out rooms and
the partners look at each other on the monitor, following the same rules as in the version
with physical presence. The task for each pair is to count to three, over and over,
establishing a rhythm in the counting and maintaining it. While executing the task, the
partners alternate all the time in saying the numbers. The rule is that the numbers should
always be said in the following sequence: “1-2-3". The first instruction for the pairs, given
by the Joker, is to count verbally. The pairs are given some time to rehearse it and
establish the rhythm. Once they have succeeded in this, the Joker gives them a new
instruction: to change the number “1” with a clap of hands, while “2” and “3"” remain to be
counted verbally. The pairs are given some time to rehearse it and establish the rhythm.
Once they have succeeded, the Joker introduces a new instruction: to replace the number
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“2" with a snap of fingers, so number “1” is a clap of hands, number “2" is a snap of fingers
while “3" remains to be counted verbally. The pairs are given some time to rehearse it and
establish the rhythm and once they have succeeded, the Joker introduces the final
instruction: replace number “3” with a stomp of the foot on the floor; thus, number “1” is
a clap of hands, number “2” is a snap of fingers and number “3" is a stomp with the foot.
After the pairs have rehearsed the last instruction, all the pairs gather into the plenum
and whoever feels like it can make a presentation of the game, following all the previously
given alterations of the instructions, starting from verbal counting, gradually replacing the
verbal numbers with non-verbal gestures and ending with a totally non-verbal counting.
Wrap-up: Reflections on the experience of the participants: How did it go? What was the
most challenging instruction to follow? And the easiest one?

Main Topics: Connection to body and space, dynamizing several senses; collaboration,
non-verbal communication, co-creating

Group Size: any

Duration: 10-15 min

Supplies: none

Instructions: In its physical presence version, this is a game where the whole group
participates. The participants move through the space very quickly (but not running),
making sure that no space on the floor is left empty; in other words, as a group they are
all spread over the whole space of the room. At certain moments the Joker says “stop” and
the participants freeze in whatever part of the room they are and in whatever segment of
the movement they might find themselves in that particular moment. Ideally, no empty
space should be seen on the floor during the stops. The next level is that the Joker
replaces the spoken word “stop” with a clap and immediately names certain body parts by
which the participants connect; for example, “ear-to-palm” or “elbow-to-knee” which-
means that the participants make physical contact with one another through these
body-parts. The ‘body-parts’ instructions can then be replaced with a number of claps,
which signifies the number of people per sub-group in which they have to immediately
organize after hearing the clap, waiting for instruction on the formation they jointly have
to make with their bodies (ex. “Eiffel Tower”, “Propeller’, “Chair”, “Elephant”, “Airplane” etc).

In the online adaptation, this collective game transforms into an individual exercise: yet,
even in the online format, the original idea and intention of the game should be kept in
mind by the participants (i.e. to conquer the space with their body, to feel the rhythm of
the others in the group and synchronize their own rhythm with the group rhythm, to
cooperate with the other participants). In the online adaptation each participant conquers
the space they have (at home/office, in front of the camera) through movement of their
body. On the “Stop” signal, they should take as much space with their body as possible; on
the clap signal and instruction on the body-parts, the participants should make contact
with those different parts of their own body. As the exercise develops, the Joker should
raise the stake and make it more physically challenging for the participants, by increasing
the tempo of the movements, or pairing body parts which require a physical posture
more difficult to sustain and/or balance etc.
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Main Topics: Skills in observing and memorizing what was seen

Group Size: any (work in pairs)

Duration: 10 min

Supplies: None

Setup Instructions: In a setting with physical presence, this game is done in 2
sub-groups, formed in 2 lines facing and observing each other. They turn their backs to
each other and alter some detail in their appearance, after which they turn around and
look at each other and they have to figure out what element has the person opposite
them changed. In the online adaptation this game is done in pairs, in break-out rooms.
Instead of turning their back, after having observed their partners, in the online version
the participants can close their eyes, while the partner alters the details of his/her
appearance.

Main Topics: Skills in observing, coordination and collaboration

Group Size: any (work in pairs)

Duration: 10 min

Supplies: none

Setup Instructions: Divided in pairs, in break-out rooms, the participants make the
mirror game. One is “A"-the subject, the other is “B"-the image. “A"-the subject makes a
series of movements, including both bodily movements and changes of facial
expressions, which their partner, “B"-the image, must copy in the minutest details. “A”
should keep in mind not to make sharp movements that are impossible to follow. The
idea is to achieve perfect synchronization of the movements between A and B and
therefore collaboration between the partners is a must. Ideally, an outside observer
shouldn’t be able to tell who is leading and who is following.

In the online space version of the game, it might take a while for the partners to
determine the left and the right of each (as one of them might be using the front camera
while the other might be using the back camera). This is easier said (by the principle of
trial and error) than done.

Main Topics: Using senses to recall a memory

Group Size: any

Duration: 20 -30 min

Supplies: none

Setup Instructions: The actors must be sitting quietly on chairs, completely relaxed.
They must slowly move each part of their body in succession, concentrating solely on that
part, in isolation. Eyes closed. Then the joker starts encouraging them to recall everything
that happened the previous evening, before they went to bed. Each detail must be
accompanied by bodily sensations, taste, smell, tactile sensations, shapes, colors,
outlines, depth, sounds, tone, tunes, noises, etc. The actors must make special efforts to
remember their bodily sensations and try to re-experience them. To make the operation
easier they should repeat their moves of the body, for example if they ate something the
previous night, then by moving their lips, tongue, mouth, trying to express the senses of
smell and so on. If they are thinking of the shower they took, then bodily expression of
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water and skin and smell becomes clearer, or maybe the walk they took, then by the
moves of muscles of the legs or feet, and so on.

After this the joker continues probing, now pushing the actors to recall what happened to
them that morning asking them how they woke up, if someone woke them; the sounds of
the alarm, a person's voice, if they were woken up by someone else, all the other details
in the room where they had slept in, the breakfast room, colours, noises, sounds.

Then questions them about the means of transport they used- the underground, a bus, a
taxi, a car; their travel companions, the sound of the door closing etc...Finally their arrival
to this chat “room” they are in- who they saw first; whose voice they heard first; to give a
sensory description of the room and people in it. Open your eyes, compare.

Application of ToO games and exercises in different functions in relation to the group
work and managing the group dynamics.

As safe space is one of the basic requirements for a group-work in an educational theatre
context, a whole set of games and exercises are aimed at providing safe space, through
introduction of the participants, establishing the ground-rules, ice-breaking, fun and
sharing. Throughout the process the safe space is maintained and further deepened and
expanded through providing trust, communication and collaboration within the group as
the main building-blocks for team-work towards a common goal - the ToO performance.
Following are details and descriptions of specific games and exercises as well as tips and
tricks how to apply them for specific goals in the group process, including the online
adaptations.

Main Topics: Warm up, energizing the participants, dynamizing several senses,
Sub-topic: Memorizing the names in the group

Group Size: any

Duration: 5-10 min

Supplies: none

Setup Instructions: The Joker gives the participants the instruction: Write your name
with the body parts (5 min). First person writes it and says the name of the next person,
the next one continues to write the name with their body and so on until the last one.

Main Topics: Waking up body and mind, focus, energizing the participants for upcoming
deeper work

Group Size: any

Duration: 10 min

Supplies: none

Setup Instructions: The facilitator invites all the actors/participants to follow the
instructions during the exercise. Before starting the activity, the facilitator explains the
meaning of the instructions, which are:

Stand up - everybody stands up;

Sit - everybody sits on their chair;

Left - move your hands to the left;

Right - move your hands to the right ;

Up - raise hands like you are trying to reach the ceiling;

Down - touch the floor;
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Shake - put your hands in line with shoulders and shake them;

Hug - hug yourself.

Facilitator says the instructions and actors/ participants follow. This can be repeated a few
times, combining different instructions. At one moment, the facilitator explains that from
that moment on, the “rules” are changed.

When the facilitator says Stand up -everyone sits. Sit - means- stand up.

When the facilitator says Left- everyone moves their hands right. When the facilitator says
Right- everyone moves their hands to the left.

When the facilitator says Up - it means down (everyone touches the floor). When the
facilitator says Down, - everyone raises their hands.

When a facilitator says Shake, it means Hug, when the facilitator says Hug, it means
Shake.

Note to facilitator: Do not change every rule at once. Introduce the new rules one by one,
so that the participants are able to follow the changes. You can come up with new
instructions that involve facial expression, for example: sad face and happy face.

Main Topics: Energizer, fun game

Group Size: any

Duration: 10 min

Supplies: none

Setup Instructions: It is fun and a quick energizer where the whole group online is in
movement. One person starts by saying the sentences and doing the movements like: |
take the ball while showing both hands pretending to hold the ball and then the group
repeats the sentence, 'l take the ball'.

Person leading says: | take the ball and shows hands pretending to hold the ball, the
group repeats the sentence and the movement immediately after: | take the ball.
Person leading: | put it here (aiming at the shoulder). The group repeats: | put it here.
Person leading: | play with the ball, (repeating movement using the shoulder to play with
the ball). The rest of the group follows: | play with the ball.

Person leading: (repeats in a higher voice): | play with the ball. Group: | play with the ball.
Person leading: | take the ball.(meaning taking the ball from the shoulders). Group
repeats: | take the ball.

Person leading: | put it here (aiming at the hip). Group repeats: | put it here.

Person leading: | play with the ball (making hip movement). The group repeats: | play with
the ball.

Person leading: | take the ball... (aiming at the hip to take the ball from the hip). The group
repeats: | take the ball...

Person leading: | put it here (aiming at head). Group repeats: | put it here.

Person leading: | play with the ball (moving head sideways pretending to hit the ball).
Group follows: | play with the ball.

Person leading: | take the ball (aiming at head). The group repeats: | take the ball...
Person leading: | throw it away. The group follows: | throw it away...

Main Topics: Self Knowledge, Communication

Sub Topics: Giving & Receiving Feedback, Exploring Identity, Building Empathy
Group Size: any

Duration: 20 - 40 min
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Delivery Format: Experiential Interaction, Introspection

Supplies: none

Setup Instructions: Copy the 'Johari Window' model printed page, or share screen and
label everything except for “Open, Blind, Hidden, Unknown”.

Directions from Facilitator: Referring to the paper diagram, explain each of the
quadrants (see descriptions below), giving examples of what might be in each box. Fill in
the name of each quadrant as you go through the explanation. After the quadrants have
been identified, invite a volunteer to “stand” (you ask the volunteer to imagine that he/she
is standing in the box) in each box and work through thinking about each quadrant with
the support of the group and the facilitator. Refer to the following explanations and
sequence:

1) Open:

a) Instruct the volunteer: “Name something that you know about yourself
and that others know about you. For example: | have curly hair.” After the
volunteer responds,

b) Confirm with the other participants that they have already known this about
the volunteer. If not, then ask the volunteer to try again.

2) Hidden:

a. Instruct the volunteer: “Name something that you know about yourself
and that you do not think anyone in the group knows yet. For example:
My favorite sport is football.” After the volunteer responds,

b. Confirm with the group that they have not already known this about the
volunteer. If they have, then ask the volunteer to try again.

a. Instruct the participants: “Try to name something about the volunteer
that he/she may not be currently aware of him/herself. For example:
He/She is an excellent cook.” After each guess,

b. Confirm with the volunteer that this information has not been previously
known or realized. If known, ask the group to try again.

4) Unknown: This is the most difficult quadrant, to discover something new about the
volunteer. You may not be able to identify anything, but spend a few
minutes exploring the possibilities.

a. Instruct the participants: “Let’s see if we can help [the volunteer] to
realize something that he/she may not be currently aware of—and
something that we also are not aware of. The only way to get there is to
ask questions.”

b. Prompt the group to ask questions about purpose (e.g., why do you do the
work you do) or likes/dislikes, etc. The goal is to arrive at a point where the

volunteer is able to state a conclusion about themselves that they have not previously

been consciously aware of.

Discovery: This may work very well to initiate a module on cultural awareness,

communication/feedback, or self-knowledge.

Practice: This works especially well as an opportunity to practice feedback skills

(especially in the “Blind” quadrant). The “Unknown” quadrant also provides for acquiring

self-knowledge through deep questioning and listening.

Variations: Time permitting, divide the group into small groups of 3-5 people and invite

them to take turns going through a similar process with each other. They can use grids

on the ground or simply refer to the flip chart diagram and have a conversation about
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each quadrant.

Debrief Considerations: In addition to the standard 3-question debrief, you might also
ask:

- What surprised you?

- What did you learn about your peers?

- What was most challenging about this?

- How did you feel in each quadrant? What was easy? What was difficult? Why?*4

Main Topics: Self Knowledge, self-discovery, self-presentation

Group Size: any

Duration: 20-30 (depending on the group size)

Supplies: different objects, anything

Setup Instructions: Each person needs to find one or two objects around them.
Instructions: Each participant presents themselves through the object. They have 5
minutes to prepare (choose it by intuition, explore the object, think about it and its
features, the material it is made of and how it connects to you; at the end-become the
object/through the object present yourself). Aim: deeper introduction of oneself to the
group, through projection.

For example: - Hi,  am John and the word that describes me the best is "Spark"! My object
is @a match lighter/lamp/stone. | believe my object explains my passion about things in life,
my eagerness to learn and explore. Therefore, | picked the word spark and the lighter to
best describe myself.

Note for facilitator: The facilitator, if needed, can encourage the participant with
questions explaining the correlation of the object to the person in order to encourage
deeper discussion.

Main Topics: Self-discovery, self-presentation, team building through art, drama, singing

Group Size: Any

Duration: 20-30 (depending on the group size)

Supplies: None

Setup Instructions: Each person takes a few minutes to reflect and think about the story

behind their name.

Directions from Facilitator: Divide the group of at least 3-4 participants. They can be in

different rooms in zoom and each will share their story about their name: who gave them

their name (if they know/remember); if it has any meaning, how common it is, if people
have difficulties pronouncing or remembering it, if they like it, if they face any challenges/
dislike in certain contexts because of their name and so on.

- After all share their stories, the group should decide/vote about the best story they
have heard while they are in the separate/group rooms.

- After they select the best story, they create a performance, drama, song, poetry or
just voice- over in order to explain the story once they are back to the plenary
session.

- Presentations can involve scenes, sounds, story-telling etc.

14 Johari Window created by psychologists Joseph Luft (1916-2014) and Harrington Ingham (1916-1995) in 1955 24



Back in the plenary room, each group shares one name story through creative
presentations: audio, song, scene, etc.

Main Topics: Physicality, senses

Group Size: any

Duration: 10 - 20 min

Supplies: a chair

Instructions: Actors/ participants are invited to explore different functions of the chair.
They have to come up with at least 10 ways of using a chair, to use their imagination and
transform the chair into: a table, a partner, a hat, or whatever comes to their mind. They
have to demonstrate it.

Main Topics: Improvisation, creativity

Group Size: any

Duration: /

Supplies: none

Instructions: The group comes up with the improvisation scene, they define the
situation, the protagonists, the relations between the actors, place and time. Two or more
people perform the scene (dialogue) by improvising. Others can write certain words in
chat which actors have to use in their performance. Emotions can also be written in chat,
which then becomes a task for the performers to act out.

Main Topics: Warm up, dynamizing several senses

Group Size: any

Duration: 10 min

Supplies: none

Instructions: Actors/ participants sit in their chairs. Music is played through the option
-Sharing sound. Facilitators invite them to relax, close their eyes and to take a few deep
breaths. When the group is relaxed, the facilitator asks them to imagine that they are
making dancing movements, and dance with the music that they hear. At one moment,
the facilitator instructs them to create a simple choreography made up of 3 movements
that connect smoothly.

In the second phase of the exercise, after the actors/ participants have defined the
choreography, the facilitator invites them to try out those moves for real. Presentation of
the movements follows.

Note to facilitator: It is important to make sure that everyone has space to move around
and dance.

Main Topics: Ice-braking & fun; dynamizing several senses; creating a context for the
participants to be playful, to loosen up, and give themselves permission to be silly.
Group Size: any
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Duration: 10 min

Supplies: none

Instructions: Normally done by walking in a big circle, in the online version the

participants do the game each in their own space, yet with the idea and intention of doing

it in a big circle. The 1st four lines of the song are sung. While singing normally the 1st

four lines, the Joker tells the participants what to do after each chorus. With introduction

of each new instruction, the previously given instructions remain to be valid too. The

Joker's instructions are the following:

1. “Head up” (hands under the head), then sing the same four lines again;

2."Arms out” (head up, arms out), then sing the same four lines again;

- 3. “Bottom, up” (head up, arms out, bottom up), then sing the same four lines again;
4. "Knees together” (head up, arms out, bottom up, knees together), sing again.

Main Topics: Warm up body and mind; relation to body and space, dynamizing several
senses; focus, presence and alertness.

Group Size: any

Duration: 10 min

Supplies: none

Instructions: Start by having the facilitator call out something to be touched such as
“touch blue” or “touch something warm.” Each participant then has to move around and
touch something that is blue or warm. This might be something on their desk, an item of
clothing, or something they have to go and find on their bookshelf. The last person to find
an object has to select the next attribute. If you want to make it a little more competitive,
give everyone fifteen seconds to find something and eliminate those players who don't
find anything in time. Keep playing and make things more complicated or reduce the time
given until only one player remains. It can also be effective to do quick-fire rounds of this
energizer throughout the workshop to keep participants on their toes!

Main Topics: Deeper bonding and advanced trust-building between the participants;
breaking up the isolation, overcoming the fear of the other person, helping the
participants remove the deeply rooted cultural taboo of touching the body (one’s own or
another’s) and of being touched

Group Size: any

Duration: 15-20 min

Supplies: none

Important thing to keep in mind: This game, especially in session with physical
presence, is done after the participants know each other quite well and after the safe
space, ground rules and atmosphere of trust have been established in the group. It
definitely is not an icebreaker and initial getting-to-know-each-other game!

Instructions: An online adaptation of the “7 Loving Touches” game, which in the
physical-presence workshop is done in pairs, in sub-groups and even in the big group. In
the online adaptation, the game becomes an individual exercise, as each participant is
doing the touches to themselves. Yet, even in the online format, the original idea and
intention of the game should be kept in mind by the participants (i.e. to break the
isolation, overcome the fear of the other, and help participants remove the taboo of
touching another person’s body and being touched by another human being; if needed, it
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can also be used as a game for intercultural learning, in which case a proper context
should be provided -though reflections in the follow-up of the game, related to the
cultural differences when it comes to the touching and the sense of touch (ex: some
nations being more “tactile” in comparison to Scandinavians or Japanese, for example.)

The participants are given instructions to come up with 7 touches that they apply to the
body, which for them represent expression of love. These touches can, and should be
touches to the different parts of the body: head, neck, torso, limbs, as well as front and
back sides of the body. Each touch has to have its place/number in the sequence. After
they come up with and decide which are their 7 loving touches, the facilitator gives them
instruction to exercise these 7 loving touches, one by one, in a sequence, repeating the
sequence several times. The facilitator gives the participants as much time as he/she
thinks they need in order to memorize the sequence. Then, the facilitator plays some nice,
soothing music (classical music, say Bach, is best for the purpose) and instructs the
participants to find their rhythm of movements that harmonizes with the rhythm of the
music. It is essential for them to find their flow and to do the exercise from “inside-out”,
not observing themselves and not thinking “how does the movement look” or “is it pretty”.
After having established the rhythm, the participants can play with the tempo of the
movements and gradation of intensity. As a result, a piece of choreography is created: an
individual (in the online version) of duo/group (in the physical version).

Main Topics: Improvisation, creativity

Group Size: any

Duration: /

Supplies: none

Instructions: One actor is in front of the camera and performs various actions to show
where they come from, what they are doing, and where they are going. The others must
try to understand the actor by these few actions:

- they have come in from the street,

- they are in a waiting room,

- they are about to have a tooth pulled out;

- they are coming from a bar,

- they are in the lobby of a hotel and about to go up to their room;

- they are coming out of their house in the morning,

- they are in the lift,

- they are about to start work at the office etc.

Main Topics: Team building, working in the group

Group Size: any

Duration: 10 min

Instructions: Storytelling as a way to bring people together to build relationships

and help one another. Story circles help participants develop, clarify, or structure the
story they want to create in a supportive group environment.

Get the entire group to virtually “form a circle” on a video call and start the process like
this: The first person begins the story with one opening sentence and another incomplete
one. For example: “On John's 35th birthday all his friends and family are gathered around
his living room. He is about to enter the house for the surprise, but then...”
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The next individual completes the previous line and adds another incomplete sentence.
This way, each remote participant contributes until everyone has had a turn. Aim to
develop a comprehensive story structure by the end of the game! Not only does building
a storyline force teams to use their creative juices, but it also helps them to listen to each
other and improve team cooperation.

Main Topic: Team building, work in group, acquiring emotional release

Group Size: whole group and in pairs

Duration: 10 min

Skills: mime

Instructions: Throw your face - but be careful which way the wind is blowing :)

The group stands in a circle - a ZOOM option is to have the whole group on screen. The
facilitator assigns numbers to participants from 1-15 so they are aware of their turn. The
first person shows their face and moves it in front of the camera, moving lips, eyes,
tongue, eyebrows - anything that can be moved into a grotesque face. This could be done
by hiding the pose with the hands and when it is done, move the hands away and show
their face. Accordingly, the whole group copies the expression. When the first person sees
this, they move back into a neutral position so the second one can proceed. This is usually
quite amusing for everybody and the group really relaxes and bonds.

Note to the facilitator: We spend most of our lives wearing the same expression on our
face. This game enables us to try out more expressions and to get out of our comfort
zones. While doing this activity, we become aware of our own limitations and flexibility.

Main topic: Team building

Group Size: the whole group or in pairs

Duration: 15 min

Skills: Acting out creativity, risk-taking, spontaneity, non-verbal expression, improvisation
Instructions: We can play this game in many ways - in pairs or with the whole group. One
way is to have the group standing in a circle and one player goes to the center of the circle
and starts doing something. When it gets clear what he/she is doing, the next person goes
in spontaneously or following some order. It's best when it is spontaneous but it can
happen that only a few people actively participate in the game, and the others remain just
as insecure. The Zoom option is to assign numbers to participants, so everyone knows
exactly when to start. The facilitator should encourage all of the players to play, and you
can do that in many different ways - you can agree to follow the order of the circle, or in
some other order.

When the next player goes in and asks “What are you doing?"The first player tells them
whatever comes first to their mind, but it cannot be related in any way to the action that
we see. For example, if a player is brushing their hair, their answer could be that he or she
is playing the piano. The second participant starts doing the action (playing the piano),
until the next participant asks -"What are you doing?"

To warm up the atmosphere and encourage the players to answer quickly and
spontaneously, the first thing that comes to mind- this game is usually played really fast.

Of course, we shouldn't forget that this activity can be used with different groups and that
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it can be adjusted in different ways, it depends on the goal that the facilitator sets. This
game “trains” abilities and freedom of improvisation, fast and spontaneous reactions,
nonverbal expression, and it is very fun, so it should generate good energy and
encourage laughter among the group.

Because of the inability to do this activity in a spontaneous order while being online (delay
of time and picture, situations where there are 3 or more people active at the same time
and then we don't know who we are looking at next, where as in real life we would solve
this easily), the facilitator makes the order of the group ahead of time. That is only in the
situation when online - in real life we would do it in a circle, with one person always being
in the middle and another who asks and takes over the action.

This game can also be played in pairs (that requires even faster reactions and many new
ideas), and we can make it competitive - one pair plays it until they have no more ideas,
until it stops and can't think of any other ideas that haven't been said before.

Don't forget that this atmosphere energizes and encourages creativity, but, for some
players it can be too intense - it depends on the group and the facilitator.

Image theatre is one of the techniques of Theatre of the Oppressed method, that is
mostly used as a part of the Forum theatre process, a step toward development of forum
theatre scenes. By looking at the “tree of the Theatre of the Oppressed” we can notice
that image theatre is a part of the trunk of the tree, together with games and Forum
theatre.
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The images presented in this form of theatre are a series of still-images made of body
(bodies) or tableaus that are dynamized (brought to life) via a variety of ways. Image is an
important part of the methodology, representing the basis (the roots) of the Theatre of
the Oppressed, together with sound and word.
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Communicating the message, idea or feeling through an image demands diving into the
substance of the issue. It extracts the performers' most sincere view on the issue, that is
caught in the moment of the image. Images leave enough space for the spectator, for
different “readings” and projections of their personal experiences. Furthermore, cultural
coloring of the image is often inevitable, which Augusto Boal himself confirmed by
exploring the same concepts in different continents and countries by using image
theatre. The body position of the performers, their facial expressions, their relation with
the space and other performers, can easily represent the social context of the
community.

Although the image theatre is rarely used as a separate technique, it is a very useful tool
for exploration of attitudes and emotions of the people involved in the theatre process. It
can be used for exploring social issues such as oppression, power, discrimination or any
peace-building topics, as well as for learning how to really see what we are looking at
(subjective and objective “reading” of the images). The practitioners of Theatre of the
Oppressed use a variety of exercises which can be done in different settings, individually
or in groups. Still images/sculptures can be made individually, in pairs or in groups,
depending on the purpose and aim of the activity.

One way of using Image theatre is by inviting participants to make a sculpture/ image as
an individual answer to different concepts that are important to process. Usually, the first
concepts to be explored are archetypes (mother, for example), but concepts connected
with social justice, and peace, can also be used (such as: conflict, power, oppression,
(in)equality, etc). Usually, in a circle, students create physical images in response to a

Video tutorial; How to use Mirraring?

How ta use kinroting 2

How to use mirroring? Watch the tutorial online on
http://www.seeyn.org/elearning/mod/hvp/view.php?id=454&forceview=1 /
https://www.youtube.com/watch?v=8Uw7ZTJENeA&feature=emb_title

Another way to use Image theatre technique, is to divide groups in pairs, or smaller
groups, where one person, acting as sculptor, molds the others acting as statues, using
only touch, or mirroring technique (see more on the mirror exercise in tutorial). This is
being done without using words, only through the body.

The discussion that follows the presentation of the images is very important, and it can be
an important step towards dynamization of the image, but also towards creation of the
performance/forum theatre scenes. The use of this method in the online space is
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challenging, but possible. Although group work in the real setting cannot be implemented,
the digital world provides other tools that can be used for the same purpose (for example:
using photos). Image theatre in the online space can still encourage participants to
express their ideas, attitudes and feelings on important issues.

Main Topics: Exploring the social issues, physicality, non- verbal expression, initial
tackling of the stories of oppression

Group Size: any

Duration: 20- 40 min (depending on the discussion and the group process)

Supplies: none

Instructions: The participants have their eyes closed. Then, the facilitator says a word,
("School” for example) and everyone makes their own image representing this word.
Their image represents their opinion, their emotions, the first thing that came to their
mind, when hearing the word/ concept. The facilitator asks people to be active
participants and encourages them to be wacky and creative while creating the images.
Also, the facilitator tells participants they can make up the stories, but he would rather
they were true and they should present their own personal story/ opinion/ attitude.

The facilitator counts down from 5, and on 1 they open their eyes and present their
images. One participant is invited to “go in the middle” to create their image, others
comment by providing objective comments ("his knee is bent", "his eyes are closed", "his
finger is pointing to the floor" etc), and subjective observations (“she is confused”, “he is
angry” etc.) In an online setting, the person presenting their image can be visible to others,
by using the ZOOM option - Spotlight for Everyone.

The facilitator reminds participants to be aware that we project our own experiences in
what we see in the image. The person representing the image does not have to tell the
rest about the meaning of their image.

Facilitator can invite the group to make images on different words/ topics. Some of those
can be: Theatre, Violence, Peace, Mother, Power, Conflict, Violence, My city/ country/
village/ town. When | feel powerful/ powerless...

Note to facilitator: While running the activity, it's important to encourage discussion by
asking questions. Suggested questions for discussion:

- What do we see in the image?

- What does the image present?

- How does the person in the image feel?

- What does this sculpture/ image open as a question?

- How is this image connected with peacebuilding/ oppression?

These questions can be used in any image theatre exercise.

Main Topics: Physicality, exploring the social issues, non- verbal expression
Group Size: any
Duration: 20- 40 min
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Supplies: none

Instructions: Divided in groups, participants are given the task to make an image of their
family. Through that image they are invited to show relations between the members of
the family, to present some typical day/ situation in their life. After they have finished
creating the images, they present them. In an settings, the exercise can be done by using
options Breakout Rooms (to divide participants into groups) and Screenshot option (one
person in the group is “the director” and is making the screenshot of the image that the
group has made). The images/ photos are being presented in a plenary room.

Note to the facilitator: It is possible that the small groups will present domestic violence,
power of one member of the family over the others, etc. This can be an initial point to
discuss important social issues and power relations.

Variation: The exercise can also have a funny tone, and can be used for different
purposes. As an icebreaker it can be used if the facilitator invites the group to make a
family of: rabbits, rats, cats, lawyers, doctors, etc.

Main Topics: Physicality, non- verbal expression, group work

Group Size: any

Duration: 30- 50 min

Supplies: None/ Device (Computer) and Zoom application

Instructions: Divided in small groups, participants choose the topic/story that they are
interested in, the one topic that they are passionate about. They create a joint body image
representing that story.

One person from the group is a “director”. That person directs the group, and makes a
screenshot of the group's image. Some of the topics that can be opened here are:
oppression; peace-building issues; violence; actual examples of oppression from their
community, etc.

Main Topics: Physicality, non- verbal expression, group work

Group Size: any

Duration: 20- 40 min

Supplies: none

Instructions: One person creates a sculpture/ image. Another person continues by
creating a new image. This image is made in order to finalize the previous one, to make a
relation, a story. The first person leaves, the second stays, and a new person is invited to
make another image to finalize the image that is being presented. The facilitator opens a
discussion on the images, asking questions such as: What is the relation between the
characters; Where does this situation take place, etc.

Note to the facilitator: In online settings, this exercise can be implemented by using
Spotlight for Everyone option in ZOOM application. You can spotlight the person that is
representing the image, remove the spotlight and then spotlight another person. ZOOM
Pro allows you to spotlight many users at the same time.

Main Topics: Physicality, non- verbal expression, group work
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Group Size: any

Duration: 20- 30 min

Supplies: none

Instructions: Every participant creates an image of oppression. When everybody
presents their image, the facilitator invites performers/ participants to make an image of
freedom. Finally, every person should make an image that represents the step that is
necessary to take so that we can move from oppression towards freedom. At the final
phase of the exercise, they connect the three images, resulting in a sort of choreography.

Main Topics: Self-realization, self-positioning

Group Size: any

Duration: 20 min

Supplies: none

Instructions: Each participant receives a number in a private chat. There are numbers
from 1 to 5, representing the amount of power, a status in society that the person has (1
representing the highest level of power; 5 representing the lowest level of power and
status in society). Participants should think about which group/ individual has that level of
power in society. When they come up with the specific group, they should think about a
sound and a movement that can represent this group.

Actors/ participants are divided in breakout rooms (randomly) and are instructed to
behave according to their status and power /lack of power, and to perform the sound and
movement they had thought of. They can follow others and make connections with them
and they can change their movements and sounds if they feel like they should.

Sculptures/ Sculpting exercises

Sculpting exercises are often used as a part of the image theatre process. There are many

variations of the sculpting exercises. Some of those variations are:

1. Sculptor and clay. Participants are divided in pairs, in breakout rooms. One is the
sculptor and one is clay. Sculptor gives instructions to the clay (where to move, how
to position). Instructions can be verbal and facial (the sculptor can even use the
CHAT option) but it is important not to mention the idea of the sculpture they want
to create. The topic of the sculpture being created can be a feeling, a social issue,
etc..

2. Museum of sculptures. The process of sculpture making is the same as in the
previous exercise (Sculptor and clay), but they are invited to show their sculptures
and present them in the “museum of sculptures”. They can make up a story that
explains their sculpture, the story behind it, etc.

3. Many sculptors sculpt one person. Participants are divided into small groups (in
breakout rooms in Zoom). One person is “clay” and the others are sculptors, trying
to synchronize and make the sculpture on the same topic. Everyone should give
their contribution to the making of the sculpture.

4. One person creates many sculptures. One person is a sculptor, sculpting the
others in one joint image. Afterwards, the sculptor positions himself/ herself in the
image. This exercise is often used for diving into personal stories and topics, where
the sculptor conveys a story of oppression, some personal example or other
people's stories that they find important and emotional.

33



Dynamization of the images is bringing images to life, by using different techniques,
introducing sound and movement to the image, but also by developing relations between
individual tableau. Dynamization helps performers to go deeper into the social issue they
are dealing with; it serves as one step toward development of forum theatre scenes, and
as an exercise for character development. It can be done in many ways:

1.

After each performer/participant has made their own individual image, two

or more persons are invited to share their images in the center of the circle.

That way, making a group tableau, which can be then dynamized by adding

sound and movement.

One person or a group makes an image, and the rest of the performers can

add sound to the image. They can usually do it by entering the scene, tapping

the performer on the shoulder and saying the word that the character in the
scene is saying and/or thinking in the given situation.

One person shares an individual image in the circle, and others can connect

by making their own images in relation to the performer’s image.

Each character in the image is asked to speak aloud their thoughts without

moving for 30 seconds. This can help the participants/ performers to

understand their characters and their role in the scene/ image.

Each character in the image is asked to produce one repetitive sound and

mechanical movements. The facilitator can play the role of a “a conductor”,

that can “turn off” and “turn on” every participant by tapping their shoulder.

When “turned on”, participants are continuously repeating their sound and

movement.

Performers in the scene are invited to move in slow- motion to express the

desires of their characters.

Performers who represent the image of some kind of oppression, are invited

to create the “desired image”, an image where the oppression does not exist.

Later on, they are invited to make an image that represents a step in

between those two images, answering the question: what has to be done in

order to achieve this “desired image"? At the final stage of the exercise,
participants/ performers present all the images (3 of them) at once, trying to
make smooth movements by going from the first image (image of
oppression) to the last one (a desired image).

Making a poem from the perspective of the protagonist and/ or oppressor in

the image, can be one way of dynamizing the images (making them “alive”),

where participants/ performers can go deeper into the characters and their
wishes and motives. Participants can make a poem by using different
techniques:

- Freestyle. The participants/ performers receive a general task, to
make a poem from the perspective of their character or from the
perspective of any character. The poem can be of any genre.

- Writing the poem by using the sketch /rhythm. Facilitator can provide
the sketch of the poem to the participants which they can develop.

- Exquisite corpse, also known as exquisite cadaver, is a method by
which a collection of words is collectively assembled. Each participant/
performer adds to a composition in sequence, either by following a
rule (e.g. "The adjective-noun-adverb-verb, the adjective noun" as in
"The green duck sweetly sang the dreadful dirge.") or by being allowed
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Video tutarial: Dynamization of images

Dynamization of images 0 ad

Waich later  Share

Video tutorial on Dynamization of images available at: http://www.seeyn.org/elearning/mod/h-
vp/view.php?id=455&forceview=1 and https://www.youtube.com/watch?v=A4LK30ZQ4Zk&fea-
ture=emb_title

Theatre of the oppressed (ToO) is physical, sensual, and participatory. Digging for the story happens
in the living community and ToO uses different approaches to come to the story that will be
performed. These include a set of exercises taken from techniques like Image theatre, Newspaper
theatre, Forum theatre, Playback, Theatre in Education, Community theatre, Drama Therapy, Theatre
for Development etc.

The facilitator usually has the group focus on visible everyday effects of conditions that allow prob-
lems and conflicts to exist. By using various techniques, we analyze conflict issues identified by the
participants and create ways of performing it. When using Image Theatre in order to dig the story, for
ex., the joker uses sculptures made by the participants with their bodies, as images of oppression and
then uses their associations and connects them with the context. Or, the joker uses the local newspa-
pers to identify the specific stories of oppression present and relevant in the particular community,
at that time. All the techniques developed in the framework of Theatre of the Oppressed are
addressed to improve and awaken the so-called concretization of the Oppressed. (see further read-
ing in Freire’s Pedagogy of the Oppressed)'® In other words, to deal with the oppression and differ-
ent aspects of life, we have to somehow reach the awareness of this oppression and the ability to see
ways of empowerment to change ourselves. This creates an opportunity for the workshop partici-
pants to articulate interactive theatre about relevant issues and to create something that is of great
service to their communities. Briefly, the heritage of this type of theatre is already mentioned- consci-
entization and metaxis of the oppressed, actor or/and spectator. The aim is to engage in the strug-
gles of the characters, real-life stories, which we recognize as our own struggles. Not to break the
oppression, but to create a healthy community, safety and peace.

15 Freire, Paolo (2017):, The Pedagogy of the Oppressed, Penguin Books, Brazil
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Theatre of the oppressed is always making investigations, such as “How do we deal with
domestic violence”; “How not to criminalize poverty”, “How to deal with addiction”, etc. It
starts with individual stories in a way, offered as silent images or gestures. In the making
of the theatre, we attract people who have similar experiences and then create a
theatrical fiction that tells the truth of the community’'s experience. Always moving from
singular to plural, to the meta-plural and using theatrical space to make changes. To
create art. Finding a relevant story does not only serve its participants, but the community
members who have gathered to engage in a dialogue about the issues under
investigation.

Here is the case study example: in 2018, Things | Want to Say but Never Will was created

at high school Druga gimnazija Sarajevo and explored the methodology behind how a
play was formed out of an anonymous school survey.
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What I want
to say but

never will

Many of the insights from which theatre of the oppressed emerged were made while
working in education. The youth theatre group ReACT carried out an anonymous survey
and first made a three-minute installation through class visits that inspired pupils to
answer three basic questions from the survey: “What do you want to say”? “To whom do
you want to say it?”Why won't you say it”? By exploring these simple but intimate
qguestions, a play was formed with the thoughts and dialogues ranging from hilarious to
dramatic issues initiating the audience to react and rethink our relationships.

The play is about a teacher who takes the leading role in exploring various issues
teenagers don't dare to talk about and 15 students on stage, acting as a regular class. This
play used the method of forum theatre wherein the role of the Joker was taken by the
teacher-actor himself who was constantly interacting with the audience (parents,
teachers, brothers and sisters, community members) from the very start, being aware
that his role is to be spontaneous, imaginative and therapeutic in terms of connecting the
actors with the audience and form a dialogue with a possible resolution to issues raised in
the play. Some of the problematics raised during the play were; homosexuality, anorexia,
miscommunication with parents, generational gap, problems with teachers, disrespect,
addictions, domestic violence, abuse.

All of the issues were raised through monologues, dialogues and putting up a domestic
scene within the actors and the teacher. Assessment strategies in forum theatre are
context-driven and centrally concerned with giving voice to the participants - actors and
spect-actors alike. Thus, assessment is primarily focused on what is being interpreted
rather than how it is being done in order to have a broader effect on individuals and
communities.

Following are the tools and some specific examples of activities that can be used
effectively in order to dig up the stories of oppression from participants’ community:
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The Image theatre (see chapter 8 above) is the most broadly and commonly used ToO tool
for tackling the issues of concern of the participants in ToO sessions, including the
oppressions present in their community. By introducing the Image Theatre, the Joker not
only equips the participants with ToO tools, but rather creates a context and safe
environment for the topics and stories to emerge. Even through the initial images the
Joker can get a clear idea which topics are resonating strongly with the involved
participants and would resonate with the broader audience from the community during
the forum theatre session. Important thing to keep in mind in the process of digging up
the story is that participants need to genuinely care for the topic/story, be it their personal
or not; they need to be respectful, since it IS someone’s personal story and to be
empathetic about it. For ex. the Image of the World activity described above in chapter 9.
Image Theatre can be used to find the topics and stories that are important and resonate
with the participants and the community. The Joker can introduce the following
words/topics as he warms up the participants:

Words/ topics: Theatre, Peace, Mother, Power, Conflict. Then the Joker/facilitator
introduces a Word of oppression. The participants make their images and the
Joker/facilitator makes a print-screen of everyone’s image (depending on the size of the
group, the Joker divides the group into subgroups, and distributes them into break-out
rooms, or makes the activity into the plenary group); then the Joker/facilitator makes a
mosaic of the print-screens and share these while analyzing together.

Analyze the Image (continuation): A new topic is given to the participants, ex. “War” or
“Theatre” and each participant makes their own image. The facilitator asks: What does the
image represent? Is it a metaphor? What feeling is the person expressing? (Keep in mind
that we are rarely able to observe in an objective way. The important thing here is that the
image makes a whole picture, presenting the whole experience with school, war, etc. It is
a way to bring the inner world out.) Images may help to suggest things and themes that
we cannot express with words; in that way Image Theatre is very helpful. Also, it may give
a person the strategy to find out what they are feeling. The person, whose image is being
analyzed, will learn. And so will everybody else.
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Another way of finding the stories of oppression is through searching for and exploring
the symbols of oppression. Following is a specific example of an activity in this direction:

Main Topics: Oppression and Power

Group Size: any

Duration: 30 - 40 min

Supplies: piece of paper, pencil/pen
Instructions: (diving into the topics, oppression)

1. Facilitator asks actors/ participants to think about the oppression in the society,
and symbols that represent oppression and power. They can write down their first
ideas in chat.

2. Facilitator motivates actors/participants to explore the space around them and to

find one symbol that represents power or oppression. It can represent groups that
have power in society, groups that use power over some other groups, or
individuals in society that use their power over someone.

3. After the actors/ participants have chosen the symbol, they are invited to search for
another symbol representing the oppressed group against which the power is
used.

4, Actors/ participants put objects in relation and they are invited to develop the story,

an existing situation, example of oppression that they are trying to express through
the objects.
5. Sharing of the stories.

Note to the facilitator: Encourage the actors/participants to think about different
objects that can represent the power and oppression. You can propose something of the
following:

- A tie: as a symbol of male domination.

- A chair: as a symbol of power, a status

- A uniform

Newspaper theatre is a set of exercises and techniques where the main source for
exploration of social issues are newspapers. Newspaper theatre takes the reality of the
facts presented in news directly to the spectator. It can be practiced by anyone. The first
technique to be used is reading the news item, clearly and sincerely, without a comment
or opinion. It can be done by simple reading detached from the context of the newspaper,
from the initial format. Another technique can involve crossed reading - two news items
are read in crossed form, one throwing light on the other, explaining it, giving it a new
dimension. There is also the possibility of parallel action wherein actors mime while the
news is read showing the context in which the reported event really occurred, for
example, one hears the news and observes an action that complements it visually.
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After the participants have brought the stories of oppression from their own community,
and shared these in the big group (through the means of image theatre or otherwise), the
group is divided into sub-groups by the Joker/facilitator. The number of sub-groups
depends on the total number of participants, but in general there should be 3-5
participants in a sub-group. The Joker creates a break-out room for each subgroup, and
distributes the participants into the break-out rooms where the participants discuss the
stories shared in the plenum and decide which story resonates most with them and
would like to develop into a scene. Further on, they discuss the relationship between the
characters, choose the pivotal scene(s) of conflict and/or represent the oppression that
they will prepare and present, discuss the context/given circumstances in which the scene
takes place and distribute the roles between themselves. In case the presentation
consists of several scenes, when these scenes are rehearsed (and later presented) only
the actors playing roles in these scenes have their cameras and microphones on;
everybody else keeps their cameras and microphones off. The Joker spotlights the actors
playing in the scene.

Dramaturgy of Theatre of the Oppressed
Participants make scenes/ performances. The instructions they receive are:

. The performance must have a conflict presented, without resolution

. At least one sequence of it has to be a dialogue

. It has to deal with the issues within the peace- building topic

. It can be experimental, does not have to be the standard form; it can be a

performance, audio drama sequence; you can use images, monologues, sounds,
sculptures, etc.

Using the Greek terms “protagonist” and “antagonist,” Forum Theatre seeks to show a
person (the protagonist) trying to deal with oppression and failing because of the
resistance of one or more obstacles (the antagonists).!6

In the theatre of the oppressed once there is a story, drama or a short acting sketch which
represents an issue or challenge being faced it triggers the mind of the audience.
Audience discussion following the dramatic conclusion helps those present to recognize a
pattern of response to the problem, based on some of the possible solutions the
audience would act out or present. Benefits to viewers include a widening of their
knowledge of life; preparation for unexpected or unfamiliar situations; encouragement to
talk publicly about matters of import topics; strengthening of family unity and
encouragement for individuals to become responsible for their own choices and start to
take positive action.

This is to present viewers with an opportunity to look at social issues and to provide them
with the means to approach life's problems and find different opportunities to intervene
through specific dramatic examples.

Some of the factors that make the show effective are: the use of drama to make the
problem more emotionally immediate; the opportunity for different social and age
groups to share a common experience; broadening of youths' and adults' knowledge of
life; exposure to the experience of consultation as both an emotional and intellectual

16 Boal, Augusto, Theatre of the Oppressed Workshops ,March 1996 and 1997 Conferences at the University of Nebras-
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exchange in a supportive atmosphere; the legitimizing of positive actions and behavior in
the minds of young viewers; the development of collective or individual thinking to search
for possible positive directions to life's problems in their own way.

A person who wants to develop a character should give their best to discover everything
that is possible to know about the character they want to develop. It is not only about
getting the facts right about the character, but they should delve deeper in order to
understand the character's motives, background/history, their past and how that
influenced the character's development that we want to create or understand.

Video tutorial: Developing a character

Chapter 9: Developing a character

Video tutorial on Developing a character is available at:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=388 and
https://www.youtube.com/watch?v=YSTXjI5U4SM&feature=emb_title

Asking the character a series of questions not only helps to create a realistic character that
is believable, but often most random questions will result in new information about the
character that can help the author beat their limitations.

Imagine the character sitting next to you and feeding you with information about
himself/herself. Then fill in the answers to the questions as they are given to you.
Depending on your character, you might think of many other questions to ask that will
provide you with an additional understanding of the character and more material for your
story which will enrich your descriptions and make them feel more three-dimensional to
the readers. A character questionnaire is a great way to get our brains working in new
directions and will impact our way of thinking and will help to understand diversity.
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You can ask follow up questions related to: physical presence, personality, behaviors,
attitudes, friends and family, relationships, past and future, love, conflict, work,
education, hobbies, favorites, possessions, spirituality, values, daily life.

Some general questions about character development: What were the character's
dreams /desires as a child? What does the character dream about their own future? What
was the pivotal moment in the past/character's biography that made them what they are
now? What is the character's role in the story? What sort of dynamics exists between the
character and other characters around them? How does the inner life come through the
body?

Games and activities that will contribute to character development:

Main Topics: Character development

Group Size: any

Duration:

Supplies: none

Instructions: Facilitator gives a list of words to participants and explains that they have 3
minutes to write down something about themselves associated or that has a connection
with the words given.

For example, if the word ‘London’ is in the activity sheet, they can write, “l went to London
last month.” or “London is where I'd like to live one day.”

At the end of the 3 minutes the facilitator asks the students to share their information
with others (in small rooms or in plenary).
Optional words:
. Strawberry
London
Camping
Sky
One year

Main Topics: Character development

Group Size: any

Duration: /

Supplies: none

Instructions: Each person in the group thinks of an object. If the object is in the room they
should not show it to the camera and other participants at first. If the object is not in the
room, it can be an imaginary object that each can pick.

Participants in order act as they were the object, make an image of the object, mimic the
object, talk as they were that object. They act out how it looks, what it feels, how it is
positioned, they take the object's physicality, imagine the object's emotions, beliefs,
dreams, hopes and desires. After everyone has had their turn to explain their chosen
object, if they want to they can make connections to another object presented by the
participants. How do they combine? Why? What can come out of that? Can you build a
ngort story with the objects combined? How do they correlate?



Main Topics: Character development

Group Size: any

Duration: 10 min

Supplies: none

Instructions: Focus on the characterization during quick changing emotions. The
facilitator explains that everyone will eventually count up to 20 together and as facilitator
counts they should move through different emotions showing it in their voice and bodies.
Start with the Happy numbers of 1 - 5, and then introduce the Sad numbers and so on:

1-5 - Happy
6-10- Angry
10-15 - Sad
15-20 - Happy

Variations:Modify it to different numbers, or different emotions.

Count in the circle individually.

Substitute the numbers all together with lines from a monologue or script being
rehearsed, one person reads it and the rest react emotionally to the story line.

Main Topics: Communications skills

Group Size: any

Duration: 20- 40 min

Supplies: none

Instructions: Have the group divided into 2 groups. Give the group a number of topics

which they can discuss, and set a time for how long you want them to talk about the topic.

Each group has to find ways to support their ideas/beliefs, facts, stereotypes, myths based

on the topic and standing point they are given.

There are 2 hot seats, each for one group. Two participants, one from each group takes

the seat and starts to talk about their attitude/stand about the topic. After a few minutes

participants from their groups can raise a hand and ask to replace their team member

taking the floor and continuing the discussion.

- Religion -religious person vs. an atheist;

- Equal rights -equal rights for all vs. men dominating the world (sexist vs. feminist);

- Raising children- Raising children with strict discipline vs. letting kids be free, letting
them make mistakes by guiding them slowly;

- Living in a village vs. living in the city;

- Building more infrastructure roads, factories for employment vs. leaving more
green spaces and saving the environment;

- Cooperation vs. competition.
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Forum theatre is a form of participatory theatre. The traditional invitation in Forum
Theatre is to replace an oppressed character and confront the oppressor, to experiment
with ways to break the oppression.

The goal is to facilitate a dialogue and allow participants to find solutions to problems they
face, sharing stories based on experience of oppression. In some way, it is transformative
since the oppressor is always in the audience in some manifestation. They are always part
of the living community, whether that is on micro or macro level, as an individual or an
internalized power. Forum theatre helps end cycles of oppression through the use of
theatre in which both the oppressed and the oppressor see themselves on stage as real
people and legitimate members of the community, engaged in their complex struggles.

This is a theatre that grows out of community process and issues and offers space for
voices that are most often not heard in the mainstream theatre; issues are discussed that
are very seldom discussed and the possibility of a whole community participation is a
therapeutic process and value. It is an opportunity for creative, community-based
dialogue.

The theatre is created and performed by community members who live with the issues
under investigation.

Participants create a short play, which is performed once all the way through, so the
audience can see the situation, and the problem presented. The story builds up to a crisis
and stops there, offering no solution. In the forum theatre, the play is run again, with
audience members free to freeze the action and intervene at any point they recognize
oppression. An audience member may clap with hands or say “stop”, even come up to the
stage and offer or try out an idea. The other actors respond in character. This is called an
intervention. The production must be designed to encourage the audience to transgress
the theatre space. The intervention happens when members of the audience find the
situation so compelling that they feel they have no choice but to do something.

It is important to mention that the oppressor and the oppressed are linked, in theatrical
terms and they can sometimes be the same character. They are inseparable part of the
same network and reflect the same patterns of behavior. If we want to end cycles of
oppression, the empowerment of the oppressed is only one step along numerous steps
that lead to a healing of the larger network or community.

Interventions are invitations to the audience to come on stage to replace a character who
is being oppressed, and to offer an idea to break the oppression. The plays we create
must contain as much complexity of real life as possible. For example, men replace
women, women replace men, the young replace the elderly, rich replace the poor and vice
versa, and on and on. This is the learning process of the living community in deep and
genuine dialogue based on empathy and trust. In a Forum Theatre project, the actors and
the director never put pen to paper to create a story. What the characters say to each
other emerges through the interaction between the Joker (see The Role of the Joker) and
the actors who are members of the community. What we receive is the true voice of the
performers.
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Regarding online space and zoom options for joker interventions use spotlight options.
The joker can intervene by spotlighting someone and if the intervention is needed
questions can be posed for example:

- What did you just see?

- How would you describe the situation?

- Is this a realistic dilemma?

- Which of the characters do you identify with and whose role would you take over?
- Which character is facing the problem?

After trying out solutions or having been stopped, the joker could ask:

- Did we resolve the situation as we expected?

When a participant takes a role, we can use spotlight to pinpoint the role taken. It is
important to build a certain consensus among the participants that what they see is what
they agreed on. The joker can always stop the scene and make sure that participants are
in accordance with how the situation develops. The joker can always ask the participants
to chat in pairs or divide them into breakout rooms to prepare an intervention. It is
important to always offer the chance and use the platform to form an opinion that will be
expressed and given voice to.

Video lubotial: The roe of the Jokes

Video tutorial on the role of the joker available on
http://www.seeyn.org/elearning/mod/hvp/view.php?id=391 and
https://www.youtube.com/watch?v=XY7gLEbXNxY&feature=emb_title

A key ingredient of Forum Theatre is the role of the facilitator, known as the Joker.
Augusto

Boal used the term Joker to inspire and denote his position. The practice of ToO
underwent a revolutionary shift when during a performance a spectator spontaneously
stepped onto the stage and intervened in the action of the play. Boal realized it was
breaking down the fourth wall between actor and audience demanded in politically
conscious theatre.

The Joker plays the key role of bridging the two worlds of the play (the fictional world) and
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the audience (the real world) by directly addressing both spectators and characters and
facilitating their interactions. The joker is usually the director or the trainer of the theatre
company or group educator. The joker is reminiscent of the medieval court jester who
had the license to mock the ruling establishment and to address inconvenient truths in
playful and entertaining ways. The joker embodies a creative power skillfully manipulating
multiple elements. The Joker keeps the dramatic process open, keeps participants away
from easy or simplistic solutions (Boal refers to the Joker as “the difficultator” rather than
a “facilitator”).

Their role is to create disturbances by giving voice to people who would normally not be
heard or enabling individuals who manifest conflicting voices. These disturbances then
set the group's dynamics that lead to change. The principal role of the joker seems to be
to bring forth collective creativity by putting in place conditions in which emergence of
novelty is likely to occur. The joker is there to break the fourth wall from the onset. The
interchange of the two worlds of the play between actors and audience is known as
metaxis and the Joker is the all-important-door-opener between them. Thanks to the
joker's contribution the so-called metaxis happens and transforms.

The state of belonging completely and simultaneously to two different, autonomous
worlds: the image of reality and the reality of the image. The participants share and
belong to these two autonomous worlds; their reality and the image of their reality, which
they have created for themselves (Boal, 1995)

The role of the joker is to create a climate of trust and mutual support to help the
community go through the feelings of uncertainty, fear, confusion and self-doubt. This is
empowering - using the language of theatre to help communities become more
connected with themselves and thus more alive, creative, and capable of bringing about
change. The notion of praxis is the action that emanates from these reflections. The Joker
has many functions, all of them theatrical. The Joker should be a compassionate human
being, but should not be in the role of a counselor or therapist. The joker is both theatre
director and support person, but should not have too much power since they will be
leaving the community once the process is finished. The joker must be able to sense and
serve the needs of the audience, to create a safe space for expression as well as manage
the results of ideas from the audience and to direct the communication with the audience.

It should be noted that the process should never exist as a formula in order to avoid being
mechanical. Functioning inside a paradigm makes it difficult to recognize the issues of a
certain community. If we relate to the community as a machine that will always react in
the same way to the same exercise, we lose our ability to really listen, to really see and
make a change. The Joker takes a step in the direction that is relevant to this community,
to this particular moment, the here and now. What kind of questions the Joker might ask
the group or the audience is crucial - moment specific answers flow. To practice the role
of the Joker online is similar when done in a physical setting since their role is to mediate
discussion between actors and “spect-actors”. ‘Spect-actor’ is Boal's term, as the name
implies, a figure who deliberately and self-consciously inhabits both worlds, as a spectator
and an actor. The spect-actor is often thought to feel empathy towards a dramatic
character. There are three important claims that need to be considered in the process -
that theatre is always political, that participation is vital, and that empathy is a tool which
may be used oppressively or radically -all asserted repeatedly throughout Theatre of the
Oppressed.
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The joker or the facilitator in the online space receives the ideas and suggestions enacted
on stage or the online platform. The rules are explained by the Joker (facilitator) whose
function is to invite interventions, assist the transitions from spectators to spect-actors,
and encourage the audience as a whole to assess the action unfolding before them. They
encourage the spect-actors to reflect upon the conflict, this can be done by using the chat
option so the discussion would not be interrupted and is led by the joker. The spect-actors
understand and acknowledge their role in the scenario and how the solutions can prove
helpful in their daily lives. The joker is thus a very important character for the
development of the forum theatre. He understands deeply the role he plays and the
responsibility that comes with it. The revolutionary purposes that Boal insisted on, require
interventions at every stage and in all aspects in order to produce this theatrical
production.

The process is playfully combative: the spect-actors, taking the part of the oppressed
protagonist, literally and metaphorically, pit themselves against the actors playing the
oppressors. The joker should be careful in this situation, so it does not turn into another
oppression of the dramatic character. The group should work together, experimenting
with all possible maneuvers in order to break the pattern of oppression that the play has
dramatized. Spontaneous and playful developments occur within an established
structure that should ensure that the procesc,overseen by a careful joker, remains
understandable and accessible to all.

There are some guidelines that need to be followed.

- do not make any decisions on your own. (The joker is there to coordinate not
decide what happens next, this should be left to the spect-actors since it is their role
to participate in an ongoing discourse whereby meanings and choices are open to
negotiations)

- there are no magical solutions and joker must watch out for that; there is no magic
in reality; the joker may even interrupt an intervention if it seems unrealistic and
ask spect-actors to discuss whether the situation is possible - this is the very
opposite of traditional form of theatre and spectators viewing a performance that
imposes ‘finished vision of the world'(Boal, 1979)

- the joker should be aware of their own physical appearance, behavior and
non-verbal language, in order not to affect the spectators since they are the ones
who are delving into different possibilities

- the Joker must do the questioning and facilitate debate “The joker must facilitate
the spectators to get their thoughts together and improve their actions” (Boal,
1979)
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A quiz on the role of the Joker:

Q1: What is the role of the Joker in the Forum theatre process?
-to open up a discussion
-to offer solutions
-to follow and moderate the process
-to make the actors and spect-actors feel safe to open sensitive questions

A: Everything is correct except “to offer solutions”

Q2: If, during the intervention on stage, the spect-actor gets overwhelmed by emotions,

the Joker

responds in a way that he/she:

- Shows empathy

- Makes it easy for people to exchange information

- Lets the spectator know that they are not alone in that situation and feeling, and
gives a broader picture of the problem

- Does not react, since the Joker is not a therapist

A: Everything correct except “Does not react... ”

Q3: What characteristics and skills are desirable for the Joker to have:
- Empathy

- Facilitator's skills

- Provocativeness

- Diplomacy

- Sensitivity

- Acting skills

A: Everything is correct except “Acting skills”

Q4: It is the Joker's objective to:

- Encourage the spect-actors to reflect upon conflicts

- Help understand roles in the scenario

- Manipulate and influence

- Watch out for “magical” solutions, i.e., solutions that are not realistic

A: Everything except “Manipulate and influence”.

Q5: The joker must always:

- Jump in any situation

- Be aware of their own physical appearance, behaviour and non-verbal language
- Keep the event flowing

- Have a direct influence in the direction of the story

- Be enquiring and improve other’s actions

- Replace the actor and take the acting role

A: Everything but “Have a direct influence in the direction of the story”.
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Q6: Possible questions for the joker to have in mind:

- What did you just see?

- Which of the characters do you identify with?

- Which character is facing the problem?

- Who is the oppressor?

- Is this a realistic solution?

- If you were an editor of a newspaper, what headline would you give the play?
- Is everyone ready to move on?

- What side are you on?

A: Wrong answers: “Who is the oppressor?” and “What side are you on?”

Q7 The joker through her/his approach tries to:
Develop a collective thinking in search for a positive solution in daily lives
- Gain experience in self expression
- Use the power of a group
- Prepare the audience for unexpected situations in life
- Eliminate fear of the unknown and, as a result, eliminate any form of aggression
- Make an analysis and behave as know-it-all

A: Wrong answer: Make an analysis and behave as know-it-all.

Q8: When wrapping up the forum, the joker must:

- Remind the audience that the roles played are done by actors

- Close the forum without separating the actor from the character to the audience

- Introduce the actors separately by name and give them time to "take off the role”
- Invite the audience after the show to continue to address the actors in their roles

- Thank the audience for their participation and encourage them to riot against
oppression.

A: All of the above except for: Thank the audience for their participation and encourage
them to riot against oppression and Close the forum without separating the actor from
the character to the audience.
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Running a training or a workshop in an online setting, especially when it comes to the
theatre work, brings lots of challenges. There are some things that you should have in
mind when organizing and implementing online theatre activities.

Before the training/ workshop:

- Make sure you have a good and stable internet connection

- Make sure that you have downloaded the Zoom application on your device

- Make sure your microphone, camera and speakers are functional and working
- Make sure you have enough space to move around, stand up etc.

- Make sure you are dressed comfortably during the sessions

Inform participants before the training/ workshop on the same things, by sending the
short guide to the participants/ performers a few days before the event.

During the training/ workshop:
- Create a safe space for the people involved in the process. Online settings demand
a more cautious approach so it's really important to make sure that everyone is feeling
open and safe enough to share their attitudes and/ or personal stories. You can achieve
this by creating the group rules during the first session. Some of those rules can be:
- Be on time (i.e. atleast 10 min. before the beginning of the session, to set up -check
the connection, microphone, speakers etc)
- Mute your microphone when not speaking;
- Raise a hand (use option on Zoom);
- Define a signal for a stop of the activity (be it visual or audio);
- “Whatever happens in Vegas, stays in Vegas”;
- Communicate respectfully with others;
- Listen to other's opinions;
- Remember that we are working toward exploration not resolution;
- Be supportive of participants and work as a “team”;
- Use “I” statements when discussing issues;
- if you want to record the sessions, ask for permission of the participants/
performers
- use features and application options that you have already tried out. You can
try out any online option that you want to use before the training, so that you
are sure that it works properly, and is suitable for your activity.
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In this part you can find an example of the Theatre of the Oppressed process, suggested
activities that you can use in your work. It includes the whole process, instruction on the
philosophy of the method, choosing topics, performance development and interventions
on the created performance.

MATERIALS /
LINKS

DESCRIPTION OF
THE ACTIVITY

ACTIVITY METHOD TRAINER

Session 1: Getting to know each other/ Introduction to ToO

participants to
share one word
(in chat) on how
they feel after
the first session.
If someone
wants to share
with the group,
they can shortly
say how they
feel.

10 min Introduction Introduction to Presentation / /
the training/
workshop.
10 min Writing the This game is Game / /
name with explained in the
the body Section: Games
and Exercises .
30 min Writing the The game is Game Random /
name with explained in the breakout rooms
the body Section: Games in ZOOM made
and Exercises. before the
activity
20 min Group contract This activity is Group work / /
/ Ground rules explained in the
Section: Agenda
of Theatre of
the Oppressed
training/
workshop.
5 min Closure / Facilitator Reflection / /
Reflection invites
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Session 2. Introduction of ToO and opening the oppression issues

5-7 min Conquer the This activity is Energizer/ game | Participants
space explained in provide space
(elbow- knee) Section: Games for themselves.
and Exercises.
20 min Representing The activity is / /
by object explained in
Section: Games
and Exercises.
45 min Writing the The activity is Group work and Random
35min name with explained in short breakout room
group the body Section: Digging presentations in
work + up the stories/ plenary
10 min topics/ issues.
plenary
sharing
10- 15 min|  Introduction You can find Short /
to ToO more info in presentation.
Section:
Introduction to
ToO.
5 min Reflection Participants Reflection /

reflect on the
day, by
answering how
they feel on a
scale from 1 to
10.

Session 3: Image theatre introduction

5 min | take the ball This activity is Energizer /
explained in
Section: Games
and Exercises
10 min Mirror exercise This activity is Exercise Breakout rooms

explained in
Section: Image
Theatre Usage
and Practice.

in Zoom
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45 min

Image of the
World/ Image

theatre process

The activity is
explained in
Section: Image
Theatre Usage
and Practice.

Exercise

Pin video/
spotlight to
everyone
options

10 min

Discussion

Participants
discuss the
social issues
that have been
opened.

Breakout rooms

5 min

Reflection —
plenary room

Reflection on
the activity and
the topics that
were discussed
in breakout
rooms.

Session 4: Joint image

Reflection,
discussion

20 min Countingin The activity is Energizer, Random
pairs: 1,2,3 explained in concentration breakout
Section: Games game rooms, divided
and Exercises. in pairs.
40 min Choosing the In groups Group work Divided in
topic participants breakout rooms
choose the as in the activity
topic/ a real “Image theatre-
example of group work”
oppression.
10 min Reflection Reflection on Reflection, Divided in
the day. game breakout rooms

Participants
show how they
feel through
sound and
movement.

Session 5: Oppression in my community

as in the activity
“Image theatre-
group work”

5-7min | Touch blue This activity is Energizer /
explained in
Section: Games
and Exercises.
5-7min | What are you This activity is Game /
doing explained in

Section: Games
and Exercises.
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25 min Sculpture and

clay

This activity is
explained in
Section: Image
theatre Usage
and Practice.

Exercise/ Group
work

50 min Jointimage /

Puzzle

This activity is
explained in
Section: Image
theatre Usage
and Practice

Exercise

Presentations
of the images

10 min

The groups
present their
images.

10 min Reflection

Session 6:

10 min Silly face

Participants
reflect on the
activity.

This activity is
explained in
Section: Games
and Exercises.

Reflection

Energizer/
Game

Divided in
breakout rooms
as in the activity
“Image theatre-
group work”

30 min Making of a

poem

This activity is
explained in
Section:
Dynamization
of images.

Process of
dynamization

30- Developing a
40 min character

This activity is
explained in
Section:
Developing a
character.

Process of
dynamization

15 min Seven loving

touches

This activity is
explained in
Section: Games
and Exercises.

Game

5 min Reflection

Participants
reflect on the
activities.

Reflection

55




Session 7: Dynamisation and scene development

5 min

Energizer

Choose one
energizer from
Section: Games
and exercises

Energizer

40 min

Dynamization -
movement
and sound

This activity is
explained in
Section:
Dynamization
of images.

Dynamization of
the images

40 min

Performance
development

More
information
about how to
develop the
performance
and dramaturgy
of the Theatre
of the
Oppressed can
be found in
Section:
Dramaturgy of
Theatre of the
Oppressed

Group work

5 min

Reflection

Participants
reflect on the
activities.

Reflection

Session 8: Role of Joker and Interventions

5 min Energizer Choose one Energizer
energizer from
Section: Games
and Exercises
70 min Performance More Forum theatre
presentations information interventions

and
interventions

about how to
facilitate Forum
theatre
interventions in
online space
can be found in
Section: Process
of Forum
theatre
(interventions).
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15 min

Session 9 : Closing

Reflection

Reflection on
the social issues
that are opened
and on the
suggested
solutions.

Reflection

20 min Reflection on Participants Reflection
the whole reflect on the
training/ training/
workshop workshop.

25 min Evaluation Evaluation of Evaluation

the training/
workshop.
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As explained in the introduction part, this manual is designed for all (peace) educators in
formal and non-formal education, such as: teachers and school-based educators,
community workers, theatre professionals, youth workers and youth educators in NGO
sector etc., who would want to use artistic techniques in their educational activities. It is
designed having in mind that Theatre of the Oppressed based learning experience can be
offered in a wide range of different settings, locations, occasions and to different groups
of learners.

The manual itself, including the majority of its games, exercises and other activities has
already been implemented and tested with a group of people from different parts of the
Balkan region, of diverse cultural and professional backgrounds, during a 5 days intensive
training course. Everything that is suggested/ recommended in the manual was thought
of well in advance in order to be best suited for the online use. The manual itself is
self-explanatory and easy to be used for those people and institutions that want to make
a change in their community.

The implementation of Theatre of the Oppressed online does have its own challenges and
it is important to keep in mind a list of things that will prepare you and your team to best
implement Theatre of the oppressed online. More practical guidelines related to this can
be found in the “Setting up an agenda for the online workshop/ training of Theatre of the
Oppressed” section of the Manual, under: a list of things to keep in mind.

At the same time, despite the possible challenges that might arise, we can conclude,
based on experience, that with good preparation for the training and by providing a
motivated group of participants, all possible challenges can be overseen and overcome.

Be aware that Theatre of the Oppressed methodology is changing and Boal himself had
invited practitioners to modify his methods to the needs of the groups and to adapt to the
local context in order to best achieve the goal and empower the communities. Do not
forget to play, explore, because that is the essence of this method while being open
minded for new modalities. Bear in mind that failing is also a part of the process. Theatre
of the Oppressed teaches us to keep on trying and imagining. Boal: “Its forbidden to walk
on the grass. It's not forbidden to fly over the grass. “
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®opym 3P/, MakesoHwnja, BO napTHepcTBO co Media Artes (Oxpug), pelunja ga rm ncrpa-
XaT MOXHOCTUTE N Ja KpewnpaaT eAyKaTUBHU pecypcu, Aa TpeHwmpaaTt U uHcnvpupaar
MVPOBHW egykaTtopu o4 3anazeH bankaH 3a KOpucTere anTepHaTUBHU APaMCKU U Tea-
TapCKW eyKaTVIBHW TEXHNKN MPK yYere Ha AasieumHa. Vv, NOKOHKPETHO: 3a KOpUCTeHe
TeaTapckm popMum of, TeaTapoT Ha yrHeTeHUTe, CO Lie/ MMPOBHA eflyKaLimja BO AUTUTaTHN-
OT NpOCTOp.

3a Taa uen, NapTHepuTe, CO MOAAPLUKA O TUM OZ KBaNNPUKyBaHV NpodecroHanuu,
cocTtaBeH of becHwuk fleka, Jemup Mekuk, aa Asgrberosuk - KapaxacaHoBMK, JacMMHa
Bunanosuk, paraH AtTaHacos, 'opfu /1a30B, Kako 1 o moaapLuKa Ha KnemeHTHa JynoHT
-NPaKTUKaHT Ha ®opym 3®/1, 1 SEEYN Learning house - nHtepHeT nnatdopma 3a yuere
Ha JyroncrtoyHaTa eBporncka Mpexa Ha Miaau - pa3suja 1 Crposezoa AanevynHcka obyka
3a eZlykaTopu 1 Co3A4aj0a HEKONKY 06pa3soBHM pecypcun of pasnnyeH popmat 3a Kopu-
CTere Ha TeaTtapoT Ha yrHeTeHUTe BO AUTUTaNHNOT MPOCTOP U 3a yuene Ha JaneymnHa.

N3paHneTo npej Bac e efileH 0J pecypcuTe Kou rnpousseroa of, oBa naptHepcTso. Toa e
NpPUPaYHMK 3a 0byka Ha (MUPOBHW) eAyKaTopu 3@ KOpUCTere TeaTapckmnte dopmun og Tea-
TapoT Ha yrHeTeHUTe NpU M1MPOBHAa eAyKaLlija BO AUTUTANHNOT NpocTop. Bo Hero, Mnpos-
HUTe eflykaTopy MOXe Aa HajaaT MHGOopMaLnK, UHCTPYKUUK, NPpeanosn, naen 1 nHCnmpa-
UMM 38 TPEHUHr-NMporpaMm M akTUBHOCTU, KOU MOXAaT Aa VMM MOMOrHaT BO HUBHWTE
Hamopw 3a opraHv3npare 1 NMNIeMeHTripake Ha MOXHOCTUTE 3a MPOBHAa ezyKaLinja,
6a3vpaHn Ha TeaTapoT Ha yrHeTeHNTe, BO HernocpeHa CpeAriHa Kako 1 Ha JaneymnHa.
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OBOj NpUpaYHUK e co3jajeH 3a cuTe (MUPOBHU) edlykaTopy BO $OPManHOTO N Hedop-
MaJIHOTO 06pa3oBaHMe, Kako LUTO Ce HaCTaBHWULN, YUYUAULLHN eyKaTopn, paboTHULM BO
3ae/lHVLaTa, TeaTapCckm NpodecroHanLum, MAAAUHCKA PaboTHULN N MIAANHCKU eflyKaTo-
pY BO HEBNAANHUNOT CEKTOP WUTH., KOW BU cakane ja npuMeHaT YMETHUYKN TeXHUKN BO
HVBHUTE 06pa3oBHWM akTMBHOCTW. Co3AajeH e VMajKu npeaBuf AeKka WCKYCTBOTO O/
yyere 6a3npaHo Ha TeaTapoT Ha yrHeTeHUTe MOXe Ja buje NoHyZeHO BO LUMPOK Crek-
Tap Ha Pas/INYHU CPeSVHN, IOKAUUW N HAaCTaHW Kaj PasinyHN rpynu y4eHnLUM, Kako Ha
npumep:
- Jeua n mnaau
- Bo3pacHu (cemejcTBa, pOAUTENN, COCEAN, YUUTENN, eLyKaTOPU 1 TNLA CO Pa3HU
npodecMoHanHu 3agHNHY 1 Npoduan, Ha NpUMep HOBMHAPW, BU3HUCMEHN, MO
Lajumr, MeANLVHCKNA JOKTOPUY (TepanesTun), yunTenu, paboTHULM, HOCUTENN Ha
OANYKW NTH.)

Bo oBoj nepuog, nopagn naHgzemujata Ha KoBung-19, nma MHory obmnanm 3a npunarogy-
Bake Ha Pas/IMyHN 06Pa3OBHU TEXHWKW, CO Len Aa buaaTt npUMeHNBY BO MHTEPHET
npoctopoT. OBOj NPUPAYHKK € efleH OZ The 0b1AN 3a NpunarogyBame Ha ynotpebaTa Ha
TEXHUKM 3a yyeme, ba3vpaHn Ha TeaTap W Apama BO pa3nnyeH obpa3oBeH amMbueHT,
Kako 1 3a 0be3besyBare OHMAjH aNTepHATMBA 3@ MUPOBHUTE efyKaTopu BO OBUE TeLLKU
BpeMUHsa.

TeaTapoT Ha yrHeTeHUTe MOXe Aa 6uae MHOry AparoLeHa TeXHMKa Koja BO 3aBNCHOCT OZ

KOHTEKCTOT, NoTpebuTe 1 Lenta Ha y4ereTo MoXe Aa Cce KOPUCTU 3a:

- Co3zaBaHe NpOCTOp 3a Npe3eHTMpakbe 1 pa3MuUCayBakbe 3a CUTyaLumn, CyyKy,
4yBCTBa, MUC/IW, NAeN, BpeAHOCTW, CTaBOBW, OAHeCyBaHa, OAHOCU UTH.;

- 3acunyBare Ha KpUTUYKOTO UCTPaXyBakbe Ha CUTyaLUnUn 1 Ha KPUTUYKOTO PasMmc
nyBabe;

- HacouyBare Ha BHMMaHMe 3a obe3besyBaHe NPOCTOP 3a UCTPaXyBaHe Ha
cMcTemMckaTa NpupoAa Ha pasHUTe 06ANLM Ha YTHeTyBak€;

- NcTpaxyBare 1 NoapLUIKa Ha pa3brpareTo Ha KOHKpeTeH NoeAnHeL, Ha rpyna
WA Ha coumjaneH Nnpobnem Unv npaLlame;

- MoHyza Ha n36op, co uen ja 1M ce gaje rnac Ha OHMe KOW ce yrHeTeHu;

- NcTpaxyBahe HauMHW 3a TapreTrpaH aHraXXMaH Cropej CTaHAapAnTe 1 MOXHUTe
anTepHaTuBY;

- Co3zaBaHe NPoCTOp 3a y4yere npeky cnogenyBare Ha NCKYCTBa,

- MoTnBMpa 1 MHCNVPMPaHe Ha MO3UTYBHA NPOMeHa. Bo Hekou cnTyaumm, kora e
KOpuCTeH of, 0byyeHn npodecroHanuyy Bo NnpodecrioHanHa cpeanHa, TeatapoT Ha
yrHeTeHUTe MOoXe Aa ce CMeTa 1 Kako MOKHa C1cTemMaTcka ncmxoTepaneBTcka
TeXHMKa.



TeaTtapoT € MHOry MOKeH MHCTPYMEHT BO 0O6pa3oBHMOT npouec 3aTtoa wro obe3benysa oapeneH
CTeneH Ha MHTUMHOCT W aHTraXMpPaHOCT Ha NybnumKata Ha GM3NYKO, UHTENEKTYATHO 1 EMOLIMOHANTHO
H1BO. DopyM-TeaTapoT e ,,KoNeKTMBHa Npoba Ha peanHocTa”. Kako wto Benu boan, Teatapor e ,4oBeu-
Kujasuk” (boan, 2004) 1 3aToa egyKaTMBHMTE NPOrpaMu 3a TeaTap BO 3aefHuLUaTa M OBO3MOXKYyBaaT
Ha nyreTo Aa rv pa3BMBaaT CBOMTE BHATPELLHM TafleHT 1 CMOCOBHOCTM, NOMarajku um aa ce n3pasart
Co HoBu dpopmn.!

TeatapoT Ha yrHeTeHUTe e Nnofo6eH 3a ynotpeba co pa3nuyHu rpynu nyre 1 BO3pacTu 1 MOXe Ja ce
KOPWCTM Aa MM Ce Aafe MOXKHOCT [a ce BK/yyaT BO e4HO eAMHCTBEHO WCKYCTBO CO Yuere npeky
NCTpaxyBare, pasMucilyBarbe U ANCKYTMpPakbe Ha PasNnyHy Temu. YuecHnuuTe mM3BeayBaaT Kyca
ApamaTu3aumja, Koja OTC/MKyBa HeKOja YyBCTBMTENIHA TOUKA M FO MOTTUKHYBa Pa3roBOpOT Mery
rpynarta rnegayu, O3BOJyBajKMU UM Ha 4ONTOrOAVLLIHMTE YBEPYBakba U CTaBOBM Aa M3/1e3aT Ha OTBO-
peHo.

TeaTapoT Ha yrHeTeHWTe e apCceHan of TeaTapCKU TEXHUKU U UTPU KOj CTpeMu Aa r MOTUBMpa NnyreTo,
[la ro BpaT! BUCTMHCKMOT Aunjanor 1 Aa co3gage npocTtop 3a yyecHUumTe aa Bexbaar ,npesemarbe
akumja“. 3anoy4yHyBa of nfejata leka cekoj MMa KanauuTteT fja fejCTByBa BO, TeaTapoT Ha CBOjOT XKUBOT;
CeKOj e NCTOBPEMEHO aKkTep 1 rnefay. Hne cme cnekrt-aktepu(,spect-actors”), TepmuH co3gageH og
Asrycto boan 3a aa rv onvwe oHue Kou yyectByBaaTtBo Qopym-TeaTaport. Toa ce ogHecyBa Ha [iBOjHa-
Ta ynora Ha OHUe Kou ce BKITyYeH/ BO MPOLLECOT M KaKOo rnefayn 1 Kako aktepu, buaejkm ncroppeme-
HO HabsbyayBaaT 1 co3faBaaT APAMCKO 3HauYeHe CO Npe3emarbe akLnja BO NpeTcTaBarTa.

TeatapoT Ha yrHeTeHWTe ce TeMEeNN Ha OCHOBHOTO BEPYBake eKa CUTe MMaMe BHATPEeLIHN TafleHTU
KoM MOXeMe Aia ' MpYIMeHeMe 3a Aia Hayunme HoBM paboTu 3a cebe. Toa ja NpeTcTaByBa OCHOBATA Ha
LienTa Ha npeTcTaBaTa: Aa 06e36eau ,eTnyka obyka NnpeKy nHTepakTnBHa gpama“. Camata npypopga Ha
TeatapoT Ha yrHeTeHUTE, BKNYy4YyBajKM rO M MOTTMKHYBAHETO HA ApaMcKaTa YMETHOCT (cLeHapuo,
rnyma 1 pexuja), OBO3MOXKYBa MOMEHTasIHa KpeaTuBHaA AebaTa 3a AUCKYTUPatbe Ha AuNieMn of pean-
HMOT »UBOT, U TOAa MHOTY YecTo 3a npsnart. Llenta Ha npeTcTaBaTta e Aa co3gage AUCKYCHja 3a U3Ha-
oratbe pasfiMyHM HAUMHW Y NPUCTANK, UICTOBPEMEHO NOTTUKHYBajK1 OTBOPEH ANjanor U O4rOBOPHOCT
Kaj cekoj noegmHel,. Llenta e ga ce nprHyAaT yd4eCcHUUUTE Aa v UCTPaXKyBaaT M aHanm3mnpaat npeTno-
CTaBKUTE N a CTEKHAT XPabpOoCT 3a CAMOCTOjHO Pa3MUCITyBakbE.

Boan nocouyBa feka Kora cMe eJHOCTaBHO MACMBHW YNIeHOBM Ha NybnuvKaTa, HMe ja NnpeHecyBame
HallaTa »enba fa aejcTByBame BP3 JIMKOBUTE CO KOU Ce UAeHTUGUKYBame, a NoToa ja Haofame Taa
xenba ocTBapeHa, goAeKka KOHGNMKTOT ce pa3pellyBa Ha cueHaTa, Ha ¢unm nnu Bo Bectn. Katapsa
KaKko 3amMeHa 3a akuuja. TeaTapckuTe efykaTuBHU cTpaTternn Ha boan ,ja peaktuBmpaar peanHocTa’,
OnecHyBajKu 1 Ha ny6nvKaTta Aa rv cnuTa npatlarbara LWTO BvjaaT BP3 HUBHUOT XKUBOT, UAEHTUDU-
KyBajKM MM OCHOBHMTE MPUYMHK 3a NpobnemnTe 1 Nomarajky UM fa HajaaT peanHu U NPakTUYHK
pelleHnja 3a nogobpyBare Ha HUBHaTa cocTojba — npouec wto Opeunp (1970) ro Hapeye ,KOHKpPETU-
3aumja“?

Boan (1979) ce obuaysa ga rim NOTTUKHe NyreTo Aa ro Npeno3HaBaaTt 1 Cy361BaaT yrHeTyBarEeTO BO
HUBHMOT »KMBOT Npean3BUKaHO of HaaBopewHN GakTopu (eKCnIoaTaToOpCKN CMCTEM, PaKOBOACTBO
Ha BNaCT, UHCTUTYLMW LWITO CNpoBedyBaaT HenpasAia 1 AUCKPUMUHAUNjA, UTH.) TeaTapOT Ha YrHeTeHu-
Te e NnoBeKe HaCoYeH KOH COLMjaHMOT KOHTeKCT. McTo Taka, Toj e dopmMa Ha packakyBare npeKy
CLeHCKM YMETHOCTW, Apama 1 FyMa, KO MM aHraxupaart 1 yMOT U CPLETO Ha M3BeAyBayoT, HO 1 Ha
rnegayor.

O61YHO, MPOLIECOT Ce COCTOM Of CNIeAHOBO:

1 WoyTo 3mnono, Acouwnjaumja 3a KpeaTMBHO MOpPanHO obpa3oBaHe
2 Opewup, Maono (2017):MNeparorvja Ha yrHeteHnTe, MUHrBMH Bykc, Bpasun 8



- NoeHTndurkyBame Ha NpobnemoT Um Ha NpallakeTo WTo Tpeba Aa ce peLr BO ONWTeCcTBOTO;

- NcTpaxkyBarbe Ha TemarTa;

- OcmucnyBambe Ha naeun 1 NnpeseHTUpame Ha NPrKasHa Un KOHLENT KOj MPUKaXKyBa
MO>KHOCTM 1 N360P Ha KpeaTUBEH HAUYUH;

- KoHcynTauum 3a nnaHoT 3a AenyBarbe 1 NoAroToBKa Ha n3eeaba Koja Ke rvi n3pasu un
Npo6aemMOT Y MOXXHMTE HAUMHW 3a CNpaByBakbe CO NPOONeMoT (BKNy4YyBajK/ YMETHUYKO
pexunpare, My3nka, KOCTUMWU/PEKBU3UTI, aKTUBHOCTM MO n3Begbata UTH.);

- CnpoBeflyBarbe Ha NNaHOT (T.e. opraHmM3Mpare Hactanu, obug ga ce gonpe Ao Wnpoka
nyoénuka);

- OCBpT Ha LenmoT NpoLec, Co 3emMatrbe NpeaBuA LWTO YCreano 1 LTO MoXe Aa ce nogobpu, co
obng 3a MNIeMeHTMpPare MOXHW HaunHK 3a NogobpyBambe.

Bo cekoj cnyuaj, oBae e BaXXHO e fa ce yTBpAn WTO 61 Moxeno aa buae cneuymduryHo 3a ynorata Ha
TeaTapoT 3a yrHeTeHuTe. [loCTOjaT N3BECHM CTaBOBMU, criope Kou TeaTapoT Ha YrHeTeHUTe e OpraHu-
3MpaH U aBTOHOMEH caMuoT no cebe. Kako wTo cyrepmpa boan, TeaTapoT e MHXePEeHTHO, 0COBEHO
LLPrKacHo opyxje “3, pa3nnuHo of apyrmte Gopmmu Ha YMETHOCT, Ha NMpUMep Oof NuTepaTyparTa,
6uaejkn BoCnocTaByBa HeMocpeaeH KOHTAKT CO CBojaTa nybnuvka. Bo TeatapoT Ha yrHeTeHuTte, boan
HaBefyBa YeTVpPY Pa3INYHN NPaKTUYHM MPUCTaNn, KOV NMOMaraar fia Ce UCTakHe BaXKHOCTa Ha yCJI0BU-
Te NoTpebHM 3a NpaKTKyBakbe Ha oBaa popma Ha TeaTap. OBa e NoHaTaMy NPaKTUYHO 0bjacHeTO BO
LMrpu 3a aktepu n He-KTepn“* . OBaa KHMra ro cogp»kv OCHOBHUOT NPUHLKMN KOj ja opmurpa CTPYKTY-
paTa Ha NpaKTuUKyBare Ha TeaTapoT Ha YrHeTeHWTe 1 nNpepsiara net KaTeropmn akTMBHOCTL:

1. lMpeno3HaBame WTO gonnpame

lNpeno3HaBame wWTO cnywame

AdnHammnsaumja Ha HEKONKY ceTuna

[Mpeno3HaBame WTO rnegame

Memopwja Ha ceTunaTa

s W

Bo pamKnTe Ha cekoja of oBMe aKTUMBHOCTW, MOCTOjaT HEKOJKY PasfIMyHK KaTeropuun. Ha npumep:
Mpeno3HaBame WITO gonupame € COCTaBEHA Off HEKOW OMWTK BeXOW, Kako LITO Ce MPOLLETKM,
nopaku, Nrpu 3a NHTerpaumja n rpasrtaumja; MpenosHaBame WTO cnywame BKyYyBa pUtam, Mesno-
AVja, 3BYK, pUTam Ha AuLlleHe 1 BHaTpelleH puTam; iIMHaMu3npamwe Ha HeKONKY ceTuna rv obeau-
HyBa MPETXOAHUTE aKTUBHOCTW; Ha MpUMep, KOPUCTMME MpeBe3 Ha OuuTe 3a MOTTUKHYBake Ha
YyBCTBMTENTHOCTA KOH 3BYKOT, NPOCTOPOT 1 efHu KOH Apyru; NMpeno3HaBamelwuTornepame rv Bose-
AyBa TeXHUKUTe Ha CIMKOBHMOT TeaTap; Ha NpMMep, MOXKEME la KOpUCTMe BeXbu co ornepana, aa
npemMrHeMe Ha BajapCTBO, Ha CO3[aBarbe C/IMKU U Ha Urpyu co NnKosu; Memopuja Ha ceTunata He
HaBefyBa fia MpaBMMe CJINKK, Ha TOj HAUMH 13Pa3yBajKu UM KOHKPETHW TEMW U COMNCTBEHN
NCKyCTBa.

OBWe KaTeropum ce Ba>kH1 [OKOMKY CakaMe [a ja NCTpaXknme npakTrKaTa Ha TeaTapoT Ha YyrHeTeHUTe.
CeKkorall e BaXHO Aa bupeTe CBeCHM 3a OBaa MPAKTMKa AOKOMKY MMmaTe orpaHuyeHo Bpeme. Opf
HaLLETO NCKYCTBO BO OHMAjH PabOTUNHMLM, OCHOBHUTE EIEMEHTM MOXKAT a 61AaaT BKAyYeHU Aypu 1
aKO BPEMETO € OrpaHNYeHO: MOArOTOBKA Ha TeNIOTO, ynoTpeba Ha Urpy 3a NOBpP3yBahe 1 3ajakHyBak€
Ha rpynata, doKycmnpat-e Ha BOBelyBarbe Ha NpaLlarbaTta 3a MOK, CO3aBarbe CJZINKU U HMBHA AUHaMK-
3aumja u TpaHchopmaumja.

TeaTapoT Ha yrHeTeHUTe YyecTonaTtu ce HapeKyBa ,TeNo Ha TeaTapCKN TeXHUKN” 1 YKa)KyBa Ha MHOry
norosieMo ,Teno”: CNIOXKeHO, NHTEPANCLUUNIIMHAPHO, MYNTTUBOKANIHO Teno Ha Gunocodcko 3Haeme,
Koe rn ondaka genata Ha lMNayno Openp n beptonT bpexT, ondaka KapHeBan u LMPKYyC, 6pasmncka
TaTeaTapcCKa aBaHrapfa of cpeguHata Ha 20 Bek, Kako 1 BnuvjaHunja Ha Xeren n Apuctoten. MoKkrta Ha
TeaTapoT e Aa 3aMUC/IN HeNnOCPeHO UCKYCTBO KOE e UCTO Taka TPaHCLeAeHTHO. YHUKATEeH MOMEHT KOj
npemMunHyBa Hacekage. KpuTuka LWTo Hyan KOHKpeTHY peweHnja. OTBopeHa nnatopma Ha MOXHOCTH
KOja HMLITO He 3eMa 3[paBo 3a roTOBO.

3 boan, Asrycto (1979): Teatap Ha yrHeteHuTe, lnyTo lNpec, JloHAOH.
9 4 boan, Asrycto (1992): Urpu 3a akTepu 1 He-akTepu, PyTnuy, JloHaoH



Co KOpUCTeH€e Ha TeaTapoT 3a IMYHA 1 onLiTecTBeHa TpaHcdopMaumja, MnaauTe 3ausp-
CTyBaaT W NpUTOa CTaHyBaaT aKTUBHU HOCUTENN HA MO3UTUBHM MPOMEHN BO HUBHUTE
3aeHVLM 1N NPOAKTUBHO Ce CrpaByBaaT Co MPeAM3BULNTE LUTO M 3aceraaT HUB U HUBHU-
Te 3aeAHnLUM. Mpeky TeaTapoT, AeuaTta U MAaAMTe 04 Pa3/IMYHO MOTeK/o yyaT Kako Aa
copaboTyBaaT 3ae4HO BO TUMOBW, ja CO34aBaaT 1 Aa n3BejyBaaT YMETHUYKN HacTanu u
Aa CTEKHYBAAT XXMBOTHW BELUTMHM, Kako LLITO Ce KOHCYTaTUBHOTO OANy4YyBaH-€, KpeaTuB-
HOTO U KPUTNUKO Pa3MUCIyBarbe, CAaMOU3PasyBakeTo, ToNlepaHLMjaTa, paspeLlyBaHeTo
KOHGANKTL 1 OpraHnN3aLMCcKUTE BELUTUHN.

He e pa36bunpanBo 30LITO YMETHOCTUTE 61 Ce CMeTasie 3a BTOPOCTeneHu Bo cnopeaba co
CYLUTUHCKMTE TEMU. MICTpaxyBaHaTa MoKaxyBaaT Zeka Co yYecTBO BO Teatap, MaaauTe
yyaT paboTy Kako LUTO Ce KpeaTUBHOCT, COPaboTKa, rpaZeHe TVM, KOMYHUKALMCKI BeLLl-
TUHW, KPUTUUKO Pa3MUCIyBakse UTH. [pyr CTYAUN TMOKaXxyBaaT Aeka CONUAHUTE yuin-
JMLLHN TeaTapcky Nporpamm nomMaraat Bo NoZo6pyBareTo Ha YCNexoT 1 pesoBHOCTa Ha
yyeHunyuTe.

CHAPTER

How 1o use ToO IN
PEACBUILDING EDUCATION

b 4] 4:‘) 015/ 446

How to use TeO in peace education ?

MornegHete ro BWAEOTO JOCTanHO Ha: https://youtu.be/0B918Lqjlyknhttp://www.-
seeyn.org/elearning/mod/hvp/view.php?id=385

TeaTapOoT KOPUCTU TaHL, ApamMa, CIMKa, My3uKa 1 ABUXEHEe Kako anatkuy 3a uaycTpauuja
N 3acUNyBakbe Ha yyereTo. HW3 LleInoT CBET YMETHOCTA Ce MoKaXa Kako MoKHa ¢popma
Ha HeBepbasiHa KOMyHUKaLMja 1 ANpeKTeH KaHa 3a Aonupakbe 40 cpuaTa U 40 yMOoBUTe
Ha nyfeTo. Kako LWTO pacTe pa3bupareTo Ha MaMTe/BO3pacHUTe, The Ke ,HacTanyBaat”
Ha pefjoBHa OCHOBA MpeJ pas3nyHa ny6anka, Ha TOj HaYMH AejcTBYBAjKN KaKo paLumvpy-
Ba4 Ha

5 https://www.orlandorep.com/kids-need-theatre/

6 https://www.deseret.com/2014/3/17/20537566/a-teach-
ing-role-how-theatre-enhances-academic-ability-performance-in-youths#young-actors-participate-in-a-performance-of-university-of-utah-y
outh-theatres-crow-and-weasel and https://www.aate.com/benefits-of-theatre-ed 10



CBOETO o6pa3OBaH|/|e KOH CBOUTE BPCHNUWN 1 3aeJHNLN. I'I0|<paj TOa, TeaTapoT Ke ru OoXpa-
6p|/| MnaanTe Aa ydectByBaadT BO Pa3HWM YCIYTN 3a 3a€4HNLUATA, KaKo WTO € Ha npumep
BO/IOHTPAHETO. Ha TOj Ha4VH, MaagnTe oJ rnpBa paka Ke ro NCKYCaT 3Ha4eHeTO Ha
rpafaHCKMOT aHraXkmMaH u Ke pa3B|/|jaT 4yBCTBO Ha OAroBOPHOCT 3a CBOUTE 3aeAHNLN.

TeaTapoT Ha yrHeTeHUTe e popMa Ha TeaTap LUTO ja pa3Bu ABrycto boan, Teatapcku npak-
TN4ap N NOANTUYKK akTUBUCT of 1970-TuTe. ABrycto boan notekHyBa oj efHa cneuu-
dunuHa epa Bo bpaswusickata Uctopuja, nosHaTa kako Epara Ha Baprac (1930-1945), nonun-
TUYKN HecTabuneH nepros Ha BoeHa AMKTaTypa oZ Koja npou3nese couujaneH jas, cmpo-
MalwTuja U anckpmmMmmnHaumja. Ceto oBa CUIHO BMVjaelle Bp3 0BOj deHOMeHasieH, KOM-
NnaeKceH CUCTeM Ha TeXHUKU, pa3BMeH 3a Aa My ja AajJile Ha TeaTapoT Herosata OCHOBHA
ynora v HacneACcTBO 3a NONUTNYKA MHTepBeHLMja U MUPHO pesedrHMparbe Ha NpaBuia-
Ta Ha OMLwITecTBOTO.

"THE THEATER
ITSELF [S NOT
REVOLUTIONARY: [T
IS A REHEARSAL FOR
N THE REVOLUTION"

s

Cnnka Augusto Boal em aula sobre o Teatro dooprimidoem SP, em 1979. nssop:
https://www1.folha.uol.com.br/ilustrada/1184477-serie-de-lei-
turas-e-debates-em-sp-recupera-a-obra-de-augusto-boal.shtml

OBOj MeTOo/, ro KOpUCTW TeaTapoT Kako CPeACTBO 3a coLmjanHa U NoanTMYKa NnpoMeHa 1 ce
COCTOM OZ HW13a Urpu, BEXOU 1N TEXHNKW KOW T BKIyYyBaaT TeN0To U ceTunaTa v rv aHra-
XUpaaT IMYHUTE NCKYCTBA Ha yYeCcHUUUTe, CO Len Aa CO34aAaT MOXHOCTW 3a KPUTUYUKO
pasMnC/yBame 3a HallaTa OnwTeCcTBEHa pPeanHoCT, Aa rpasaT Avjanor v 3aeiHNYKN A3

6apaaT peLLeHnja 3a coLunjanHn nNpatlarse 04 Aoy Harope”. Toa e MHTepakTVBHa 1 nap-
TMyMnaTrneHa ¢opmMa Ha TeaTap 1 co3gaBa bes3beseH NPOCTOP 3a NyreTo Aa rm Bexbaat
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CBOUTE NOCTaNKW 1 Aa HajAaaT Pa3INyHM HAUMHW Ha IMYHa 1 coumjanHa TpaHchopmaumja,
KO noZouHa MoXaT Aa rv NpMMeHaT BO peasiHoCTa.

TeaTapoT Ha yrHeTeHUTe MMa CUIHO COLMjasIHO M MOJINTUYKO MoTekno, buaejkn A. boan
belle MHCNUPUPAH O, MHOTY TeopeTuYapn 1 akTUBUCTK, 0COBeHO oZ AenoTo Ha llayno
®peunp 1 HeroeaTta KHura ,lMNegarorvja Ha yrHeteHuTe".” lMpBK4YHO, boan ro kopucreLle
CBOjOT MeTOZ 3a paboTa Co cenaHm n paboTHMLM BO bpaswn, co uen ga rm ocnocobu ga ce
6opaT NpoTNB HeefHAKBOCTa U YrHeTYBaHeTO BO OMNLWTEeCTBOTO. Bo boanoBunoT Teatap Ha
yrHeTeHUTe Hema rnegay Koj camoO MacMBHO M Hab/byZyBa MOCTanNkuUTe Ha aKTeporT.
lnueTto cTaHyBa crekT-akTep (spect-actor) co Bkay4dyBake 1 pearviparbe, HOCejKN KOH-
KPeTHM NpOMeHU BO CLieHarTa.

He noctown ,4eTBpT smua’, Taka WTo nybankata BO NpeTcraBaTa CO3/aBa CBOja BM3Mja 3a
npeTcTaBaTa, Co JaBake KOHKPETHU peLleHMja 3a Npe3eHTUpaHuTe npawlama. (,Teatap
Ha yrHeTeHuTe"” of ABrycTto boan).

Boan HaBeayBa Hekonky $hasm BO MPOLLECOT Ha CTaHyBake Ha CreKT- akTep:

- MpBa ¢a3a: no3HaBakwe Ha CONCTBEHOTOO Teso. Bo oBaa pa3a n1LeTo cTaHyBa
CBECHO 3a TesI0TO, 3@ 3BYKOT U ABUXEHETO.

- BTopa ¢asa: n3pasHOCT Ha TeNoTo. /INLETO yun Kako Aa ce 13pa3u npeky TenoTo.

- Bo TpeTaTta ¢asa, MMa pa3Hu HMBOU Ha YYeCTBO:

- CymynTaHa gpamaTtyprumja - npu LUTO iLe o4 ny6ankaTa UM AaBa HaCOKM Ha
aKTepuTe 3a Toa Kako Aa ce oAHecyBaaT M Kako Ja ro peLuat npobaemor.

- CnvKoBeH TeaTap - MLETO ' 13pa3yBa CBOUTE YyBCTBA W CTaBOBU MpeKy CUKMN.
- dopym TeaTap - Npu LITO NybAMKaTa MHTEPBEHMPA CO Npe3eMare Ha y1oraTta Ha
MPOTaroHMCT BO NMOArOTBEHUTE CLIEHW U ja MeHyBa HacokaTa Ha npeTcTaBaTa.

- UetBpTa Ppasa: TeaTapoT Kako amckypc. Ce Boan anjanor 1 nybamkata akTUBHO

y4yecTByBa BO AMjanoror.

TeaTapoT Ha yrHeTEeHUTE VIMa MHOTY TEXHUKN KOW buie pa3BrieHV BO Pa3iyHN BpeMeH-
CKM Neprnoam, BO 3aBUCHOCT 04 AedUHMpaHNTe NoTpebn Ha 3aedHuLaTa. Tve npeTprene
MPOMEHU CO TEKOT Ha BpeMeTo U boan passun HOBU TeXHUKU. CUTe Tre ce NprKaxXaHuy Ha
»4PBOTO Ha TeaTap Ha yrHeTeHUTE"”, HO HaKYCO Ke r1 pasrnejame v oBje:

Urpute nmaat jacHM npasBwia, HO UCTOBPEMEHO M3HYAyBaaT KpeaTMBHOCT U c10604a.
Cnyxart 3a KpLuere Ha baprepuTe 1 3a co3gaBare be3beseH rnpocrop. (,Mrpn 3a aktepu
N He-akTepwn” og Asrycto boan)’

CNnKoBeH TeaTap e TexHMKa CO Koja yYeCHULMTe BO MPOLLeCOT KOMYHULMpPaAT Npeky
KOPUCTeH-e Ha HMBHOTO Te/10 3a CO3ZaBakbe HEMOABVXHW CIKW, MPeKy KOW v n3pasyBa-
aT cBOUTe UAeu, CTaBOBM WU/ YyBCTBa.

7 https://envs.ucsc.edu/internships/internship-readings/freire-pedagogy-of-the-oppressed.pdf
8 boan, AsrycTto (1979) : TeaTap Ha yrHeTeHuTe, [nyTo npec, JloHaoH
9 boano, Asrycto (1992): rpu 3a AKtepu n He-aktepu, Pytnuy, JloHaoH 12



dopym-TeaTap e eZHa 0/ HajrnonynapHUTE TEXHUKWN KOja OTBOPA AWjanor 3a OApeseHN
OMLUTECTBEHU N BaXHW Mpallaksa, Npeky BkydyBare Ha Ny6amMkaTa, MokaHyBajku ja Aa
MOHYAW peLleHvja 3a AafeHMOT Npobem.

BecHuK-TeaTap e 361p o BexX6U 1 TEXHUKN, BO KOj INaBeH M3BOP 3a UCTPaxXyBake Ha
CoUMjanHu Npallaka ce BeCHULUTE.

BUHOXXMUTO Ha XenbuTe e TexHMKa KOja ce 3aHMaBa CO BHATPELLUHO yrHeTyBake (eMo-
LAV U MEHTa/IHU Mpeyky,, BHaTPeLUHN HOPMU). HajuecTo KOpUCTU C/INKN Kako CPeACTBO
33 UCTpaxyBake Ha Tue npobseMn. Ha MHOry HauMHW HanMKyBa Ha ncuxojpama vnu
coumogpama, Ho boan Harnacyea geka KynTypoioLwkn geduHpaHnUTe yiorv ce oj noro-
JleMa BaXXHOCT BO criopesba co MHANBUAYaNHUTE NOCeOHOCTU UM CO ceMejHaTa AVHaMU-
Ka. (,BMHOXUTO Ha XenbaTa" og Asrycto boan)

HeBUANMBUOT TeaTap KOPUCTY jaBeH NPOCTOP 3a Npe3eHTNPakbe Ha CLieHaTa Co YrHeTy-
BakbeTo. CLieHaTa ce OAUrpyBa Kako BUCTUHCKA C/IyYKa, a LieaTa e Aa ce UCTpaxaT peakLiy-
NTe Ha 3aeAHNLATa 3a pa3HM MpaLlakba, HO UCTO Taka U Aa ce MpeTcTaBaT BaXHM npobe-
MW CO KOW Ce COOYyBa 3aejHuLaTa.

3aKoHOAaBeH TeaTap e TexHuKa CInYHa Ha Popym-TeatapoT, HO ce poKycmpa Ha creum-
bUUYHNTE 3aKOHU 1 3aKOHOAABCTBO, 06eMHYBAjKUIA rparaHnTe 1 NPeTCcTaBHULUTE Ha
NHCTUTYUMmTe. OBa € HajBNCOKO HMBO Ha yY4eCTBO Ha eJHa NHAVBUAYA, NPeky ANPEKTHO
co3jaBarbe 3aKOHW. (,3aKkoHofaBeH Teatap: KopucTewe Ha npeTcraBa 3a CO3jaBakse
nonuntuka“ og Asrycrto boan) .

AvpekTHa akumja e TexHMKa CIMYHa Ha HeBuanmBMOT TeaTtap. MNogpa3bupa TeatpaneH
npucTan KOH MpOTecTy, AEMOHCTpauun, mapuwesun... (Mpumep 3a yanyHa Teatapcka
akumja, opraHmsvpaHa co mnaaum nyre o Oxpua, Kako Aen 0 KaMrnamata 3a nojurarbe
Ha CBeCTa 3a MIAANHCKN aKTUBMU3aM M FParaHCKM @aHraXXMaH MOXe Ja ce BUAW Ha CNeaHu-
oT NnHK: https://www.facebook.com/events/376277606052359/?active_tab=discussion).

1
‘:-_E:“ YAn4yHa Teatapcka akuuja v cieM-neppopmMaHc

[len op ynn4yHata Teatapcka akuuja-urpa "AunpureHt”

10 boan, ABrycTo (1995): BuHOXNTOTO Ha Xenbata, PytnuL, JIoHZOH.
13 11 boan, AerycTo (1998): 3akoHofaBeH TeaTap; KoprcTerbe Ha NpeTcTaBa 3a co3fjaBarbe nonutuka ,Pytnuy, JJIoHAoH.



TeaTapoT Ha yrHeTeHUTe Ce KOPUCTU HN3 LEennoT CBeT 3a couujaneH 1 NoANTUYKN aKTu-
BM3aM, rpajere Ha 3aeH1LaTa, paspeLlyBarbeHa KOHPAVKTY 1 MHOTY ApYrv NpaLlama,
a YHECKO ro npn3sHaBa Kako CpeACTBO 3a COuMjaHV MPOMEHMU.

TeaTapoT Kako YMeTHOCT ,,0BAe 1 cera” 1 Kako yMeTHUYKN MeJUyM CO HajcuaHa couujan-
Ha AVWHaMKKa, e Mery YMeTHUUYKUTeANCLUUMNANHN KOW Ce HajiorofeHn o4 naHjemMujata
npeansBrKaHa o4 KOPOHaBUPYCOT. Bo OBMe BpeMutba Kora CoLmjanHoTo AUCTaHUMpaHe
CTaHyBa MMMepaTVB M HOBa HOPMA, a jaBHUTe CObMpU Cce orpaHMYeHn VAU LeIoOCHO
3abpaHeTn, MelfyyoBeUYKnUTe OAHOCU U MHTepakuujata ce BO npouec Ha TpajHa, Heno-
BpaTHa TpaHcpopMaumja. HensbexxHo e oBaa TpaHchopMauuja Aa ce pedrekTmpa BO
HOBaTa, KOPOHA/NOCTKOPOHAa ApaMaTypruvja 1 Bo NPOLLEecOoT 1 TeXHOJIorvjaTa Ha TeaTap-
CKO CO3JaBame 1 13BeyBakse 3a nybsmkara.

Mo NPBUYHMOT OArOBOP CO OTNOP, MPUINYHO B6P30 Mo N36yBHYBaHETO Ha NaHAemMujaTa,
MHOTy TeaTapckuy paboTHULUM 3anoyHaa fa bapaaT HauMHW Kako Aa ce npunarogat
cebecn 1 cBojaTa paboTa Ha ,HOBOTO HOPManHO", LWITO MoApa3bupa couurjasHo pacToja-
HVe, U30/1aLmja N orpaHnYyBakba, bapajkm ¢opmMaTy 3a TOa Kako Aa ja npunaroiar cBoja-
Ta paboTta Ha HOBUTe yC10BW. NocTaByBaHeTO BUAEA CO CHYMEHV TeaTapCku COAPXKUHM
Ha MHTePHET, Kako 1 MPeHOC BO XMBO Ha HOBOCO3JaAeHW HacTanu, ce Hekou of, oBue
HOBU popmMaTu. Mery npakTnyapuTe Ha TeaTapoT ce gebaTmpa Aeka OHNajH TeaTapoT He
e N He MoXe Ja buje 3aMeHa 3a BUCTUHCKYM TeaTap.

AprymeHTUTE NOoCoYyBaaT Jeka CyLUTHAaTa Ha 3aZ0BOJICTBOTO U YXXVBaHeTO Ha TeaTap-
cKaTa YMeTHOCT MpecTojyBa BO efileH penlaumoHeH ¢akT; OHOj Ha U3BOHpPeHaTa XMBOCT
Ha n3BegbaTa WTO ce ,rneAa” Ha CaMOTO MeCTO; BO HajLLMPOKa MOXHa CMUC/1a Ha 360pOT:
npesemeHa, nepuennpaHa nam crio3HaeHa. Bo npunor Ha oBaa aprymeHTtaumja oam m
MUCnaTa eka 3aL0BOJICTBOTO LWTO ro AobrBame of TeaTapoT He e OrpaHYeHo Ha rpa-
HULWTE Ha ecTeTmkaTa, TyKy YyBCTBOTO 3a 3aeHULWTBO, B6JINCKOCT U Urpata CBOjCcTBeHa
Ha TakBOTO 36/1MXKyBaHe e NocTapa 1 No3HayvajHa OZ ecTeTckaTta AMMeH3nja Ha TeaTapor.

CNVYHM ce Npeamn3BmLMTE M BOOBPA3OBHMOT NpoLiec BO Bpeme Ha naHaemuja. lnaBHuTe
npeAn3BULN 3a Kpenpare N O4pXyBare Ha OHNAajH HacTaBa ce NoBp3aHu CO $akToT
AileKa BO OHJIajH NPOCTOPOT HEMa PU3NYKO NPUCYCTBO (HEMa MUPUC, HEMA Jonnpare U
cN.). HegoctaTnrot o Ha MHTepakuuvja co nybankaTta 3Haum feka ogpeseHn ¢opMum Ha
neppopmMaHcK He ce MOXHU; UCTO Taka, TelKoThja NpeTcTaByBa 1 3a4pXyBaHeTO Ha
BHVMAaHWETO Ha yuyeHuunTe/nybamnKaTa Bo OHIajH NPOCTOPOT.

Kora cTaHyBa 360p 3a noTpebuTe 1 NpeAn3BULATE HA MPOLECOT Ha NpeAaBake yuerse,
BPEMETO 1 MPOCTOPOT Ce KNYUHW efIeMEHTV BO OBOj NMPOLIEC KaKo 3@ HACTAaBHUKOT Taka U
3a YUeHMKOT. 3a Aa ce peLun oBa, Tpeba za ce pas3BujaT GoOpPMU Ha YMETHOCT U/UNKN HacTa-
Ba, KOV Ce MpUNaroAeHn Ha OHNajH NaaTGopMuUTe, UAN 0CO6EHO MPUIAroAeHn 3a Ha
NHTEpPHET.

TeaTapoT Ha yrHeTeHUTe e efleH 0f, HajrofieMu1Te rnpeceum nomery TeatapoT 1 06pa3osa-
HUeTOo, M ondaka npean3BULMTE CO KOW Ce coouvyBaaT obete aucumnaviHui. Bo cBojoT
HOpManeH, PU3NUKN pexnM ,HaZBOP O MpexaTa”, Toj NpeTcTaByBa efiHa 0f Hajepukac-
HUTe anaTky 3a NCKYCTBEHO yyere, Kako 3a NoeAnHLWTe, Taka 1 3a 3aeJHunumTe.
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Kora ctaHyBa 360p 3a Npo6/1eMOT Ha YrHETYBaHETO, TOj € CeKOorall NPUCyTeH 1 NocebHo
aKTVIBEH BO BpemMe Ha Kpu3a. HaBneryBajky noZeTanHo, ako MorfeiHemMe HaHas3aj BO
KMBOTOT BO U3MWHATUTEMECELIM OTKAKO 3amoyHa naHAeMujaTa, Ke npernosHaemMe jeka
Ma HEKONKYTEMW KOW ce 3aeAHUYKN 3a cuTe Nyre, Ha rnobanHo HUBO (Man 6apem BO
NorofeMuoT AeN 0Z 3anagHuoT cBeT). EqHa o4 HUB AebUHUTMBHO Ce OAHECYBa Ha croje-
NIyBaH€TO Ha MPOCTOPOT 3a XMBEeHE BO HALLUTEAOMOBM, CO HawuTe ,unumepn” (buno ga
CTaHyBa 360p 3a HalUW YNEeHOBM Ha CEMEjCTBOTO, 3a MapTHEPUTE WU 3a COYYEeHMLN Te),
BO Bpeme Ha GpU3NYKO ANCTAHLMpPaHe N HEPBO3UTE N NMPeAMU3BULMTE LWITO 04aT CO Toa.
[Apyrata TeMa e noBp3aHa Co NpallarkeTo 3a paboTa 04 AO0Ma, HACMPOTX BpaKakeTo BO
KaHLenapuja, co onabaByBar€TO Ha PECTPUKTUBHUTE MepPKU; Aann CUCTEMOT 6apa O
Hac Ja n3bepeme rnomery Kapueparta v 34paBjeTo Ha HalleTo cemejctBo? Ce pas3bupa,
HEKOW 0 NPOTecTMTe KOW I NOAAPXKYBaaT YoBEKOBUTE NMpaBa, cio6oaaTta 1 NpaBAaTa,
OCTaHyBaaT Jja 6uaart yLTe NoucTakHaTV BO BpeMe Ha rnobanHu Kpusu.

Vicdeo bulpriat ToO digis! space: possdeiites and challenges

MornegHeTe rm MOXHOCTUTE U NPeAn3BULMTE 3a CpoBedyBare Ha TeaTap Ha yrHeTe-
HWTe OHMAjH Ha C/IeHNTE NNHKOBW:
https://www.youtube.com/watch?v=JHHWQFCFHsY&feature=emb_title /
http://www.seeyn.org/elearning/mod/hvp/view.php?id=456

N nokpaj ceTo oBa, UMajKn 1 NpeaBus cuTe J06pW 1 NoWKM CTPaHW 3a OHAAjH TeaTap,
Mopa Aa npu3Haeme jJeka notpebarta 3a Anjanor 1 3a KpeaTuBHO JejCTByBake He CaMo
LLITO OCTaHyBa BO BpeMeTO Ha NaHAeMujaTta , TyKy e yLuTe noakyTHa. VIHTepHeT-nnaTpop-
MUTE MOXaT U AaBaaT opefieH KOHTEKCT 3a OMLT Anjanor (Bo HerosaTacyLUTUHCKa Aedu-
HMLMja KaKo NPOTOK Ha 3Hayvere). Kora ctaHyBa3 60p 3a OHMajH TeaTap (BKAyYUTENHO U
TeaTap Ha yrHeTeHUTe), TepuTopurjaTa e ce yLiTe HencTpaxeHa, buaejkn npallareTo 3a
dur3MYKaTa aKTMBHOCTBO OHJ1ajH MPOCTOPOT OCTaHyBa Ce yLUTe HepeLleHo.

Bo Bpeme Kora uenn BeKke MOCTOeYKM 3aeHULUM OAAT OHNAjH U Ce COo34aBaaT HOBW BO
OHNajH NPOCTOPOT, HEKOU MHCTUTYTU KOW Ce BKJyYeHU BO BMCOKOTO 0bpasoBaHMe Ha
YMETHOCTUTE, BKIYUUTENHO N U3BeAyBaYKMTE YMETHOCTW (KaKo Ha npumMep ®OHTUC YHU-
BEpP3UTETOT 3a 06pas3oBaHVe BO yMeTHOCTa o4 XonaHanja'?, koj ro kopuctu SAMR mogze-
JIOT 11 TEXHONOIMY 3a U3SMEeHeTa PeasiHOCT), 3aroYyHaa Jja pa3BuBaaT MCTpaxyBaykn nNpo-

12 https://fontys.nl/Professionals-en-werkgevers/Opleiding-
15 en-en-cursussen/Master-Kunsteducatie-deeltijd1.htm?fbclid=IwAR1zKPnbD70t8W8xhqEvXHQGZ7__jIEIZi9yMNrAfq60-k20WuMPfA3ECJ8



rpamMu 1 TeEXHOJOrMja 3a Toa Kako Aa ce Noobpu KBaIMTETOT Ha UCKYCTBOTO - NPU 13Be-
AyBakbe N yyehse - 1 YyBCTBOTO 3a NMPUCYCTBO BO BUPTYeNHUOT cBeT. [lann oBre HOBU Tex-
HOJIOTMM Ke ro 3aMeHaT BUCTUHCKOTO GU3MYKO NPUCYCTBO U Ke o HaJoKHaAaT KBanuTe-
TOT Ha TeaTapckoTO NUCKYCTBO KakBo LLTO ro 3Haeme? HajsepojaTHo He. Ho Hue BepyBame
AieKa npeky UCTpaxyBare Ha NpallakbeTo 3a GU3NKANHOCTA U NPUCYCTBOTO BO MPEXHU-
OT NPOCTOP, UCTUTE AedUNHUTUBHO Ke NpUAOHEeCcaT 3a KBAa/IMTETOT Ha y4yereTo. HawmoT
MPOeKT 3a OHNajHTeaTap Ha yrHeTEHUTe UCTO Taka 1Ma 3a Len Ja Aase NnpuioHec BO 0Baa
Hacoka.

TeaTapoT Ha yrHeTeHUTe, Kako 1 Popym-TeaTapoT Kako HeroB HajrnonynapeH 1 Hajmno-
3HAT METOZ, Kako Zen 0 CBOjOT apCeHan KopucTaT Urpun 1 Bexeu.

Wrpute ce HacoYeHn KOH 3ro-
NieMyBare Ha eKkcrnpecrBHO-
CTa Ha TeN0TO Kako mcrpakay
” NprMad Ha nopaku. rpurte
ce HeKaKkoB AMjanor 1 3a HUB e
noTpebeH COrOBOPHVIK.
Wrpata e eKCTpoBepTHOCT.
Hekon of wurpmute LwWTO Ce
KopuctaT BO TeatapoT Ha
yrHeTeHUTe 6ea pasBueHW,
MOYHYBAjKM  Of  Pa3INYHN
AETCKU UTpKn, 04 LIeNINOT CBeT,
N BCYLLHOCT Ce HMBHa ajanTa-
umja.  OcTtaHatute  b6une
N3MUCNEHN npeky paboTaTa
Ha OCHOBa4oT/TaTKOTO Ha
TeaTapoT Ha YyrHeTteHuTe,
camuoT AsrycTo boarn.
Bex6buTe, nak, BkaydyBaaT
PUBNYUKN, MYCKYSTHW [BMXKEHA
(pecnuvpaTopHW, MOTOPHW,
BOKa/HW) 1 ce KopucTaT 3a Aa
M Ce MoMorHe Ha unsBejyBa-
ynTe Ha TeaTapoT Ha yrHeTte-
HUTe Ja CTekHaT nojobap
yBUA U npero3HaBake Ha
COMCTBEHOTO TeJsio, HerosuTe
MYCKYyN/, HepBW, Herosute
BPCKM CO Apyrv npeamMeTtu v
Tena, Co CaMuoT NPOCTOP UTH.
Bex6unTe BO TeaTapOT Ha YrHeTEHWTe Ce HAaCOYeHW KOH 3rosieMeHa CBeCHOCT 3@ OpraHus-
MOT VI HEroBUTE MeXaHW3MU, HEroBUTe atpoPuun 1N XnneptTpoduu, KanaumTeToT 3a pere-
Hepauuja, peKOHCTPYKLUMja 1 pexapMoHuM3aumja. Cekoja Bexxb6a e Gn3nykm o4pas Ha akTe-
POT/Yy4eCHMKOT LUTO ja n3BeayBa. Bo Taa cmucna, Bexbata e efjeH BMA MOHOON, WHTPO-
BEPTHOCT.

NrpuTe n BexxbuTe Bo TY He goaraaT Bo ,M30anpaH” 06auK, TyKy ce 40CTa UcnpenieTeHu.
AzpuijaH LlekcoH, egeH oA HajbnuckuTe copaboTHUUM Ha Aerycto boan, rn HapekyBsa
.£ame exercises” - ,Bex6un 3a urpn”, bruaejkn 1ma JocTa Urpa Bo BexbaTta 1 NpUANYHO
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Bexba BO urpaTta. Pasnukara 3aBuUcK 04 AUAAKTUYKATA HamMmepa. HUTY eseH TeaTap He e
BO3MOXeH 6e3 yxoT Ha urpaTa 1 3aJ0BO/ICTBOTO - Aypu (U1 0CObeHO) Kora ce 3aHMMaBa
Co , Tewkun” tTemu!

Kora cTraHyBa 360p 3a oHMajH TY, BO CUTe HEroBW akTUBHOCTY — BKJTyUYBajKU 1 U UTpuTe
N BeXOUTe, Npe3eHTaUUUTe U APYruTe akTUBHOCTW - LIOKEPOT U ydecHuUmMTeTpeba Aa
6r4aT CBeCHW 3a KaMepaTa 1 Hej31HaTa BaXXHOCT Kako HEBUAIVIB MapTHep KOj Mopa Aa ce
3eMe npeasuj, Aa ce Ma Ha yM 1 Aa Ce NMpeTBopu BO uUrpa. Kako ce npriMeHyBa oBaa
13jaBa BO Mnpakca 3a BpemMe Ha OHNajH cecrja Ha TY? la, Kako yYeCHUK (BKIYyUUTETHO U
LlOKepOoT) Tpeba Aa ro feprHrpaTe 1 ogpesmTe NpPoCcTOPOoT BO KOj CeAnTe, ce ABUXKXNTE N TN
npasute GU3NUKMUTE aKTUBHOCTM 3a BpeMe Ha cecurjaTa. Toa e nMpocTopoT LWTO ro daka
KaMepaTa Ha BalUMOT KOMNjyTep 1 e CoAp>XaH BO paMKaTa Ha BaloT MOHUTOP. KopucHO
e Ja ce obenexar rpaHuMuMTe Ha OBOj MPOCTOP, 0COBEHO ako He CTe npodecnmoHaneH
n3BegyBay /UM ako He CTe NCKYCHW Aa urpaTe npej kamepa. 3owTo? EAHOCTaBHO 3aT0a
LUTO OHa LUTO ro nNpaBuTe 3a Bpeme Ha TY, cnTe akTUBHOCTY Tpeba Aa 6uaaT BUAEHU 0f
LIOKepOT, O4 ApPYruTe yYeCHULUYU N/Unn o4 NybankaTa; MHakKy, ako cTe HaABop o4 AodaToT
Ha BallaTa KaMepa 1 He CTe BO pamMKarta, ypy 1 ako BallaTta 13Bezba e Hajaobpa (ocka-
pOBCKa), Ke buae 6ecMmncieHo LOKONKY APYriTe He MOXaT Aa ja BUAAT U a KOMyHULMpaaT
CO BaC KaKo akTep/y4yecHUK. /ICTOTO BaXu 1 3a 3BYKOT, 3aTOa € HaBUCTVHA Npenopayvirso
[la ro NpoBepuTe NHTEH3UTETOT Ha BaLLMOT r1ac HAaCMpPOTU 3BYYHUKOT LLUTO O KOPUCTUTE,
a 0CcobeHO Kora CTe nojaneky of Hero, Co uen Aa bugerte CUrypHu feka ApyruTe yyecHuLUm
Ha cecmnjata MoXaT Aa Be cnywHaT. CeTo oBa MOXe Aa 3BYy4M Kako Ja KOMeHTupame n
HaBejyBame paboTu LUTO ce NpPeMHOry OYnrneAHu; cenak, KOPUCHO e Ja ce MMaat npes-
BUJA 1 HaBpeme Ja ce NOAroTBW cecmjata Ha TY; BO CNPOTUBHO, NPEMHOrY eHepruja u
Bpeme 6u ce n3rybuio BO OTKpMBAaHe 1 pellaBarbe Ha OBMe npobsieMy 3a BpemMe Ha
cecuvjaTta, WTO pe3ynTmpa co noManky epmkacHoO crnpoBesyBare Ha paboTHMOT rniaH. Ja
pesnmMupame: bugete CBeCHU Kaje ce BallaTta kamepa U MUKPOGOH U UrpajTe n Co HUB
Kako HeBUANMB NapTHep, buaejkn Tne ce ,ounTe” 1 ,ylumTe" Ha BalLUTe KOJiery yuyecHnUm
BO cecujaTa u ,oumn” “n ywin “Ha BawaTa nybavka.

Bo cuctematmsaumjata v paspaboTkaTa Ha urpute n BexxéuTe LUTO ce KOpuUcTat Bo TY,
Boan TprHyBa of NPUHLUMNOT AeKa YOBEYKOTO TeNl0 e eAVHCTBO - HepaszesiHa LesnHa,
YMNLITO GUINYUKM N MCUXUYKI anapaTi ce HepasesHu, LUTO e BO COr1acHOCT Co paboTa-
Ta Ha CTaHCMNaBCKY 38 GU3NUKUTE aKTUBHOCTU 1 3aK/lydoLuTe AeKka naente, emounnTe v
CeH3auuunTe ce HepackMHAMBO ucnpenaeTeHn. ,JBnxere Ha TesioTo e M1ucaa U MucnaTa
ce n3pasysa BO TenecHa popma” . 3aejHO CO NPBOTO €4MHCTBO - eANHCTBOTO Ha QU3NYUKIN-
Te U NCMXMYKMTEe anapatu - boan ro gebmHmpa n BTOPOTO €ANHCTBO - €4VHCTBOTO Ha
neTTe CeTWa, KOM UCTO Taka ce MerycebHO MoBp3aHW U 0f, KOW HUTY elHO He MOoCToun
oAf4esNHo.

CeTunata CTpajaat BO TeflecHata buTka CO CBETOT U HUe MoYHyBaMme Ja YyBCTByBame
MHOTrY MaJiky 0/, OHa LUTO ro gonvpame; Aa ciyLiame MHOry Masky O OHa LUTO ro cayLla-
Me; Aa rnejame MHOry Masky 0f, TOa LWTO ro rnejame UTH. Bo cekojaHeBHUOT XUBOT NpeM-
HOTry YecTO TeN0TO Ce Npuaarodysa Ha paboTtaTa WTO Tpeba Aa ja 3aBpLUM 1 3aMOYHYBa A3
4YyBCTBYBa, C/lylla W rneja cnopej cBojata CTpyKa, CO LUTO ce pa3BvBaaTt aTtpodun U
xuneptpodumn. OnwTarta Len Ha urpute 1 Bexxbute Ha boan e ga ce ckpwn aBToOMaTmU3a-
uMjata Ha TenoTo 1 HeroeaTta ,CTPyKa“, 3@ Aa MOXe Jla ce pexapMOoHM3MpPa 3a UCrpakake
N BOCMNpUEMaHe Ha C1UTe MOXHUM Nopakun. boan rv cuctemaTusnpa nrpute 1 sexbute LLITO
ce kopuctaT Bo TY BO net kaTeropuun. Bo npsara kateropuja, Luenta e ja ce npeMocTu

17 13 Boal, Augusto (1992):"Games for actors and non-actors’,(Chapter 3: page 49), Routledge, London.



jasoT nomery 4OMMPOT 1 YyBCTBOTO; BO BTOPATa, MOMery C/lyLLaHeTo U C/TYXOT; BO TPETU-
OT, LieNiTa e Ja ce pa3BujaT HEKOJIKY CeTuU/a OAeAHall; BO YeTBpPTaTa, LienTa e Aa ce obuae-
Me 4@ ro BUAVMe OHa LUTO ro rieAaMe; 1 BO NeTTaTa KaTeropuja, LenTa e ga ce paséyam
MeMopujaTa Ha ceTunaTa.

CnepyBaaT nMpuUMepy Ha Urpu 1 BexbM BO CeKoja 0f OBME KaTeropum, Kou UCTO Taka
cnyXar 3a cneyndUUHM Lienn Bo 04HOC Ha rpynHaTta AuHamukaTa 1 npouecoT. Hekoun oz
HVB ce MoANDUKALMWN 1N NpUAarodyBatba Ha OPUTMHANHUTE UTPU/BeX6U 3a oHNajH TY.

- e
How 10 use exercises in ToQ? u
walch laler  Shane

i
i
|

MNornegHeTe ro BMAEO-YNaTCTBOTO 3a TOA KaKo Aa MM KOpUCTUTe BexbuTe Ha TY gocTtan-
HO Ha nnatdopmata - SEEYN learning house:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=387&forceview=1

Mpeno3HaBame WTO Aonnpame: KpCcToT U KPyroT

FnaBHu Temu: KooparHaumja, noMecTyBahe rnomery 1eBroT 1 AeCHUOT MO30K, GOKyC
FonemunHa Ha rpynaTa: CekakBa

BpemeTpaemwe: 5 MUH.

PekBu3nTKn: Hema

WHCTpYyKLMU: YyecHNLMTe, KOV UIN CTOjaT Uan cepat, Tpeba Aa HaupTaaT Kpyr Co fecHa-
Ta paka. Moxe ga 6uge ronem mam mMasn, He e BaxHo. OBa e necHa 3ajadva. 1o Hekoe
BpemMe, $bacnnnTaTopoT/LIOKepPOT I 3aMolyBa yyecHUUMTe Aa 3anpaT. VIM jaBa HOBO
ynaTCcTBO: Aa HaupTaaT KPCT co neBaTa paka. OBa e nojesiHaKBO flecHa 3aadya. o Hekoe
BpemMe, acnanmTaTopoT/LIOKePOT r'M 3aMOyBa Aa nNpectaHaT. [oTtoa nM jaBa HOBW ynart-
CTBa: Aa ' N3BPLUYBaaT JBeTe 3aa4u ncToBpeMeHo. Torall cTaHyBa peymc HeBO3MOX-
Ho. TeopeTcku, oBa Tpeba fa buae HajnecHaTa Bexba, HO cenak, MoOpPaAM HallmMTe NCUxXo-
NOLLIKK U GU3NYKM MeXaHM3aLMn, NPUINYHO e TEeLLKO TOa Ja Ce NOCTUIHE N NPaKTUYHO.

FnaBHa Tema: BepbanHa n HeBepbasiHa KOMyHMKaLmMja
Nopa-Ttema: Putam, dokyc, cnyliare, copaboTka, 04rOBOPHOCT
MHcTpykumu: Bo pabotaTa co $mn3NUKo NprcycTBo, OBaa 1rpa ce ofBrBa BO NapoBK, a
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napTHepuTe ce CBPTEHU efeH KOH Apyr. Bo oHnajH aganTtauujaTta, naposmuTe oAaT BO
3acebHa OHNajH coba u ce rnegaat npeky MOHUTOP, C/IefejKn M NCTUTe NpaBuia Kako U
BO Bep3ujaTta co pU3MNYKO NPUCYCTBO. 3aZa4a 3a CeKoj nap e ga 6pou 40 Tpr, NOBTOPHO U
MOBTOPHO, BOCMOCTaBYBajKM pyUTamM BO BpOeHeTOo 1 04pXKyBajKu ro. MNpu n3spLuyBakse Ha
3ajiayaTa, NnapTHepuTe Leno BpemMe ce MeHyBaaT BO M3roBapake Ha bpoesuTe. MNpasBuio-
TO e feka bpoeBuTe ce KaxyBaaT cekorall BO ciegHaTa Hu3a: ,1-2-3" lNpBaTa NHCTPyK-
UMja Ha LIOKepOoT 3a NnapoBuTe e Aa bpojaT BepbasHO. Ha napoBuTe UM e JaZleHO Manky
BpeMe Ja ro BexbaaT 1 fa ro yrepaat putamot. OTKako Ke ycreaTt BO TOa, LIOKepOT UM
[ilaBa HOBa MHCTPYKUMja: Aa ro 3ameHaT 6pojoT ,1” co nneckare Ha paueTe, gojgeka ,2" n
»3" OCTaHyBaaT Aa ce 6pojat BepbanHo. Ha napoBuTe UM e JaZleHO Manky Bpeme Aa ro
BexbaaT oBa M fa ro yrepgat putamoT. OTKako Ke ycrneaT, LIOKepOoT BOBejyBa HOBa
WHCTPYyKUWja: Aa ce 3aMeHun bpojoT 2" CO LUTpakHyBake Co NpCcTuUTe, Taka Aa, bpojot ,1“ e
naeckamwe Ha paue, 6pojoT 2" e WTpakHyBawe CO NpCTUTe, gojeka ,3" oCTaHyBa Ja ce
bpou BepbasHO. Ha napoBuTe UM e JaZeHo MaJiky BpeMe fa ro BexbaaT oBa 1 a BOCMO-
CcTaBaT puUTaM M OTKaKO Ke ycreaT, LIOKepoT ja BOBeAyBa MocsejHaTa WHCTPyKLUWja:
3aMeHa Ha 6pojoT 3" CO yampare CO Horata Ha NMoAoT; Taka wWTo, bpojoT 1" e nneckamwe
CO paue, 6pojoT ,2" e WTpakHyBake CO NpCTn 1 6pojoT ,3" e yanpare co HoraTa Ha
noAoT.

OTKako napoBuTe Ke ja n3BexbaaTt nociegHaTa NHCTPYKLUMja, CUTe NapoBu ce coburpaat
BO M/JeHapHaTa npocTopuja U JOKOJIKY HEKOj MMa Xeniba, MoXe Ja HanpasBu npe3eHTa-
LMja Ha Urpata, ciesejkn rv cute NpeTxXoAHO AafeHW N3MEHU Ha ynaTcTBaTa, MoYHyBajKn
o4, BepbanHOTO 6poere, NoToa MNocTeneHO 3aMeHyBajku r1 BepbanHuTe 6poeBun CO
HeBepbasHM recToBW 1 3aBPLUYBAjKM CO TOTANHO HeBepbanHO bpoemse.

3aBpuwyBame: OCBPT Ha NCKYCTBOTO Ha yyecHuumTe: Kako nommHaeTte? Koja MHCTPYK-
Luja belle HajTellka 3a cnegerse? LLITo 6ele HajnecHo?

FrnaBHn Temu: loBp3yBake Ha TeNOTO U MPOCTOPOT, AUHAMU3MPaHE Ha HEeKOJKY
ceTuna, copaboTka, HeBepbasiHa KOMyHMKaLMja, 3aeHNYKO CO3JaBaHse

FonemuHa Ha rpynaTta: CekakBa

BpemeTtpaemwe: 10-15 MUH.

PekBu3nTKn: Hema

MHcTpyKkumn: Bo Bep3unjata co $pM3MUKO NPUCYCTBO, OBa € Urpa BO KOja yyecTByBa
uenaTa rpyna. YyecHMUmMTe ce ABMXKaT MHOTY 6p30 HU3 MPOCTOPOT (HO He TpYaaT), BHUMa-
BajK1 Aa He oCTaHe rnpaseH npoctop Ha nogot. Co Apyrvn 360poBK, CUTe ce pacnopeseHu
Kako rpyra Hu13 LuennoT NpocTop Ha cobata. Bo ogpeseH MOMEHT, LIOKepoT Benn ,cton”, a
yyecHMLUMTe ,3aMp3HyBaaT” BO KOj 6110 KOj Aien of cobaTa Aa ce HaoraaT 1 Bo NosioxbaTa
BO KOja Ce 3aTeKHasie BO MOMeHTOT. MgeanHo, He b1 Tpebano fa ocTaHe npaseH npocTop
Ha NojoT. Ha cnefHOTO HMBO, LIOKEPOT ro 3aMeHyBa M3roBOPeH1OoT 360p ,cTon” co nne-
CKakbe Ha paleTte U BeAHAaLU M3roBapa [enoBW Of, TeNOTO MPeKky KOU yyeCcHULmTe ce
noBp3yBaaT; Ha NpuMep: ,yBO CO ANaHKa" UK ,NaKT CO KOJIEHO", LUTO 3HaYu eKa y4ecHU-
UMTe ocTBapyBaaT GU3MUKK KOHTAKT eAHW CO ApYyrv rnpeky oBWe AefIOBU Of TenoTo.
NHCTpykumnTe 3a ,4eN10BW 0f, TeIoTO" MoToa MOXe Aa Ce 3aMeHaT co bpoj Ha nneckama
CO paLeTe, LUTO O3Ha4vyBa 6poj Ha flyre BO MOArpyna, BO KO Tpeba BeHaLL Aa Ce OpraHu-
31paaT OTKaKO Ke ro c/lyLHaT MnjeckaneTto, Yekajkm NHCTPYKUMnN 3a ¢opmaumjaTa LWTo
3ae4HNYKN Tpeba Aa ja HanpaeaT Co HMBHUTe Tena (Ha npumep, ,Ajdenosa kyna“, ,lMpo-
nenep”, ,Cron”, ,CnoH", ,ABNOH" TH.). BO OHMajH afanTaumjaTta, 0Baa KonekTIBHa 1Urpa ce
npeTBopa BO MHAMBWMAYaNHa Bexba: Cenak, Aypy v BO OHNAjH dopMmar, yydecHUUUTe
Tpeba fa ja umaaT npeABuA NpBMUYHATa Ueja U HaMmepa Ha urparta (T.e. 4a ro ocsojaT npo-
CTOPOT CO CBOETO Teso, Aa ro YyBCTByBaaT PUTaMOT Ha Apyr1Te BO rpyrnaTta 1 Aa ro cuH-
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XPOHM3MpPaaT COMCTBEHNOT pUTaM CO FPYNHUOT puUTam, Aa copaboTyBaaT co Apyrute
yyecHuum). Bo agantaymnjata npeky MHTEPHET, CEKOj yYeCHMK ro 0CBOjyBa MPOCTOPOT LUTO
ro nma (Bo AOMOT WM BO KaHUenapwjarta, npej Kkamepara) npeky ABMXeHe Ha CBOeTO
Teno. Ha curHanot ,Cron”, Tve Tpeba fa 0CBOjaT LWUTO NoBeKe NPOCTOp CO CBOETO TeNo; Ha
CUrHaNOT CO MJieckakeTo Ha paLeTe U MHCTPYKLMjaTa 3a Ae10BUTe Of, TeNOTO, yY4eCHNLN-
Te Tpeba Aa BOCMOCTaBaT KOHTAKT Ha OBME PasNVYHK AeN10BU 0f CONCTBEHOTO Teno. Kako
LUTO Ce pa3BuBa BexXb6aTa, LIoKepoT Tpeba fa ro nojgurHe BAOroT 1 Aa ro Hanpasu ¢un3ny-
KV monpeansBnKyBayky 3a y4YeCcHUUKMTe, CO 3rofeMyBare Ha TEMMOTO Ha ABUXeHaTa
NN cnapyBare Ha fefNoBU Of TenoTo, WTO nogpasbupa nosoxba Ha Tenoto Koja e
noTeLlKa 3a o4pXyBare U/unn banaHcpame.

FnaBHM TeMu: BeluTnHM 3a 3abenexyBare N NaMeTere Ha TOa LWTO 6110 BUAEHO
FonemuHa Ha rpynaTa: Cekaksa (paboTa BO NapoBsn)

BpemeTpaemne: 10 MVH.

PekBu3nTKn: Hema

MHcTpyKkumu: Bo pabotaTta co $rn3nyKo NpucycTBo, OBaa 1Urpa ce nrpa Bo ABe Noarpynu,
bopMumpaHu BO ABa peja CBPTEHU e[iHEeH KOH Apyr, Hab/byayBajku ce. [ToToa ce BpTaT Co
rp6 1 CMeHyBaaT HeKOj ieTan BO HUBHWOT W3rneg, Mo LWTO ce BPTaT efleH KOH Apyr, ce re-
£aaT 1 cekoj Tpeba aa chatn Koj enemMeHT ro CMeHWI0 INLEeTO HacnpoTu cebe. Bo oHNajH
afanTaumjaTa, oBaa 1Urpa ce npasy BO NapoBu, BO OAAeNHWN OHNajH cobu. HamecTo ga ro
CBPTAT rpboT OTKaKO rv HabsbyAyBase CBOUTEe NapTHepW, BO OHNAjH Bep3unjaTa NapTHepu-
Te MOXarT Ja rv 3aTBopaT ounTe, UCTOBPEMEHO MEHYBAajKN AeTanu 04 HUBHUOT N3rnes.

FnaBHU TeMu: BeluTnHM Ha 3abenexyBare, KOOPANHMpPare 1 copaboTka

FonemuHa Ha rpynaTa: Cekaksa (paboTa BO NapoBsn)

BpemeTpaemne: 10 MVH.

PekBu3nTKn: Hema

MHcTpykumu: MNMogeneHn BO Naposwu, BO OAAENHW OHNAjH CO6W, ydecHUUMTe ja urpaat
nrpata Ornegano. EgeH of HUB e A-cybjekT, ApyrmoT e b-ogpa3s. A-cybjekToT npasu cepuija
O/, AIBVXXEHba, BKIYyUYBajKM TeIeCHW ABVXEHA 1 NPOMeHa Ha daumjanHm ekcrnpecnm Kom
HeroBKOT/Hej3NHNOT NapTHep, b-ogpa3oT, Tpeba Aa rm nMmMTUpPa A0 Hajman getan. ,A”
Tpeba Aa BHMMaBa Ja He NMpaBuv Harau ABrixxera Kon 61 6rne HeBO3MOXHO Aa ce ciear.
NpejaTa e fa ce NoCTUrHe COBpLUEHA CUHXPOHM3aLMja Ha ABUXeraTa nomery A u b, wto
3Hauun feka copaboTka momery naptepuTte e 3ajo/kKUTeNnHa. VgeanHo, HajBopeLleH
Hab/byfyBay He by Tpebano fa pacno3Hae KOj 04 HVB BOAW, a KOj Ceiu.

Bo oHnajH Bep3uvjaTa Ha UrpaTa Moxe Ja MOMUHe M3BECHO BpeMe JoZeKa NapTHepuTe ce
ycornacaT LUTO € /IeBO, LUTO e AeCHO (BUAEjKN efleH MOXe Za ja KOPUCTU NpeAHaTa kamepa,
a apyrvoT 3agHaTa). OBa 3By4M NOMECHO (Mo NnaT Ha 06MAN 1 FPeLLKI) OTKOJIKY LUTO HaBU-
CTUHa e.

FnaBHUM TemMu: KopucTere Ha ceTnaTa 3a BpaKkake Ha CeKaBaHeTo
FonemuHa Ha rpynaTta: CekakBa

BpemeTpaemne: 20-30 MUH.

PekBun3nTmn: Hema

20



WHcTpyKuuu: Aktepute Tpeba Aa ceAaT TUBKO Ha CTONIOBW, LEIOCHO OnyLITEHWU. Tue
MOpaaT nosieka Ja ro ABUXaT CeKoj AeNl 04 HUBHOTO Tesl0 Mo peAoc/es, KOHLEeHTpUpajKu
ce eAVMHCTBEHO Ha cekoj nocebeH gen. OunTe Tpeba fa ce 3aTBOPEHW. Torall LIokepoT
MOYHYyBa Aa M NOTTMKHYBA Aa Ce MpuceTaT Ha Cé LUTO Ce CyYunsio NnpeTxoaHaTta Beuvep,
npea Aa cv nerHat. Cekoj geTan Mopa Aa buje NpuAPYyXKeH Co TeNleCHN CeH3aLmmn, BKYC,
MWPUC, TaKTUAHW CeH3auuK, o6amLUn, 60K, KOHTYpY, AnaboymrHa, 3ByLn, TOH, MeNoauu,
BpeBa, UTH. AKTepu1Te MOpa Aa BIOXaT NocebeH Harop Aa ce NpuceTaT Ha CBOUTE TeNleCHM
ceH3auum 1 Aa ce 061AaT Aa rv AoXKKMBeaT MOBTOPHO. 3a Aa CW o/lecHaT, The Tpeba ga rm
MOBTOPAT CBOMTE ABUXEHa CO TesIoTo. Ha npumep, ako HEKOj HELUTO jaen MUHaTaTa HoK,
TOrall Toa ro nokaxyBa CO ABUXEeHe Ha YCHUTE, ja3nkoT, ycTaTa 1 co 0bug Aa rv nspasmu
ceTunaTa 3a MUPUC UTH. AKO MUCAN Ha TyluMpare, Torall n3pasyBaHeTo Ha TenoTo,
BOAATA, KOXaTa 1 MUPUCOT CTaHyBaaT MojacHW; UK ako e NpoLueTkaTa LWTo ja Hanpasun,
TOrall Toe ce M3pasyBa Co ABMXKEHA Ha MYCKYIUTe Ha HO3eTe UM cTananaTta UTH.

Mo oBa, LIOKepOT NPOAOJIXYBa CO NoTMpallyBake. bapa o akTepuTe ga ce NOTCeTaT LWTO
MM Ce CTy4nIo Toa YTPO: Kako ce pa3byaunne, Aanu HeKoj ri pasbyamnn, 3ByKOT Ha anapmorT,
rNacoT Ha NLETO, AaNN 1 Pa3byana HEKOj ApYr, CUTe AeTann o4 cobaTta Kaze LUTo cnuene,
npocTopujaTa 3a nojasok, boute, byyasata, 3BYKOT...

MoHaTamy, Toj nMpallyBa 3a NMPEeBO3HUTE CPEACTBA LUTO M KOpuUcTene: MeTpo, aBTobyc,
Takcu, aBTOMO6UA, 3@ HUBHUTE NPUAPYXKHULM 3@ NaTyBakbe, 3BYKOT Ha 3aTBOPAHETO Ha
BpaTaTa UTH ... KOHeUHO, HUBHOTO NPUCTUIHYBaHe BO OBaa ,MPOCTopWja 3a pa3roBop”, BO
KOja ce HaofaaT: Koro BuAene npB, Yuj rnac ro cayllHasne np.; noToa Tpeba Aa AaAaT CeH-
30pCKM OMNUC Ha cobaTa 1 Ha nyfeTo Bo Hea. OTBOpeTe r'M ouunTe, HarnpaseTe criopesba.

Buaejkn 6e36e4HNOT NPOCTOP e e4HO O OCHOBHUTE baparba 3a rpynHa paboTa BO efyka-
TVBEH TeaTapCkM KOHTEKCT, Lena H13a Urpu 1 Bexxbn ce HacoveHn KOH obe3bepyBarse
6e3beseH NPOCTOp Npeky NpeTcTaByBake Ha yYeCHULUTE, BOCMOCTaByBakbe Ha OCHOBHM
npaBuna, Bexxbun 3a 3arpeBakse, 3abaBa 1 cnogenyBare. Bo TeKOT Ha LLenmoT npouec, 6es-
6eZHNOT NPOCTOP Ce OAPXYBa 1 MOHAaTaMy ce NPoAnaboyyBa 1 NPOLLNPYBA NMPeKy CTeKHY-
Bakbe foBepba, KOMyHMKaLMja 1 copaboTka BO paMKUTe Ha rpynaTta Kako rnaBHU Temenmu
3a TUMCKa paboTa KoH 3aefHuMYKa Len - neppopmaHcmTe Ha TY. CnegaT geTanm 1 onucu
Ha KOHKPETHU Urpy 1 Bexou, Kako N COBETU U TPUKOBMK KaKo Tue Cce NMpUMeHyBaaT 3a
cneunPuUHM Lenn Bo rpynHUOT MpoLec, BKAY4YyBajKn M 1 OHNAjH ajanTtayumTe.

FnaBHWM TeMn: 3arpeBakse, eHeprusvipatse Ha yyecHULUUTe, JuHaMumnsipare Ha HeKoaKy
ceTnna

MoAa-Tema: 3anoMHyBaH€e Ha UMNH-aTa BO rpynara

FonemuHa Ha rpynaTta: CekakBa

BpemeTpaeme: 5-10 MUH.

PekBn3nTKn: Hema

MHcTpyKuumm: LlokepoT 1M KaxyBa Ha ydecHMUMTe ,HanuvieTe c1 ro nMeTo” co nomoLul
Ha AenoBun o 1enoTo (5 MUH.) MPBOTO AMLe LUTO Ke ro HarnuLue ro KaxxyBa UMeTo Ha c/ief-
HMNOT YYeCHUK, HapeAHWOT NPOAO/IXKYBa 1 ro NyLlyBa NMMEeTO CO Te/I0TO, U Taka A0 nocnes-
HMNOT YYECHUK.
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CTaHw, ceagHwn, NeBo, feCHOo

FnaBHM TeMu: byjere Ha TeNoTO 1 AyXOT, PoKycnparse, eHeprnsvpame Ha ydecHuLmTe
3a NpeTcTojHaTa nognaboka paboTa

FonemuHa Ha rpynaTta: CekakBa

BpemeTpaeme: 10 MuH.

PekBu3sunTtKn: Hema

NHcTpyKUumn: acnnntatopoT rv nokaHyBa cUTe akTepu/ydecHUUM ga ru cieaar ynart-
CTBaTa LWITO TOj/Taa/Tmne Ke rvi KaxkaT 3a BpeMe Ha Bexbarta. lNpes Aa 3anoyHeTe CO aKTUB-
HOCTa, PacMINTaTopoT ro objacHyBa 3HaYeHETO Ha yNaTCTBaTa, Ko ce CnesHuBe:

CTaHun - cnTe cTaHyBaar.

CefHeTe - cTe ceAHyBaaT Ha CTOJIOT;

JleBo - momecTeTe rn paLiete KOH /1€BO;

[lecHo - nomecTeTe rv paueTe KOH AeCHO;

[ope - noAgnrHeTe rv paLeTe Kako ja ce obuaysate ga ro gobaTnTe TaBaHOT;

Jony - ponpete ro NoAoT;

[MpoTpeceTe - cTaBeTe v paLeTe BO BUCVHA pamMeraTa 1 TpeceTe ru;

[NperpaTtka - nperpHeTe ce.

PacnINTaToOPOT M KaxyBa MHCTPYKUMNTE N akTepuTe/yyecHuumTe rn cnegat. OBa Moxe
Aia ce MOBTOPW HEKOIKYNATU, KOMOUHUPAjKN Pa3INYHU MHCTPYKLMN. Bo oapeseHo Bpeme,
bacnmnmTaTopoT 0bjacHyBa Aeka o4 Toj MUT ,MpaBuiaTa” ce MeHyBaar.

Kora dacunmutatopute Benat ,CtaHn” - cnte ceaart. ,,Cean” 3Haum ,3actaHun”.

Kora dacmnmutatopute Benat ,J1eBo” - CeKoj rv ABMXU paueTte KOH gecHo. Kora ¢acmnnta-
TOPOT Ke peye ,/JleCHO" - CeKoj rm ABUXW paLieTe KOH JieBo.

Kora Benun ,lope” - Toa 3Hauum ,Jony” (cekoj ro gonmpa nogot). Kora dacmnntatopor ke
Kaxxe ,Jony"- cute ry KpesaaT paLieTe.

Kora ke kaxe ,Tpecn”, Toa 3Haum ,lMperpaTtka”; Kora Ke kaxe ,lperpaTka“, Toa 3Ha4u
Llpecn’”.

benewka go ¢pacunutTaTopoT: He MeHyBajTe ro cekoe NpaBuIo ojesHall. BoBegeTe ru
HOBWTE MNpaswia e4Ho No e4HOo, 3@ yYeCcHULUMTe Aa MOXaT Aa rv cnegat npoMmeHuTte. Moxe
Aa CMUC/IATE 1 HOBMW YMaTCTBa LWTO BKAYYyBaaT /1 13pa3n Ha INLETO, Ha NpuMep: TaXHOo
NLe N CPekHo nuLe.

FnaBHM TeMu: Bexba 3a nogurHyBawe Ha aTMocdhepaTa, 3abaBHa Urpa

FonemuHa Ha rpynaTta: Cekaksa

BpemeTpaeme: 10 MuH.

PekBu3unTtK: Hema

MHcTpyKumn: 3abaBHa 1 6p3a Bexba BO KOja LienaTta OHIajH rpyna e Bo ABuxere. EAHO
iLe BOAW Taka LUTO KaXyBa HeKOW pedyeHuUn 1 ABUXEeHa, Kako Ha npumMep: ,Ja 3emam
TOMKaTa", MpUTOa NOKaxyBajKu ABMXEH€e Kako Aa AP>XKM TOMKa CO ABeTe pale, a rpynara ja
MoBTOpPYBa peyeHuLaTa ,Ja 3emMam TonkaTa".

BogauoT: Ja 3emMaM ToMnKaTta - Np1Toa NOoKaxyBa Kako Aa AP>XW TOoMKa Co ABeTe paue v Apy-
rmTe ja MOBTOPYBaaT peyeHvLaTa 1 AB/XKEeHeTo BeJHall NoToa: Ja 3emMaM Tornkara.
BozayoT: Ja cTaBaM OBZe - MOKaXyBa KOH pamMoTo. pyrnaTta noBTOpyBa: Ja CTaBaM OBJe...
BogauoT: Virpam co TomkaTa- ro NOBTOpPYBa ABMXEHETO Kako Aa urpa co Tornkarta Ha
pamoTo. pynata noBTopysa: Mirpam co Tonkara.

BoZauoT NoBTOPYBa CO NOBWCOK TOH: irpam co TonkaTta. 'pynaTta: Virpam co Tonkara.
BogauorT: Ja 3emam Tonkarta (ce Mnciv o pamMmoTo). [pynaTta NnoBTOpPYBa: Ja 3eMaM TornkaTa.
BogauorT: Ja cTaBaM oBAe (MokaxyBa Ha KONKOT). [[pynaTa NoBTOpPYBa: Ja CTaBaM OBJe.
BogauoT: Mrpam co Tonkata (npaeejkun ABUXere cO KOAKOT) [pynaTta nosTtopysa: Nrpam
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CO ToMkaTa.

Boaa4oT: Ja 3emMam TonkaTa (04 KoAKOoT) [pynaTa NOBTOPYBaA: Ja 3eMaM Tornkara.
Boaa4oT: Ja cTaBaM oBJie (MoKa)yBa Ha rnasara). [ pynarta nosTopyBsa: Ja CTaBaM OBJe.
BogauoT: Virpam co TonkaTa (4BWXKejKW ja rnaBaTa Kako Aa ja yavpa Tonkara). pynaTa
noBTopyBa: VIrpam co Tonkara.

BogauoT: Ja 3emMaM TonkaTa (o4 Kaj rnasara). [pynarta nosTopyBa: Ja 3eMam Torkara.
BogauoT: Ja $ppnam TonkaTa. pynata nosTopysa: Ja ppnam TonkaTa.

FnaBHn Temu: CebenosHaBare, KOMyHMKaLWja

Nop-Temn: aBarse VI NpUMame Ha NoBpaTHa MHGOPMaLMja, NCTPaXKyBaHe Ha NAeHTUTe-
TOT, rpasere emnatumja

FonemuHa Ha rpyna: CekakBa

BpemeTpaeme: 20 - 40 MuH.

N3Bea6eH popmart: /ckycTBeHa MHTepakLUmja, MHTpOCMeKLnja

PekBu3nTKn: Hema

NHcTpykumn: Konuvpajte ja cTpaHmLaTta 3a Joxapu npo3opeL, Uan crnojeneTe ro ekpaHoT
N 03HayeTe cé ocseH ,OTBOpeHO”, ,Cneno”, ,CkpmneHo”, ,HenosHaTo".

YnatcrtBa op, pacunutatopoT: OCBpHYBAjKM Ce Ha AnjarpamoT OZ XapTwuja, o6jacHu ro
ceKkoj KkBagpar (B1AK 0bjacHyBame Mojony), AaBajkm NprYMepn 3a Toa LWTO 61 MOXeno Aa
MMa BO cekoe rnose. [lonosiHeTe ro MMETO Ha CeKoj KBagpaT JoJeKa NMoMUHyBaTe HK3
objacHyBareTo. OTKako CTe v UAeHTUUKYBane KBajpaTuTe, MOKaHeTe BOJIOHTep Aa
»,3acTaHe” (ro 3amosiyBaTe BOJIOHTEPOT Aa 3aMUCIV Aeka CTOU BO KyTujaTa) BO CeKoja
KyTnja 1 fa paboTu co pasMucilyBake 3a CeKoj KBaApaT CO MOAAPLUKA OZ rpynarta v oj
dacnnutaTopoT . MNornegHete rv ciefHMBe 06jacHyBaka 1 pefoc/efoT:

1) OTBOpeHO:

a) NHCTpyKLUMja 38 BOJIOHTEPOT: ,HaBejeTe HellTo 3a cebe 1 LITO ApyruTe ro
3Haar 3a Bac. Ha npuwmep: ,/iIMam B1TKaHa Koca“. OTKako BONOHTEPOT Ke
OAroBOpPW...

6) MoTBpAeTe CO ApyruTe y4eCcHULUM Jeka TUe BeKe ro 3Haese Toa 3a
BOJIOHTEPOT. AKO € HeLUTO LUTO He ro 3Haene, 3aMoJieTe ro BO/IOHTEPOT Aa ce
o6 je NOBTOPHO.

2) CKpueHo:

a) NHCTpyKUMja 38 BOJIOHTEPOT: HaBezeTe HeLTO LWTO ro 3HaeTe 3a cebe 1 33
KOe MUCNNTE AeKa HKOj OZ rpyrnaTta He ro 3Hae. Ha npumep: ,OmunieH cnopt
MU e dyabanoT “. OTKako BOJIOHTEPOT Ke O4rOBOPMU...

6) [NoTBpZeTe co rpynaTta Aeka TUe He ro 3Haene 0Ba 3a BOJIOHTEPOT. AKO ro
3Haesie Toa, 3amoJieTe ro BOJIOHTEPOT Ja ce 061e NOBTOPHO.

3) Cnheno:
a) NHCcTpykumja 3a yyecHuyuTe: ,0bugeTe ce fa IMeHyBaTe HeLlTo 3a
BOJIOHTEPOT 3a KOe TOj/Taa MOXebu He e cBeceH/CBeCHa 3a cebe BO
MOMeHTOB. Ha npuvmMep: Toj / Taa e ognndeH roteay “. 1o cekoja
npeTnocraska...
6) [oTBpAeTe CO BONOHTEPOT AeKa Jocera He bun cBeceH 3a oBue nHpopmaumnm

N AeKa He My Ce MOo3HaTU OZ NPeTxoHO. AKO HeLUTO e No3HaTo, 3aMoJ1eTe ja
rpynata fja ce obuze noBTOPHO.

4) Heno3HaTo: BO 0BOj KBaApaT e HajTeLLKO Aa Cce OTKPYe HeLWTO HOBO 3a BOJIOHTEPOT.
Moxebu HeMa Aa MoxeTe Aa UAEHTUPVIKYBaTe HULLTO, HO MOMUHETe
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HEKOIKY MUHYTU UCTPaxyBajKn M MOXHOCTUTE.

a) NHcTpyKumja 3a yyecHuuyure: [la Buanme janv Moxeme a My noMorHeme
(Ha BOJIOHTepPOT) Aa caTy HewwTo 3a cebe, 3a LUTO BO MOMEHTOB MOXebun He e
CBECEH - HeLUTO LUTO N HaM UCTO Taka He HW e No3HaTo. EANHCTBEH HauVH Aa
ce MOCTUTHe TOoa e Jia MocTaByBaTe npatlama”“.

6) [MoTTVKHETe ja rpynarta Aa nocraByBa rnpatlaka BO BPCKa CO LenTa,
HameparTa (Ha npumMep: ,30LUTO ja paboTnTe paboTaTta WTO ja paboTtuTte”; nnu
3a paboTuTe WTO v caka/He rv caka UTH. Llenta e ga ce gojae A0 TouKa Kaje
LLITO BOJIOHTEPOT Ke MOXe Jla M3Hece 3aKNyyoK 3a cebe 3a KOj NPeTXOAHO He
6vn cBeceH.

OTKpuBame: OBa MOXe fa PyHKLMOHVPA MHOTY A06P0 38 NHULMPaHe MOAYN 33 KYNTyp-
Ha CBeCT, KOMYHVKaLmja/nmospaTHa nHeopmMaLmja nam caMorno3HaBakse.

Mpakca: OBa PyHKLUMOHMPaA O0COBEHO [OBPO KaKO MOXHOCT 3a BeXbahe BeluTUHU 3a
noBpaTHU MH$opMaumn (ocobeHO BO KBagpaHToT ,Cneno”). KBagpaHToT ,HemnosHato”
MCTO Taka OBO3MOXyBa MoBeKe CaMOCMO3HaHve npeky A1aboKo McnpallyBake U Ciy-
LakH-e.

Bapwujauum: okonky 03BO/yBa BpEMETO, NozeseTe ja rpynaTta Bo Manu rpynu og no 3-5
NNLA U MOKAHeTe M Han3MeHWYHO Aa NMOMUHAT HU3 CIMYEH NMpoLec eaHn co apyrun. Tue
MOXaT fa KOpUCTaT MpeXin Ha 3eMja AN efHOCTaBHO Ja ce MoBKKaaT Ha AujarpamoT Ha
dnmn-rpadrKoHOT 1 fa pa3roBapaar 3a CeKoj KBaApaHT.

AebpunuHr: MNMokpaj cTaHaapAHUTe 3 NpaLlara, UCTO Taka MOXe Ja npaluare:

- LLITO Te nsHeHagn?

- LLITo Hayyn 3a cBOUTE BPCHULIN?

- LLITo TV beLue HajrosieM nNpeansBuK?

- Kako ce uyBcTBYyBalle BO cekoj kBagpat? LLUTo 6ewe necHo? LLUTO 6elle TeLwko?
3owTo?™

FnaBHU TeMu: [N03HaBaK€e Ha cebecn, OTKPMBaHE Ha cebecy, NpeTcTaByBake Ha cebecu
FonemuHa Ha rpynaTta: Cekaksa

BpemeTpaemne: 20-30 MUH.

PekBuU3nTK: PasHu npegmeTu, 6110 LITO

MHcTpyKummn 3a noctaBka: Cekoj yyecHUK Tpeba fa Hajae efeH AU ABa NpeameTin
oKkoJy cebe.

MHcTpyKkumn: Cekoj yuecHMK ce npeTcTaByBa cebecn rpeky npegmetoT. Jobmsaat no 5
MUHYTW fa ce NoAroTsar (4a vu3bepaT no UHTyMUWja, Aa ro UCTpaxaT NpesMeToT, Aa pas-
MUCNAT 3a HEero 1 3a HeroBmUTe KapakTepUCTUKN, 38 MaTepnjasioT 04 KOj e HarnpasBeH U 3a
TOa Kako TOj Ce MoBp3yBa CO HWB; Ha KPajoT Aa ,Ce npeTsBopaT’ BO TOj NpeAMET - npeky
npeAmMeToT Aa ce npeTtcraBaT cebecun. Llen: nognaboko npeTcraByBare Ha cebecy npej
rpynara, npeky npoekuuyja.

Ha npumep: 34paBo, jac cyM LIOH 1 360poT LITO HajA406p0o Me onuLlyBa e - nckpa! Mojot
npeameT e 3anasnka/namba/kameH. BepyBam geka MOjoT npeamert ja objacHyBa mojata
CTPAcCT 3a XMBOTOT, MojaTa Xenba Aa ydam U MUCTpaxysBaM, U 3aTtoa ro og6pas 360poT
,MCKpa"” 1 3anankarta Kako npejmer, 3a Haj40bpo Ja ce onuLiam cebecn.

Benewka 3a pacmnmtaTopoT: PacnNnUTaTopPoT, JOKOJIKY € MOTPebHO, MOXe /a ro oxpa-
6PV y4eCHVKOT CO MpaLlamsa LWTOo ja objacHyBaaT BpCcKkaTa Ha NpeAMeTOT CO JINLETO CO Len
Aa ce NoTTUKHe nognaboka Anckycuja.

14 Joxapu npo3opel- cozgageH of ncuxonosute Llozed Jlydt (1916-2014) n XapuHrtoH VHram (1916-1995) Bo 1955 24



FnaBHM Temun: OTKprBare Ha cebecy, NpeTcTaByBame Ha cebecu, jakHeHe Ha TUMOT
npeKky YyMeTHOCT, ApamMa, Neexe

FonemuHa Ha rpynaTta: CekakBa

BpemeTpaeme: 20-30 MUH. (BO 3aBMCHOT O/ rosieMnHaTa Ha rpynara)

PekBu3nTKn: Hema

MHCcTpyKumm 3a noctaBka: Cekoj yyeCHVK Tpeba fa pa3sMmncanm 3a npukasHata nosagm
HUBHOTO Me.

NHcTpyKkunm o pacunutaTopoT: [ogeneTe ja rpynata Ha HajManky 3-4 yuecHuun. Tue

MOXaT fa buaat Bo pa3nnyHm cobr Ha ZOOM kage cekoj Ke ja cnojenu cBojaTa npmkasHa

3a CBOETO VMMe, KOj UM ro Jan MMeTo (ako 3HaaT/ako ce cekaBaaT), Aanu MIMa Hekoe 3Ha-

yerbe, KoKy e BOObrYaeHo, Aann nyreto MMaaT TeLKOTUM NMpuv n3roBapare Ui name-

Tehe Ha HUBHOTO 1Me, Jann UM ce Jonara, Jann ce coo4vyBaaT CO HEKOW TeLLIKOTUn/HeLo-

narake BO oApeAeHn KOHTEKCTU Nopaju HUBHOTO VIMe 1 Taka HaTamy.

- OTKaKo cuTe rv crogennne CBOUTe NpuUKasHKW, rpynarta tpeba ga oasyyn/rnaca 3a
HajaobpaTa NprkasHa WTo ja caywHane

- OTKako Ke ja n3bepaTt HajgobpaTa npurkasHa, Tpeba fa co3gasaT npeTcrasa, ApamMa,
necHa, noesuja Wiy caMmo Ja ja packaxar Co Len Aa ja Npe3eHTrpaaT npmkasHara
OTKaKo Ke ce BpaTaT Ha njieHapHaTa cecuja.

- [Mpe3eHTaumMmMTe MOXAT Aa BKAy4YyBaaT CLeHW, 3BYLW, PpackaxyBaHe Ha NpukasHa.

- Hasaz Bo nneHapHaTa NpocTopwuja, cekoja rpyna crnojesnysa o efHa rnprikasHa 3a
MeTO Mpeky KpeaTUBHU Npe3eHTaunmn: ayano, necHa, cCueHa UTH.

FrnaBHU TeMun: P131KaNHOCT, CeTUNa

FonemuHa Ha rpynaTta: CekakBa

BpemeTtpaemwe: 10-20 MUH.

PekBusuntun: Cton

NHcTpyKUumn: AkTepute/yyecHNUNTE UCTPaxXyBaaT PasinyHn GyHKLMW Ha CTONOT. Tue
Tpeba aa cmmcnat bapem 10 HAUMHM Ha KOPUCTEHe Ha CTOIO0T; Aa ja UCKOPWUCTAT H/UBHATA
MMarvHaumja n ga ro TpaHcbopmMmpaaT CTONIOT BO: Maca, MapTHep, Kana Wan WwTo 1 4a UM
nagHe Ha yM 1 UCTOTO Aa ro 4eMOoHCTpupaar.

FnaBHM Temum: ViIMnpoBuM3aLmja, KpeatTusHoOCT

FonemuHa Ha rpynaTta: CekakBa

BpemeTpaeme: /

PekBu3nTKn: Hema

MHCcTpyKumK: Mpynata ja ocMUC/IyBa CLeHaTta 3a MMnpoBu3aumja, ja gepuHmpa cnutya-
uujata, NpoTaroHNUCTUTe, BpCKaTa nomery aktepmte, MeCcToTo 1 BpeMeTo. [lBe 1iun rnoeseke
NMua ja u3BegyBaaT cueHaTa (4njanor) UMNpPoBmM3VpPajku. Jpyrnte Moxart ga Hanuwat
oJpeseHn 360poBM BO onumjaTa 3a pas3rosop (chat), To akTepuTe Ke Tpeba Aa rm Kopu-
CTaT BO HMBHAaTa 13Begba. Mcto Taka, Bo chat-oT Moxe fAa ce BHecaT 1 eMouun , LUTO Ke
buae 3aga4a 3a UsBegyBaunTe a rv oArnymar.
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FnaBHWM TeMm: 3arpeBame, JUHAaMU3VIPaHe Ha HEKOJIKY ceTia

FonemuHa Ha rpynaTta: CekakBa

BpemeTpaemwe: 10 MuH.

PekBU3nTK: Hema

NHcTpyKUunn: Aktepute/ydyecHMLUMTE CceaaTt Ha cBOUTe CTON0BW. My3unkaTa CBUPW Npeky
onuwnjarta ,crojenyBawe 3ByK”. PacnnmMtaTopute 1M KaxKyBaaT fia ce penakcmpaarT, Aa mm
3aTBOpAT ounTe U Aa BAMLLAT A1ab0oKo HekoKy natu. Kora rpynarta e onyLwiteHa, pacnin-
TaTOPOT UM KaxXyBa Jia 3aMu1cnaT Jeka 13BedyBaaT TaHLyBauky ABNXeHa, Aa ,TaHuyBaaTt”
CO My3MKaTa LWTO ja caywaat. Bo egeH MOMeHT, dacmnnTatopoT UM JaBa MHCTPYKLUW Ha
cnTe fa fedrHMpaaT efHOCTaBHa kopeorpadunja HanpaBeHa 0Z 3 NoBP3aHU ABUXEHA.
Bo BTOpMOT Aen Ha BexbaTa, 0TKaKo akTepute/yyecHUUMTE ja oCMUCnIe kopeorpaduja-
Ta, pacMNnMTaTopoT rM NokaHyBa fAa rM nsBejat ABuvxXeraTa BoO X1Bo. Chean npeseHTa-
Uuja Ha koperpaduuTe.

benewka 3a pacMnmnTaTopoT: BaxkHO e Cekoj Aa MMa LOBOHO NPOCTOP Aa Ce ABUXMN
HaoKoNy 1 Aa TaHLuyBa.

FnaBHM Temu: Bexba 3a 3arpeBame 11 3a6aBa; AMHaMU3VIpake Ha HEKOJIKY CeTUNA; Kpeun-
pakbe Ha KOHTEKCT BO KOj LUTO yYeCHMLMTe MOXaT Aa buaat urpmeu, 4a ce onywiTaT v Kage
LUTO Ke CM A03BOaT Aa bugat byaanectu

FonemuHa Ha rpynaTta: CekakBa

BpemeTpaeme: 10 MuH.

PekBu3unTtK: Hema

NHcTpyKumn: BoobrnuaeHo ce 13BeayBa CO OZeHe BO rosieM Kpyr; BO OHNajH Bep3ujaTta
yUYeCHULUWTE ja UrpaaTt urpaTa Cekoj Bo CBOjOT MPOCTOP, HO CO UAeja U HaMepa Aa ja Hanpa-
BaT BO rosieM Kpyr. Ce neat npBuTe YeTUPW CTUXa Ha NecHaTa. [lojeka ce neaT HOPMaJiIHO
npBUTE YETUPU CTUXAE, LIOKEPOT UM KaXyBa Ha yYecHUUWMTe LITO Aa MpasaT Mo Cekoj
pedpeH. Co BOBeAyBameTO HA CeKoja HOBA VMHCTPYKLMja, 1 MPEeTXo4HO AajeHuTe ynaT-
CTBa OCTaHyBaar fa BaXaT UCTO TakKa. IHCTpyKUMNTE Ha LIOKEepPOT ce cnefHuBe:

1..'naBa rope” (paue nog rnasaTta), MOTOa MOBTOPHO MNeexe Ha NCTUTE YeTVPU CTUXa;

2. ,Pauete HagBop" (rnaearta rope, pawere HaZBOp), NMOTOA MOBTOPHO Meewe Ha NCTUTe
yeTnpu CTNXa;

3. ,3a/HNK Harope” (rnaeBaTta rope, pauerte HaABOp, 3af4HVK Harope), NoToa MOBTOPHO
neere Ha UCTUTE YeTUPW CTUXA;

4. ,KoneHa cnoeHn" (rnaBaTa rope, paLete HagBop, 3a4HVKOT Harope, KoseHaTta CrioeHu),
MOBTOPHO Meemse.

FnaBHUTemMu: 3arpeBame Ha Te/10TO U YMOT, OAHOC Ha TeN0TO CO MPOCTOPOT, ANHAMU3N-
pakbe Ha HeKO/KY ceTuna, $okyc, MpUCyCcTBo 1 ByAHOCT.

FonemuHa Ha rpynaTta: CekakBa

BpemeTpaeme: 10 MuH.

PekBun3nTK: Hema

MHCcTpyKUumKn: 3anoyHeTe Co Toa WTO GacnanTaTopoT KaxyBa Aa Ce AOonpe HewTo, Ha
npumep, ,Aonpun cnMHo” nan ,Jonpn HewTo Tomno”. MoToa, Cekoj ydecHUK Tpeba aa ce
NPUABVXWV 1 Aa AOMPe HeLWTo WTOo e CMHO naur Tonno. OBa Moxe Aa buae HeWwTo Ha HUB-
HaTa paboTHa Maca, HeLTo o4 obniekaTa UK HeLWTOo WTOo Tpeba fa oAaT 1 Aa ro HajaaT Ha
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HMBHATa MoaMLa 3a KHUTW. NocnegHaTa AMYHOCT LITO NpoHaLuaa TakoB npeamMeT Torall
Tpeba Aa ja nsbepe cnegHata ocobumHa.

AKO cakaTe fia BHeceTe MaJiky HaTnpeBapyBauku Ayx Bo BexbaTa, AogeneTe M netHaeceT
CeKyHAN Aa HajaaT HeLWTo 3a Aa ro A4onpaTt v eNMMUHKPAjTE T OHKE UrpaYvn KOU He ycrea-
Ne ja HajaaT HUWTO HaBpeMe. MNpoaokeTe fa Urpate 1 Ja i NpaBuTe paboTuTe NOKOM-
NANLMPaHN NN Ja TO HamanyBaTe BPeMeTo AoZeKka He oCTaHe caMo efeH urpad. Vcto
Taka, MoOXe Aa buge eprkacHO Aa ce MOBTOPAT HEKOKY PYHAM 04 OBaa Bexba 3a Bpeme
Ha PaboTUNHWMLATA, 3a Aa Ce ApXKaT YYeCHMLNTe Ha roTOBC.

FnaBHU Temm: MNognaboko NoBp3yBak-e 1 HaNpeAHoO rpagere goBepba nomery yyecHu-
uMTe; pasbrBame Ha 1n3onauyuvjata, HAAMNHYBake Ha CTPABOT 04 ApyraTta IMYHOCT, MOMa-
rakbe Ha yYyecHMUMTe Aa ro OTCTpaHaT A1aboKo BKOPEHATOTO KYNTYPHO Taby 3a Aonupakrse
Ha TeNoTOo (CBOETO UAW TyFo) 1 Aa buaaT LOMNPEHMN.

FonemunHa Ha rpynaTa: Cekaksa

BpemeTtpaeme: 15-20 MUH.

PekBn3nTK: Hema

Ba)xHo Aa ce MMa Ha ym: OBaa urpa, 0cobeHo BO cecuja co GU3NYKO MPUCYCTBO, Ce
NpaBu OTKAKO yYeCHMLUMTE BeKe ce 3arno3Hane NnpuanyHo 4o6po 1 0TKaKo Ke ce BOCMNocCTa-
BY 6e36eseH NpoCTOp, OCHOBHU Npaswia n atmochepa Ha goBepba Bo rpynaTta. JeduHu-
TVIBHO He € MpPa3oKpLLaY 1 NoYeTHa Urpa 3a 3ano3HaBakse!

MHcTpykummn: OHNajH agantaumja Ha urpata ,CeayM /byb60BHM gonumpun”, WITO BO pabo-
TUAHWLATa CO U3NYKO MPUCYCTBO Ce MpaBy BO MapoBW, BO MOArpynu, na aypu v BO
ronema rpyna. Bo oHnajH agantaywjata, urpata ctaHyBa UHAVBUAYaNnHa Bexba, buaejkn
CeKoj yyYecH1K npasn gonupu Ha cebe. Cenak, Jypyn 1 BO OHNAjH ¢opmMaT, ydecH LnTe
Tpeba Aa ja UMaaT npeaBuj opurnHanHaTa uaeja u Hamepa Ha urpaTa (T.e. ga ja pasbujaTt
n3onaumnjata, Aa ro HaAMMHaT CTPaBoOT OA APYr1oT N Aa UM MOMOIMHAaT Ha yyYecHNUnTe Aa
ro oTcTpaHaT TabyTo Ha AonMpare Ha Tyfo Tes0 UK Aa ce buae JOMpPeH of ApPYro YoBeuy-
KO CyLUTeCTBO; LJOKOJIKY € NOoTpebHOo, MOXe Aa ce KOPUCTU U Kako NUrpa 3@ MeryKynTypHO
yyerse 1 BO TOj C/lyyaj Tpeba Aa ce obesbean coofBeTeH KOHTEKCT — Mpeky OCBPT Ha
nrpaTta BO BPCKa CO KYNITYPHUTE pa3nunku, Kora ctaHyBa 360p 3a Jonvpare 1 YyBCTBO Ha
A0Nnp (Hekow Hauwum ce ,NoTakTUAHWU/JoNNPABK" BO cnopesba Co CKaHAMHaBUuTe UK
JanoHuuTe, Ha NpuMep).

Ha yyecHuuuTe UM ce faZeHun ynaTcTBa Aa CMUCNAT cefyM AONVPU LUTO Ke T npriMeHaT
Ha TenoTo, LUTO 3a HMUB MpeTcTaByBa M3pa3 Ha /byboB. OBMe Jonnpu Moxe 1 Tpeba aa
6uaaT LONUPY Ha PasNNYHK AeN0BK 04 TeNoTo: rNaBaTa, BpaToT, TOP30To, ekcTpeMuTeTu-
Te, Kako W npegHUTe U 3aZHUTe CTpaHn Ha TenoTo. Cekoj gonup Tpeba Aa MMa CBoe
MecTo/6poj BO HM3aTa. OTKako Ke ogbepaTt M peLuaT Kou ce HUBHUTe celyM /byHOOBHMU
ponvpy, GacnManTaTopoT UM JaBa VHCTPYKUMW Aa T BexbaaT oBue /bybOBHU AoNnpun
eZleH Mo e/leH, BO HM3a, MOBTOPYBAjKW ja H13aTa noseke natv. PacunamTaTtopoT UM AaBa Ha
yyYecHULMTEe OHOJ/KY BpeMe KOJIKY LUTO Toj/Taa MUCAK Aeka UM Tpeba 3a Aa ja 3anomHart
Hu3aTa. [oToa, dacnMnnTaTopoT NyLUTa NpUjaTHA, CMUPYBaYKa My3uMKa (KnacnyHa My3uKa,
[a pedeme bax, e cooZBeTHa 3a LenTa) U rv yrnatysa ydyecHuumMTe Aa ro npoHajaat cBojoT
pUTaM Ha ABUXeHe KOj e ycornaceH co putamMoT Ha My3mKaTta. MHOry e BaXHO e Aa ro rnpo-
Haj4aT CBOjOT puTam 1 BexbaTa fia ce Hanpasw 0/, ,BHaTpPe KOH HaABOp", Aa He ce Hab/by-
AyBaaT cebecn o4HaABOP W Aa He pa3MUCIyBaaT ,Kako 13rneja ABVxXereTo” Uan ,Aanuv e
y6aBo“. OTKaKo Ke ro yTBpAaTt pUTaMoT, y4eCcHULMUTe MOXaT a UrpaaT Co TeMMOTO Ha ABU-
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XeraTa 1 rpajaumjata Ha MHTeH3UTeToT. Kako pesynTart, ce co3jaBa napuye Kkopeorpa-
duja: MHAVBUAYHA (BO OHNAjH Bep3uvjaTa) Unu Ha gyo/rpyna (Bo ¢pursmnykata Bepsnja).

FnaBHM Temu: Vimnposu3sauwja

FonemuHa Ha rpynaTa: Cekaksa

BpemeTpaeme: /

PekBU3nTKn: Hema

NHcTpyKumn: EfeH akTep e npej kaMmepa v npaBu pa3Hy akTUBHOCTY 3a Aa NOKaxe of
KaZe foara, WwTo npasu 1 Kage oan. OctaHaTuTe Tpeba fa ce obuaaT Aa ro pasbepar co
OBMe HeKOKY NoCTanku:

- JInueTo WTOTYKY BNese og ynmua

- Ce Haora BO yekanHa

- LLITOTYKy Ke BaAv 3a6

- [oara oz 6ap

- Ce Haora BO XOJIOT Ha XOTe/NOT Npej Aa ce 1CKayum BO cBojaTa coba

- N3neryBa of cBOjaTa KyKa HayTpo

- Ce Haora BO NPT

- LLITOTYKYy Ke 3arnoyHyBa co paboTa BO KaHLenapujata UTH.

FnaBHM TeMu: JakHene Ha TUMOT, paboTa BO rpyna

FonemuHa Ha rpynaTta: CekakBa

BpemeTpaeme: 10 MuH.

PekBU3nTKn: Hema

NHCcTpyKUmK: PackaxyBame Ha NPYKasHW Kako HavymH 3a 36/11KyBarbe Ha NIyreTo, COo Lien
[ila rpafaT o4HOCK U Aa C1 nomMaraaT efHu co apyru. Kpyrosurte co NpMKasHM UM nomMaraat
Ha ydyeCcHMUWNTe Aa ja pa3BuBaaT, pasjacHyBaaT 1 [a ja CTPYKTypupaaT nprikasHarta LiTo
cakaarT Ja ja co3gajaTt BO NOAAPLUKA Ha FPYNHO OMNKPY>XyBakse.

HanpaeTe uenaTta rpyna BupTyenHo Aa ,bopmMupa Kpyr” Ha BUAEO-NOBUK 1 3aMoYHeTe ro
npouecoT Baka: [pBOTO NMLe ja 3aN0YHYBa NprKasHaTa Co ejHa Nno4veTHa peyeHuuUa 1
Apyra HeuesnocHa. Ha npumep: ,Ha 35-0T pogeHaeH Ha LIOH, cuTe Herosw npujatenn u
CemMejcTBO ce cobpaHu BO HeroBaTta AHeBHa coba. Toj Ke Bfe3e BO KyKaTa 3a U3HeHaay-
BaweTo, HO Torawu...”

CnefHVOT ja KOMMeTnpa NpeTxo4HaTta peyeHuLa 1 4oAaBa Apyra HeLenoCHa peyeHuLa.
Ha 0BOj HauuH, CeKoj yyeCcHNK 04 AaneymHa NpuaoHecyBa, Cé gojeka c1uTe He NoMunHane
Ha pes. Lenta e aa ce pa3suve pasbupavBa 3a0Kpy>XeHa NprikasHa A0 KpajoT Ha urpaTa!
He camo WWITO rpaZereto Ha nNpuKasHa ri NnpuHyayBsa TIMOBUTE Aa MM KOPUCTaT cBouTe
KpeaTUBHW TaneHTu, TyKy UCTO Taka MM nomara fa ce caywaaT merycebHo 1 ja ja nogo-
6paT TMMckaTa copaboTka.

FnaBHU TemMu: JakHeHe Ha TUMOT, paboTa BO rpyna, CTeKHyBake Ha eMOTUBHO O/1eCHY-
Bakse.

FonemwuHa Ha rpynarTa: Liena rpyna v Bo naposw

BpemeTpaeme: 10 MuH.

BewtnHu: lNaHToMKMa

NHcTpyKumn: ®pnvi ro NLIETO - HO BHMMAaBaj BO KOj NpaBeL, yBa BETepOT :)
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[pynaTa cTou BO Kpyr - UMa onunja Ha ZOOM ga ja Ma uenarta rpyna Ha ekpaHoT. dacu-
NINTATOPOT UM AoJenyBa 6poeBu Ha yyecHuUnTe o4 1-15 3a ga buaat cBeCHU 3@ HUBHNOT
pea. MNpBaTa NMYHOCT r0 NOKaxyBa NMLETO U ro ABVXU NMpes KamepaTa, NpuaBuxXyBajKu
r YCHUTE, OUNTE, ja3nKOT, BefUTe - Cé LUTO MOXe Zia Ce YyroTpebu 3a Co3/aBarbe rPOTeCKHO
nvue. OBa MOXe Jla Ce HarnpaBsW CO Kprere Ha INLIETO CO paLieTe 1 Kora Ke buge CrpemMHo,
ce TpraaT paueTe MOKaxyBajku ro CMewHoTo nuue. NoTtoa uenata rpyna ro UMMTUpa
nmueto. Kora npBroT Urpay Ke ro BuAau 0Ba, Ce Bpaka BO HeyTpasiHa no3unumja 3a 4a MOXe
A NpPOAO/IKM HapeAHMOT. BoobnyaeHo, oBa e NpUAMYHO 3abaBHO 3a cuTe U rpynara
HaBWCTMHAa Ce penakcmpa n ce NoBp3yBa Ha OBAj HAUMH.

Benewika A0 acnanTaTopoT: MoroneMmnoT Aen o4 XMBOTOT Fo MOMUHYBaMe HOCejKU efeH
NCT n3pas Ha nvueto. OBaa Urpa HM OBO3MOXYBA Ja Mcnpobame noBeke M3pasv U Aa
nsneseme oz KoMPopTHUTE 30HUTE. [loZeka ja N3BpLUYyBaMe OBaa akTUBHOCT, CTaHyBame
CBECHW 3a COMCTBEHUTE OrpaHnYyBatba U GAeKCMbUIHOCT.

FnaBHU TeMM: JakHeHe Ha TUMOT

FonemuHa Ha rpynarTa: Liena rpyna nav Bo naposun

BpemeTpaeme: 15 MuH.

BewITUHM: [pyMeHyBare Ha KpeaTUBHOCT, Mpe3eMame pU3KK, COHTAaHOCT, HeBepbaHO
n3pasyBar-e, UMMNpoBM3aLmja

NHcTpykumn: Moxeme fa ja rpame oBaa 1Urpa Ha MHOTY HauYMHW - BO MapoBu WU CO
LenaTa rpyna. EaeH HaumH e rpynaTa ga CTou BO KPYr v efjeH urpay o4un BO LLeHTapoT Ha
KPYroT 1 3ano4yHyBa Aa rnpasu HewwTo. Kora ctaHyBa jaCHO LWITO TOj/Taa npasu, C/Ie4HOTO
Nnue BNneryBa CoHTaHo WV BeryBa no pej. Hajaobpo e Kora e CnoHTaHo, HO MOXe Ja ce
C/ly4n camMO HEeKOJKY fiyfe fa buaat akTUBHW BO UrpaTa, a Apyrute 6u 6une octaHane
HecurypHu Bo cebe. Onumnjata kora cte Ha ZOOM e ga gofennte 6poeBn Ha yyecHULNTE,
Taka LWITO CeKoj TOUHO 3Hae Kora Aa 3arnoyvHe. dacnnmTatopoT Tpeba Aa rv oxpabpu cute
yyYecHUUM Aa nrpaar, a Toa Moxe Ja ce NOCTUTHE Ha MHOTY Pas/InyHn HauVHU - MOXe Aa
ce 04V Mo pefoC/IefoT Ha KPYroT WM HEKOj ApYr pefocsies.

Kora cnegHuoOT nrpay Bnerysa BHaTpe v Kora Ke npawia , LLito npasuw?!” - npBroT nUrpay
MY O KaxKyBa Toa LUTO MPBO Ke My NajHe Ha yM, HerMoBp3aHO CO AejCTBOTO LUTO ro rneja-
Me. Ha npuMep, ako UrpayvoT CU1 ja 4Yellsna KocaTa, MOXe Aa OAroBopw feka CBUPU Ha
nujaHo. Toj/Taa Ke 3ano4yHe Aa ro npasu A4ejCTBOTO (CBMPW Ha NMnjaHo), Cé AojeKa cneiHun-
OT YYeCHMK He ro npatua WTo npaswu.

Co uen ga ce 3arpee atmochepaTa 1 Aa ce oxpabpaT urpaumTe ja oArosopaat 6p30 v
CMOHTaHO -MPBOTO HELUTO LWTO Ke UM NajHe Ha yM - 0Baa 1Urpa obryHo ce nrpa HaB1UCTNHA
6p30.

Ce pa3bupa, He Tpeba Aa 3abopaBMMe JeKa 0Baa akTMBHOCT MOXe Jia Ce KOPUCTUN CO pas-
JNYHK TPYNN U eKa MOXe Za Ce NPUAAroAn Ha PasiMuHmn HaunHY, 3aBUCK OZ LieNTa LITo
ja noctaByBa ¢acunmtaTopoTt. OBaa urpa rm ,TPeHnpa” cnocobHoOCTUTE 1 cnoboaaTa Ha
MMMNPOBM3aLMjaTa, U3HyAyBa 6p3u 1 CNOHTAHWN peakuun, HeBepbanHo M3pasyBare U e
MHoOry 3a6aBHa, na 3aToa Tpeba fa npean3BuKa Aobpa eHepruja 1 Aa NOTTUKHE CMea Kaj
rpynaTa.

3apa,u,|/| HEMOXXHOCTa OBaa akKTUBHOCT Aa Ce rnpaBn no CrnoHTaH pejgodies BoO OH}'IajH Bep-
3|/|jaTa (AouHeHe Ha BpPpeMETO N CZIMKaTa, CNTyaunmn Kora mMMma Tpu in noeeke nyfe adKTuB-
HW BO UCTO BpeME, 1 MNMOoTOa HE 3HaeMe KOro rsiejamMme, HeLWTO LWTO 1eCHO 6u ce pewnno BO
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PeanHnoT XNBOT), GacnNMTaTOPOT NpesBpemMe ro NpaBu peAocefoT Ha rpynata. Toa e
Camo 3a BO OHNAjH Bep3ujaTa, A0AeKa BO PEaHNOT XMBOT 61 Fo CTOpue Toa BO KPYyr, CO
e/HO NLe cekorall a e BO CpeAnHaTa 1 Apyr LUTO npallyBa 1 ja npesemMa akuujaTa.
OBaa 1rpa Moxe Jia ce urpa v Bo naposu (LUTo 6apa yLiTe nobp3n peakLmm 1 MHOTY HOBM
naewn), 1 MoXeme Ja ja HanpaByMe BO HaTNpeBapyBaukn Ayx - eleH nap ja urpa Agojeka
HemMa rnoBeKe nzew, AoAeKa He 3acTaHe 1 He MOoXe NnoBeKe Ja CMUCIY HOBU NAEWN.

He 3abopaBajTe geka BakBaTa aTMochepa v NCNoHyBa yYeCHULMTE CO eHeprija 1 not-
TUKHYBa KPeaTUBHOCT, HO 3a HEKOU MoXe Za 61Ae N MPemMHOry MHTEH3VBHA - cenak,
3aBUCK 04 rpynata n ¢acunmTaTopoT.

CAnKoBeH TeaTap e eflHa Of, TEXHVKUTE Ha MeToA0T TeaTap Ha yrHeTeHuTe, KOj HajuecTo
Ce KOPUCTU Kako Aen o npoLecoT Ha Popym-TeaTapoT, Yekop KOH Pa3Boj Ha CLEeHUTe Ha
dopymorT. Mnegajkn ro ,ApBOTO Ha TeaTapoT Ha YrHeTeHUTE", MOXeMe Aa 3abenexrMe
AeKa CIMKOBHWNOT TeaTap € Aes o4 TPyrnoT Ha APBOTO, 3ae4HO CO urpute n ®opym
TeaTapoT.
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N3BoOp:
http://www.forumoteatras.lt/en/methodics/augusto-boal-tree-of-the-theatre-of-the-oppr
essed-165.htm

CAnknTe mpeTcTaBeHW BO oBaa dopMa Ha TeaTap Ce cepuja o4 HEeMnoOABUXHU CAVKU,
HarnpaBeH CO MOMOLL Ha TeNoTo (TenaTta) uam Tabioa Kow ce AMHaMu3MpaaT (0X1ByBaar)
Ha pasfV4YHN HaumHW. CnvKaTa e BaXeH Aen oJ MeToAoJsiorMjata LWTo ja NpeTcTaByBa
OCHOBaTa (KopeHnTe) Ha TeaTapoT Ha YrHeTeHWTe, 3ae/HO CO 3BYKOT 1 360pOT.

MpeHecyBareTO Ha NopakaTa, naejata UM YyBCTBOTO MpeKy CMKa bapa BHeCyBahe BO
CywITHaTa Ha npobnemort. MpuToa, ce N3BNeKkyBa HAjICKPEHWOT NOrnes Ha 13BeAyBayoT
BO BpPCKa CO OBa npallarbe, paTeH BO MOMEHTOT Ha cmkaTa. CIMkKnTe octaBaaTt AOBOJHO
MPOCTOP 3@ PasNV4YHO ,UnTare” o4 rnesjavoT U 3a NPoeKUUN Ha NNYHUTE UCKYCTBA.
MoHaTaMy, KynTypHOTO 0b0jyBake Ha Cavkata e YecTonaTyl Hem3beXKHo, LUTO CamMuoT
ABrycto boan ro noTBpaAm Co NCTpaxKyBahe Ha UCTUTE KOHLENTU Ha Pa3INYHN KOHTUHEH-
TV 1 BO Pa3/INYHLM 3eMju CO yrnoTpeba Ha CIMKOBEH TeaTap. Bo no3uvumjata Ha TeNoTo Ha
N3BesyBauyMTe, HUBHUTE M3Pa3n Ha JNLETO, HMBHATa BPCKa CO MPOCTOPOT U Apyrute
N3BesyBa4u, N1eCHO MOXe Jia ce Mpero3Hae CoLMjaNHNOT KOHTEKCT Ha 3aeAHuLaTa.
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Nako CNMKOBHMOT TeaTap PeTKo Ce KOPUCTU Kako nocebHa TeXHMKA, TOj € MHOTY KOPUCHA
anaTka 3a UCTpaxKyBare Ha CTaBOBUTE N eMOoLMnTe Ha NyFeTo BKyYeHV BO TeaTapCKNOT
npouec. Moxe Aa ce KOPUCTKU 3@ NCTPaXKyBare Ha COLMjaIHN TEMW KaKo LUTO Ce YyrHeTy-
Bakbe, MOK, ANCKPUMUHALMja UM KaKBU BUNO TeMU 3a rpajere Mu1p, Kako 1 3a yyere
KaKo HaBWCTVHA Aa Ce BUAM OHa LUTO ro rnegame (Cy6jekTBHO 1 06jeKTUBHO ,YnTare” Ha
CAnNKnTE).

MpakTnyapute Ha TeaTapoT Ha yrHeTEHWUTe KOPUCTAT ronemM crnekTap Ha Bexbu Kou
MOXaT Za ce NpMMeHyBaaT BO Pa3/INYHN CPeANHU, MHANBUAYANHO UK BO rpynu. Henog-
BVXKHUTE CAVKW/CKYNNTYPU MOXe Ja ce HanpasaT WHAMBMAYaNHO, BO MapoBU WU BO
rpynu, 3aBUCHO OZ CMUCIATA W LenTa Ha akTMBHOCTA.

EAeH HauuH Ha kopucTerse Ha CIMKOBHMOT TeaTap e Ja ce nobapa of yydecHuuuTe ja
HanpasaT CKYyNNTypa/carKa Kako UHANBUAYaneH OAroBop Ha PasIMyYHU KOHLENTW LUTO ce
BaXHW 3a 06paboTka. ObNYHO, NPBUTE KOHLENTW LWTO Ce UCTPaxyBaaT ce apXeTUrnoBu
(Majka, Ha nMpumep), HO UCTO Taka MOXe Ja Ce KOPUCTaT U KOHUEeNTU MOBP3aHWn CO
coumjanHa npa.ga U MUp (Kako LWTO ce: KOHGANKT, MOK, yrHeTyBake, (He) eHaKBOCT,
NTH.). OBUYHO, CTYAEHTUTE HapedeHW BO Kpyr Tpeba fa co3gasaT ¢U3MUKM CANKK KaKo
OAroBOp Ha JajieHa TemMa 1 Tue Tpeba fa ro ctopaT Toa 6p30, 6e3 NpeTxoAHO pa3Mmcay-
Bar-e.

Video twiorial: How to use Mirrering?

How ta use kot ing 3

Kako ga ce kopuctn Bexbata ‘ornegano’? lNMornegHeTte ro BUAEO yrnaTCTBOTO OHJIAjH Ha
http://www.seeyn.org/elearning/mod/hvp/view.php?id=454&forceview=1 /
https://www.youtube.com/watch?v=8Uw7ZTJENeA&feature=emb_title

Apyr Ha4rH 3a KOpUCTeHe Ha TexHMKaTa Ha CIMKOBeH TeaTap e Aa ce nozenar rpynure
BO MapoBW WX NOManu rpynu, Npu LUTO e4HO NKLLe FyMU Bajap U I 06aKKyBa ApyruiTe
Kako CTaTyu, KOPUCTEjKM CaMo AOMUP UK TeXHMKA Ha NpecankyBame (BuaeTe noBeke 3a
Bexxbata Ornegano, Bo ynatcTBoTo). OBa ce npasBu 6e3 ynotpeba Ha 360poBM, Camo
npeky TenoTo.

AnckycrjaTta WTO Cieam no npeseHTaumjata Ha CIMKKM € MHOTY BaxKHa 1 Moxe Za buae
BaXKeH YeKop KOH AMHAMU3MpPaHe Ha CAnKaTa, HO UCTO Taka W KOH CO3JaBakbe Ha CLeHM
Ha neppopmMaHcu/cLeHn Ha ®opyM-TeaTapoT. YnoTpebaTa Ha 0BOj MeTOZ OHMAjH npeT-
CTaByBa NpeAn3BLK, HO MOXe Jja ce ocTBapu. lako rpynHata paboTa BO peasiHa NocTaBka
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He MOXe Aa ce CnpoBeje, AUTUTAIHNOT CBeT 06e3besyBa APYri anaTku LWTO MOXaT Aa ce
KOpWCTaT 3a MUCTaTa uen (Ha npumep: kopuctere dpotorpadum). CIMKOBHNOT TeaTap Ha
NHTEPHET NMPOCTOPOT cenak MOXe Aa M oxpabpu ydecHULMTE Aa T M3pasaT cBouTe
NAewn, CTaBOBM 1 YyBCTBA 3a BaXKHMWTe NpaLlamba.

Cnvka Ha cBeToT

FnaBHU Temm: VicTpaxyBame Ha couujanHu npobnemu, Gu3nKanHocT, HeBepbanHo
n3pasyBaH-€e, MOYETHO CrpaByBake CO C/TyYKNTE Ha YrHeTyBake

[oneMuHa Ha rpynata: CekakBa

BpemeTpaemne: 20-40 MUH.

PekBU3nTK: Hema

MHCTpYKUMN: YUuecHNLMTE Ce CO 3aTBOPeHU ouun. Torawl, ¢acuinTaTtopoT KaxyBa eseH
360p M CeKoj c1 NMpaBu CBOja CIVKa LUTO ro npeTcTtaByBa 0BOj 360p (Ha npumep. ,yyu-
nnwrte”). ChmnkaTta ro npeTcrtaByBa HNBHOTO MUC/IEeHE, eMOLN, MPBOTO HELUTO LWTO UM
naZHano Ha yM Kora ro caywHane Toj 36op/koHuent. PacnnmtaTtopoT UM Kaxysa Aa
6raaT aKTUBHW yYeCHUUM 1 T oxpabpysa Aa buAaT oTKayeHU 1 KpeaTUBHU Npu npa-
BEHETO Ha cankmuTe. CTo Taka , ¢acuinmTaTopoT UM KaxyBa Ha yYeCcHULMTe feka MoxXe
Aa ja u3Mucnat npmkasHaTta, Ho 6u 61no Nojgo6bpo Aa e BUCTUHUTA N Ja Npe3eHTupaar
CBOja IMYHa NpuKasHa/Mmcnene/cTas.

dacnnmnTatopoT o46pojyBa 04 5, U Ha 1 cuTe rv OTBOpaaT ounTe 1 ja Npe3eHTrpaart CBoja-
Ta civka. EfeH e nokaHer ga ,oTne BO cpeArHa” 3a Aa ja Hanpasu cBojaTa CavKa, ApYyru
KOMEHTMPaaT Co JaBaHe Ha 06jeKTVBHUN KOMEeHTapw (,KOJIEHOTO e CBUTKaHO", ,ouunTe ce
3aTBOpeHn”, ,MPCTOT MOKaXyBa KOH NOAOT" UTH. ), U CybjeKTUBHU Hab/byslyBaksa (,Taa e
3byHeTa", ,T0j e nyT” NTH.) BO OHNajH NMOCTaBKMTe, OHOj LUTO ja MPYKaxyBa C/nKaTa MoXe
Aa buze BUANVB 33 ApYrnTe, KOpUCTejku ja onunjata ZOOM - PedpnekTop 3a cekoro.

dacnInTaTopoT 1 NoTCceTyBa yyecHUUMUTE Aa buaat CBeCHU Aeka HUe r1 npoekTupame
COMCTBEHUTE KNCKYCTBa BO OHAa LUTO ro rnegame Ha cavikaTta. J/lIMueTo WTo ja npeTcraByBa
C/IvikaTa He Mopa Aia M KaxXKyBa Ha OCTAaTOKOT 3a 3HaUeHeTO Ha HerosaTa/Hej3nHaTa/HuB-
HaTa CcnKa.

dacnnTaTopoT MOXe a M Kaxe Ha rpynara Aa Hanpasu C/INKWU Ha pasinyHu 360poBu/-
TeMn. Hekow o, HMB MOXe Ja ce: TeaTap, HaCUACTBO, MUP, Majka, MOK, KOHGINKT, Hacun-
CTBO, MOjOT rpaa/3emja/ceno/rpag. Kora ce 4yBCTByBaM MOKHO/HEMOKHO...

Benewka 3a ¢pacunuraroport: [ozeka ja U3BpLUyBaTe aKTVMBHOCTA, BaXHO e Ja ce noT-
TUKHYBa AVCKYyCWNja NpeKy NocTaByBame npallama. [peanoxeHu npallama 3a uckycuja:
- LLITo rnegame Ha cavkaTa?

- LLITo npeTcTaByBa cvkaTa?

- Kako ce uyBCTBYBa /INLLETO Ha CvKaTa?

- LLITo oTBOpa 0Baa cky/nnTypa/c/vka Kako rnpaluame?

- Kako e nmoBp3aHa oBaa C/1MKa €O rpajeHeTo Ha MUPOT/yrHeTyBaHeTOo?

OBwve npallarba MOXaT Ja ce KOpUCTaT BO Koja 6uno Bexba Ha CIMKOBHUMOT TeaTap.
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FrnaBHUTEMMN: PU3MKANHOCT, UCTPaXyBarbe Ha coumjanHu npobnemu, HeBepbanHo
n3pasyBar-e

FonemuHa Ha rpynaTa: CekakBsa

BpemeTpaemwe: 20-40 MUH.

PekBu3aunTun: Hema

MHcTpyKkunn: lNogeneHn BO rpynu, yyecHMUMTE MaaT 3ajaya Aa HanpasaT CIMKa 3a
cemejcTBOTO. lNpeky Taa cavka Tve Tpeba Aa rv NokaxaT o4HOCUTe NoMery YIeHOBUTE Ha
CemMejCTBOTO, [fa Npes3eHTVpaaT Hekoj TUMNnYeH AeH/cuTyauunja o4 HWBHUOT >XUBOT.
OTKako Ke 3aBpLUAT CO M3paboTkaTa Ha CIVKUTe, CINKUTE ce npe3eHTrpaaTt. Bo oHnajH
NoCTaBKMTe, BexXXxbaTa MOXe Za ce HarmpaBm Co ynoTpeba Ha onumjaTta 3a 3acebHum cobu (3a
nozenba Ha yyecHMUMTe BO rpynu) 1 onuymja 3a CMkake Ha eKpaHoT (e4HO nnLe BO rpy-
naTa e ,pexwucep” 1 NnpaBu CIKKa Ha CVIKATa LWUTO ja Hanpaeuaa rpynarta) . Cavkute/doTo-
rpadunmnTe ce Npe3eHTMpaaT BO MJeHapHa npocTtopuja.

Benewka 3a ¢acmnutatopoT: MOXHO e ManuTe rpynn Aa rnpes3eHTupaaT CcemejHo
HaCWUICTBO, MOK Ha e/leH 4Y/ieH Ha CeMejcTBOTO Haj Apyrute, UTH. OBa Moxe fa buge
noyeTHa TOYKa 3a AUCKYTUPaHe Ha BaXKHW COUVjaNHM NMpaLlaka U OAHOCK Ha MOK.
Bapwjayuja: BexxbaTta NCTO Taka MOXe Aa MIMa CMeLLeH TOH 1 MOXe /ia ce KOPUCTK 3a pas-
NMYHK uenn. Kako Bexba 3a 3arpeBakbe MOXe /la Ce KOpPUCTY ako $pacnimtTaTopoT 1M
KaXkxe Ha rpynaTa Aa co3jazaT ceMejCcTBO O/ 3ajaLu, CTaopLy, Mayvku, agBokaTu, nekapu
NTH.

FnaBHuTeMmn: dursnKanHocT, HeBepbanHoO 13pasyBakse, rpyrnHa paboTa

FonemuHa Ha rpynaTa: CekakBa

BpemeTpaemwe: 30-50 MVH

PekBu3nTKn: Hema; ypes (komnjytep) n ZOOM annavkaumja.

WHcTpyKumu: NogeneHn BO Mann rpynu, ydecHMUMTe ja n3bmpaat TemaTa/nprkasHaTta
LUTO 1 HTepecrpa 1 UM NobyayBa CTpacT. 3aefHO NPaBaT 3aeHMYKa CJINKa CO MOMOLL
Ha HVBHWTE Tena LWTO ja NpeTcTaByBa Taa NpukKasHa.

EaHO nuue og rpynata e, pexuncep”. Taa IMYHOCT ja Haco4yyBa rpynarta v Co CIMKawe Ha
eKpaHOoT Mpasu C/KKa O CavKaTa Ha rpynata. Hekou oz TeMunTe LWITO MOXAT TyKa Ja ce
OTBOpAT Ce: yrHeTyBawe, rpajeHe Mmp, HacUACTBO, KOHKPETHW MPUMepPU Ha yrHeTyBake
O/, H/MBHAaTa 3aeHuLa UTH.

FnaBHM TeMu: O13MKaNHOCT, HeBepbaNHO N3pasyBame, rpyrnHa paboTa

FonemuHa Ha rpynaTa: CekakBa

BpemeTtpaemwe: 20-40 MVH.

PekBu3unTun: Hema

UHcTpyKumn: EgHo nvibe npaeu ckynntypa/cnvka. HapeaHnoT NpoAo/ixkyBa CO34aBajKku
HOoBa cnvka. OBaa C/1Ka e HarnpaBeHa Co Len Aa ce 3aBpLUM NpeTxoAHaTa, Aa ce Harnpasw
penaumnja, npmnkKasHa... [NpBoTo inLe 3aMNHYBa, BTOPOTO OCTaHyBa M HOBO /IMLie € MOoKaHe-
TO Aa Hanpasu Agpyra C1vKa 3a /a ja 3aBpLUK c/irKaTta WTo ce npeseHTupa. Pacmnurtaro-
pOT OTBOPA AMCKYCWja 3@ CINKUTE, MOCTaBYBajKM NpaLlama Kako o4 TmnoT: Kakea e nosp-
3aHOCTa nomery nnkoesuTe? Kage ce oBrBa oBaa cUTyauuja UTH.

Benewka fo ¢acmnmutaTopoT: Bo MpexHM NocTaBky, oBaa Bexba Moxe Ja ce cnpoBese co
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KopucTewe Ha anaTtkaTa Spotlight for Everyone Ha ZOOM. MoxeTe fa ro ¢okycmpaTte
(spotlight) nnueTo WTO ja NpeTcTaByBa cMkaTa, Aa ro ogdokycmpare (remove spotlight) n
noToa fia 03HaunTe HeKoj Apyr yyecHrk. ZOOM Pro B 0BO3MOXYBa UCTOBPEMEHO Ja ce
dokycumparte (spotlight) Ha MHOry KOpUcCHMLN.

FnaBHUTEeMM: Or3nKanHoCT, HeBepbanHoO n3pasyBakse, rpyrnHa paboTa

NonemuHa Ha rpynaTa: CekakBa

BpemeTpaemne: 20-30 MUH.

PekBU3nTU: Hema

UNHcTpyKumn: Cekoj yuecHUK NpaBu CvKa Ha yrHeTyBame. Kora cekoj Ke ja npe3eHTupa
cBOjaTa cnKa, $acnamMTaTtopoT MM MOKaHyBa M3BeAyBaunTe/yyecHUUMTE Aa HanpasaT
cmka 3a cnobogaTta. Ha KkpajoT, cekoj Tpeba fa Hanpasu C/IMKa LWTO NpeTcTaByBa Yekop
LWTO Tpeba fa ce HanpaBw 3a Aa MOXeMme Ja CTUTHeEMe 0f YrHeTyBake A0 ¢1060ja. Bo
nocnegHata ¢asa of BexbaTa, TMe rm NoBp3yBaaT TPUTE C/INKK, Pe3yNTUPaAjKK BO ejeH
BUA Kopeorpadwja.

FnaBHy Temu: CebeocTBapyBame, Cebeno3nLmoHmpare

FonemuHa Ha rpynaTa: CekakBa

BpemeTpaemwe: 20 MUH.

PekBU3nTU: Hema

UHcTpyKkumn: Cekoja NMYHOCT fob6rBa 6poj BO NpmBaTeH pa3rosop. lNoctojaTt 6poesn o4
1 A0 5, WTO ja npeTcTaByBaaT KOMYMHATA HA MOK M ONLWITECTBEH CTaTyC Ha nnueTo (1
KaKO HajBMCOKO HMBO Ha MOK, 5 KaKko HajHMCKO HMBO Ha MOK W CTaTyC BO OMLUTECTBOTO).
YuecHunumTe Tpeba Aa pasMucnaTt Koja rpyna/noejuHeL, ro vMa Toa HMBO Ha MOK BO
onwTecTBOTO. KOra Ke onpegenar ogpefeHa rpyna, Tpeba Aa pasmMucnat 3a 3ByK U ABU-
Xeme LITO by ja npeTCTaBuae oBaa rpyna.

AKTepuTe/yyecHULMTE Cce NoJeNieHN BO OAAEeNHW OHANajH cobu (Mo cnydaeH n3bop) u
MaaT 3ajaya fa ce oAHecyBaaT Crnopes HUBHUOT CTaTyC M MOK/HEMOK U Aa ro nssegar
3BYKOT W ABMXEHETO LWTO ro cMucaune. Trie MoXaT Aa ri cnefat ApyriuTte U Aa BoCrnocTa-
BaT BPCKW CO H/B 1 AOKOJIKY CMeTaaT Aeka Tpeba, Te MoXaT Aa rm npoMeHaT cBouTe ABU-
Xerba 1 3ByLN.

BexxbuTte 3a Bajarbe YeCTo ce KOPWUCTAT Kako Aen of NpouecoT Ha TeaTapoT Ha C/INKMW.
MocTojaT MHOry BapujaLnm Ha BexXXbuTe 3a BajapCcTBO. Hekou of Tne Bapujaumn ce cneg-
HUBa:

1. CKynnTop W ravHa. YuecHuuuTe ce rnojesieHy Bo NMaposu, BO OAAENHW OHANAjH
cobu. EaeH e ckynnrtop, a Apyr e rvHa. CKynnTopoT AaBa ynaTcTBa 3a rnHata (kage ga ce
ABVXW, KaKo Aa ce noctasu). VHCTpyKuMnTe MoXaT Aa 6uaat BepbanHn v daunjanHu
(BajapoT MOXe Aa ja KopUCTU Aypw 1 onumjaTta 3a pasrosop 'chat’), HO BaXHO e ja He ce
CNoMeHyBa ujejaTa 3a CKy/nTypaTa LWTO cakaaT ja ja HanpasaTt. TeMa Ha cKynanTypara
MOXe Aa buze YyBCTBO, COLMjaNHO NpaLlame, UTH.

2. My3ej Ha ckynnTypw. lNpouecoT Ha n3paboTka Ha CKyAMNTypaTa e UCT Kako 1 BO
npeTxoAHaTa Bexba (CKyNnNTop U FVHA), HO TyKa y4eCHULUMTE Ce NoKaHeTu Aa rv rnokaxart
CBOWTE CKYNMTYpW 1 Aa M NnpeTcTaBaT BO ,MYy3ejoT Ha CKy/nTypu”. Trie MoxaT Aa ja OCMUC-
naT npukKasHaTa WTo ja objacHyBa HMBHATa CKY/INTypa, NpuKasHaTta 3aj CKynntypara,
WTH. 34



3. MNoBeKe ckynnNTOpwu BajaaT efHa JIMYHOCT. YUecHNLMTE ce nojeneHr Bo Maaun
rpynu (Bo oagenHu cobu Ha ZOOM). EgHo nuue e ,,ranHa", a gpyrute ce ckyantopu, obu-
AyBajKn ce Aa ce CUHXPOHM3MPAaT 1 Aa ja HanpaBaT CKyAnTypaTa Ha ncrata tema. Cekoj
Tpeba fa faje CBOj MPUAOHEC BO NPaBeHeTo Ha CKyAMnTypaTa.

4. EaHO nuue npaBu NoBeKe cKynNTypu. EaHO nuue e ckynnTop v rv Baja Apyrute
BO e/lHa 3aejHMYKa cmka. MoToa CKynnTopoT ce No3uLMOoHMpa cebecn Bo cavkaTta. OBaa
BeXba 4ecTto ce KOpPUCTU 3a BANabouyBarbe BO JIMYHWU MPUKA3HW U TeMU, Npu LUTO
CKY/IMTOPOT packaxyBa NpYKasHa 3a yrHeTyBakbe, HEKOj IMYeH NpUMep AN TYF MpUKas-
HW KOW CMeTa AeKa ce BaXHU 1 eMOTUBHW.

AVHaMU3MPaHETO Ha CIMKUTE € OXNBYBaHbe Ha CIVKUTE CO ynoTpeba Ha pasInyHu Tex-
HWKYW, BOBeAyBatbe Ha 3BYK N ABMKEHE Ha CAKKaTa, HO UCTO Taka W Mpeky pa3BuBatbe
OZIHOCK NoMery UHANBUAYanH1Te Tabnoa. InHammsaumjata M nomara Ha n3segyBaunTte
Aa HaBnesat noAnaboko BO COLMjaNHOTO Mpallake CO Koe Ce 3aHMMaBaaT, CyXUu Kako
YeKkop KOH PasBoj Ha CLeHUTe Ha POPYMOT 1 Kako Bexba 3a pa3Boj Ha IMKOT. Moxe Aa ce
HanpaBW Ha MHOTY HAYUHW:
1. OTKaKO CEKOj N3BeAyBaY/yyecHK HanpaBua CBoja MHAMBMAYaNHA CNKA,
ABe UK NoBeKe N1La ce NOKaHeTW a rv cnojenaT cBouTe CANKM BO
LleHTa poT Ha KpyroT. Ha Toj HaumnH Tue npaBaT rpynHo Tabo, LWTO MOXe Aa
ce AMHAMU3MPA CO JoZaBarbe Ha 3BYK N ABUXKEHE.
2. EAHO nunLe nnv rpyna npaBu CINKa, @ OCTAaTOKOT OZ W3BeAyBaunTe MoXaT ja
A0JajaT 3BYK Ha c/ivkaTta. Tve 061MYHO MOXaT Za ro cTopaT Toa Co
B/leryBakbe BO CLieHaTa, MOTUykKHyBaHe Ha 13BeAyBa4voT Mo paMoTo U
n3roBaparbe Ha 360pOT LUTO ro Kaxysa WM ro MUCIU INKOT BO CLieHaTa BO
AaZeHaTta cuTyauuja.

3. EAHO Nunue crnioZenyBa CBOja /KA BO KPYroT, a ApyruTe Moxar Aa ce
noBp3aT NpaBejKn CBOW C/IMKM BO OAHOC Ha C/IKaTa Ha U3BeAyBadoT.
4, O4 Cekoj 1K Ha civkaTa ce bapa fa ri nckaxe rnacHo cBomte MUCIN 6e3 aa

ce aBmxu 30 cekyHAn. OBa MOXe Aa M NMOMOTrHe Ha
yyecHnUMTe/n3BesyBavnTe Aa rm pasbepart HUBHUTE NKOBW U HUBHATA
ynora BO cueHaTa/cnmkara.

5. OJ cekoj UK Ha cnKaTa ce bapa Aa npouvsseje efieH NOBTOPYBaYKM 3BYK U
[la NpaBy MexXaHN4kun asmxera. PacnnanMTaTopoT MOXe a Urpa ysiora Ha
LAVNPUreHT”, KOj MOXe Aa ro ,uckny4n” n ga ro ,Bkayym” cekoj y4eCHUK co
NOTUYKHYBare No pamoTo. Kora ce ,,BKlydyeHU", y4eCHULMTEe NOCTOjaHOo ro
NOBTOPYBAAT CBOjOT 3BYK U ABUXEHE.

6. |/|3Be,£l,yBaL4VlTe BO CUEeHaTa Tpe6a Aa ce ABXKaT 3abaBeHoO 3a da ' n3pasat
Xenbute Ha HUBHUTE NNKOBMU.
7. |/|3Be,£|,yBaL4VITe KOW npeTtcrtaByBaaT CJ1MKa 3a HEKAKOB B/ YrHeETyBak€, Ce

nokaHeTu Aa ja co3gazaT ,MocakyBaHaTa Cavka”, canKka Bo Koja
yrHeTyBakeTO He nocTtou. MNogouHa, Tpeba Aa HanpaeaT cavMKa WTo npeT
CTaByBa 4ekop Nomery oBue ABe C/INKK, OAr0OBapajkn Ha npawaneTto: LLTo
Tpeba fa ce HanpasW 3a Aa ce NOCTUrHe 0Baa ,MocakyBaHa Cinka™?
Bo 3aBpluHaTa ¢asa Ha BexbaTa, yuyecHMUMTe/n3BesyBaymnTe rv
npeseHTMpaaT cuTe (3) LKW ofeAHall, 0buayBajkn ce Aa HanpaeaT
HenpeyeHn ABMXKEeHa U NPeMUHYBAajKM 04 npBaTa canka (Cimka Ha
yrHeTyBaH-€) KOH rnocnejHaTa (mocakyBaHaTa C/MKa).

8. N3paboTkaTa Ha NecHa oZ nepcrnekTMBa Ha NPOTaroHUCTOT/YrHeTYBaYOT Ha
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cimkaTa Moxe fia buje efleH o HaYNMHUTE Ha ANHAMU3VPaHe Ha CVKNTe
(MpaBejkn v ,XnBK"), Mpu WTO yYecHUUNTE/U3BedyBaunTe MOXaT ja
HaBfe3aT NoAnaboko BO NMKOBUTE 1 HUBHUTE Xenbu, MOTUBU UTH.
YyecHuuUMTE MOXaT Aa HanpaBaT NecHa Co yrnoTpeba Ha pPasINyHN TEXHUKN:

- CnobogeH cTuvn. YyecHnunTe/nsBeyBaunTe jo0bmBaaT onwita 3ajada ja
HanuLwart noema o nepcnekTnBa Ha HUBHWOT JINK NN OJ NepcrneKTnBa Ha
KOj 61no nuk. Noemata Moxe Aa buze o Koj 6110 XKaHp.

- MuwyBare Ha rnecHa co ynotpeba Ha ckuua/putamMm. PacnanmTatopoT Moxe
Aa M ja obe3besm cknLaTa Ha NecHaTa Ha ydeCHULMTe, a Te noHaTamy Aa
ja pasBuBaar.

- NcknyunTeneH Tpyn. MeToz co Koj KONIeKTUBHO ce MpaBK 361pkKa Ha
360poBu. Cekoj y4eCcHUK/n3BeAyBay A04aBa HELLTO Ha KOMMNo3uLmjaTa BO
HW3a, WAn Cnejejkn ro NpaBuaoTo (Ha npumep, ,MpUAaBka, UMeHkKa, NpuIor,
rnaron, npujaska MMeHKa", Kako BO ,3esieHaTa nartka c/1aTko ja ucriea
CTpalUHaTa »anonojka“); nam kageLTo e 403B0JIeHO Aa Ce BUAW CaMO KpajoT
0/, OHa LUTO ro Jozana npeTxoAHaTa INYHOCT.

Video tutarial: Dynamization of images

Dynamization of images 0 ad

Watch later  Share

Bugeo ynaTcTBOTO 3a AVHaMm3aumja Ha C/INKN e AOCTarnHo
Ha:http://www.seeyn.org/elearning/mod/hvp/view.php?id=455&forceview=1u
https://www.youtube.com/watch?v=A4LK30ZQ4Zk&feature=emb_title

TeaTapoT Ha yrHeTeHuTe (TY) e dU3nNYKK, CeH3yaneH 1 NapTuumMnaTBeH. VI3HaorakeTo
Ha npuKasHara ce cnydyBa BO 3aeAHuMLATa, Npu WTO TY KOPUCTWN pasanyHU npucTanu 3a
Aa Aojae [0 NpuKa3sHaTa LWTo Ke buje nssegeHa. Toa BKayyyBa 36Mp Ha Bex6u npeseme-
HU 0J, TeXHUKM KaKo LWTo ce CinkoseH Teatap, BecHuk-TeaTtap, PopyMm-Teatap, Penposayk-
uuvja, Teatap BO obpa3oBaHuMeTo, TeaTap BO 3aeAHuLaTa, Jpamcka Tepanuja, TeaTtap 3a
pa3Boj UTH. PacMNNTaATOPOT OBMYHO ja pokycmpa rpynaTa KOH BUAJINBW, CEKOjAHEBHU
edeKkTn Ha cocTojbuTe Kou Npesu3BMKyBaa NpobaemMuy 1 KOHPANKTN. KopucTejku pasHu
TEXHVIKW, TV @aHanu3npame KOHGANKTHUTE NPo6aeMy MOCOUEHN Of, CTPaHa Ha YYeCHULN-
Te N co3jaBaMe HaudlHW 3a HUBHO U3BejyBak-e/rnymemnse. Kora kopuctmute CnmkoBeH
Teartap Co Len Aa ja ,mckonate” npnkasHara, LIokepoT KOPUCTW CKYNNTYPU HanpaBeHU O/
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TenaTa Ha ydeCHULMTE Kako CIMKWN Ha YyrHeTyBaHe, a MoToa r' KOPUCTW Tne acoumjaummnm
N T NOBP3yBa CO KOHTEKCTOT. Vnu, LIOKepOT MM KOPWUCTU NOKaJHUTe BeCHUUWM 3a Aa
MOCOYN KOHKPETHU CTOPUIN 33 YyrHeTyBaHe NPUCYTHU U peneBaHTHU BO O4pe/eHa 3ael-
HMLA, BO TOj] MOMeHT. CUTe TEXHWVKW pa3BMeHN BO paMKMTe Ha TeaTtapoT Ha yrHeTeHuTe
ynaTyBaaT Ha Nof0bpyBare 1 bysere Ha T.H. KOHKpeT13aumnja Ha yrHeteHuTe. (,MNeaaro-
rvja Ha yrHeTeHuTte" og ®peunp)'™ Co apyrv 360poBK, 3a Aa ce CripaBuMe CO YrHeTyBaHeTo
1N CO PasNYHNTE acrnekTy Ha XMBOTOT, MOpaMe Hekako Ja ja NnojgurHemMe cBecta 3a OBa
yrHeTyBakb€, Kako M MOXHOCTa Aa cornesamMme HaunHM Ha n3Haolfake MOK 3a /ia ce npomMe-
HMe cebecn. OBa CO3JaBa MOXHOCT 33 YYeCHULUMTE Ha paboTuaHMLATa Aa apTUKyAnpa-
aT VHTepaKkTVBeH TeaTap 3a pesieBaHTHW Mpallakba M [a CO34aAaT HewTo LWTO € O4
rosnema nonsa 3a HUBHWUTe 3aeJHNLUM. Hakyco, HacneACTBOTO Ha OBOj B/ TeaTap BekKe e
CrMOMEHAaTOo KaKo OCBeCTyBaH€e 11 MeTakCM3a Ha YrHeTeHUTe, Ha akTepuTe Uan/v rnegavdv-
Te. UenTta e ga ce BkyyrMe BO 6o0pbuTe Ha NMKOBUTE, MPUKA3HUTE Of, PeanHUNOT XNBOT,
KOV r'm npeno3HaBame Kako cBou 6opbu. He fa ro pasbrieme yrHeTyBameTo, TyKy Aa CO3-
AazeMe 34paBa 3ae/iHuLa, 6e36efHOCT 1 MUP.
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TeaTtapoT Ha yrHeteHuTe cekorall CcrnposejyBa MUCTpary, Kako Ha npumep ,Kako ga ce
crpaByMe CO cemMejHOTO HacuncTeo”; ,Kako fa He ce KpUMUHanNM3Mpa cmpomMatutujara”,
~Kako ga ce cnpasnmMe co 3aBNCHOCTA" NTH. Ha HEKOj HaUMH, 3aN0YHYBa CO NHANBUAYaN-
HU MPUKa3HW, NOHYAEHN Kako TUBKN CUKK UK recToBW. [pn NpMeHyBakeTO Ha TeaTa-
poT, NpuB/ieKyBamMe Jiyfe KOW MMaaT CINYHK WUCKYCTBa U MOTOa co3jaBaMe TeaTapcka
dunKumja Koja ja KaxyBa BUCTUHATA 3a UCKYCTBOTO Ha 3aegHuuaTa. Cekorall ce npeMuHy-
Ba OZ ejH/NHa BO MHOXMHA, Na BO MeTa-MHOXWHA, KOPUCTEjKM TeaTapCKy NPOCTOP CO Len
Aia ce HanpasaT NpomMeHu. [la ce HanpasBy YMETHOCT. HaorarweTo peseBaHTHa NprkKasHa
He VM C/TY>KN CaMO Ha Hej3NHNTE YYeCHUUM, TYKY 1 Ha YJIeHOBUTE Ha 3aeHu1LaTa Kou ce
cobpaarsie ga ce BKyyaT BO ANjanoroT 3a npallarbaTa LWTo ce NCnmMTyBaar.

EBe ro npumepoT 3a cTyauja Ha ciy4yaj: Bo 2018 rognHa, “PaboTn LUITO cakaM, HO HMKOraLw
Hema Ja rm kaxam”, belle co3gaseHa BO cpefHo yumnnumwTte [pyra rumHasnja Bo Capaeso
1 ja NpyMeHn MeToAo/IorjaTa 3a Toa Kako ce dopmMmpa npeTcraBa 04 aHOHUMHO UCTpa-
>KyBaH-€e CNpoBefeHOo Ha yuuauLiTe.

What I want
to say but

never will

MHoOry o/ co3HaHujaTa Of KOW npomnsnese TeaTapoT Ha yrHeTeHWTe ce CTeKHaTu npu
paboTa Bo obpasoBaHmeTo. MnagnHckata Teatapcka rpyna ReACT cnpoBese aHOHUMHO
NCTpaxysBare 1 NPBO HanpaBu TPYMUHYTHA MNOCTaBKa Npeky NoceTn Ha YacoBW, LITO TN
NHCNVpUpaLLe yYeHuuuTe ja oArosBopart Ha TPy OCHOBHMU Mpatlara 0 NCTPaxKyBaH-eTo:
»LLTO cakaw aga kaxew"? ,,Ha Koro cakalu fa My ro Kkaxetu 1oa? ,30LTO HeEMa /ia ro KaxeLl
TOa"? NIcTpaxkyBajkn rv oBre e4HOCTaBHU, HO MHTUMHM NpaLlakea, ce dopmmpalle rnpet-
CcTaBa CoO MUCANTE U AKjano3unTe KOU ce ABKMXaT 0 CMELUHU A0 ApaMaTUYHU TeMU, NOT-
TVUKHYBajKW ja NybankaTa fa pearmpa n fa pasmMucan nogobpo 3a HawmTe 04HOCH.

[peTcTaBaTa e 3a HaCTaBHVIK KOj ja npe3ema BoZeuKaTa y/10ra BO UCTPaXyBare Ha Pa3HU
npob6semMun 3a KOu TUHejllep1Te He ce ocMeslyBaaT Aa 36opyBaarT, 3aeAHo co 15 yyeHnum
Ha cueHaTa, npeTcTaByBajkn BoobnyaeH knac. OBaa npeTcraBa ro Kopucrelle MetTogoT
Ha dopymM-Teatap, Npw LUTO y/iorata Ha LIOKep ja npe3eje caMUOT HaCTaBHUK-aKTep, KOj
0/ CAMUOT MOYEeTOK MOCTOjaHO KOMYHMLMpaLle co nybamkaTta (poauTenn, HacTaBHULM,
bpaka 1 cecTpu, Y1eHOBM Ha 3aefHKLATa), CBeCeH Jeka HerosaTa ysora e Aa Jefysa
CMOHTaHO, MMarnHaTUBHO W TepaneBTCKWN, BO CMUC/IA Ha MOBP3yBaH-€ Ha aKkTepuTte Co
nybankata, Kako n ga ¢opmupa anjanor Wwto 61 Bogen 40 MOXHO pellaBare Ha npa-
LaHaTa MoKpeHaT BO NpeTcTaBaTta. Hekow o npobneMaTnkmuTe NoKpeHaTn 3a Bpeme
Ha NpeTcTaBaTa 6ea; XOMOCeKCya/IHOCT, aHOpeKCKja, NorpeLlHa KoMyHvKaLmja co poau-
Tenu, reHepauuckm jas, npobnemu co HacTaBHULWUTE, HernoumTyBame, 3aBUCHOCTU,

CemMejHO HaCUICTBO, 3/10yNoTpeba.
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CuTe npawarba 6ea OTBOpPEHM Mpeky MOHOM03M, AWjano3n 1 NocTaByBarbe JOMallHa
atMocdepa mMery akTepuTe 1 HacTaBHUKOT. CTpaTernnTe 3a npoleHka Bo dopym-Teata-
POT Ce BOAEHW O KOHTEKCTOT U Ce rMaBHO 3acerHaTu Co JaBahbe rnac Ha yyecHuumTe/
aKTepuTe 1 cnekT-akTepuTe. Taka, NpoLeHkKaTa e noBeke GpokycrpaHa Ha Toa LUTO ce To/-
KyBa, OTKOJIKY Ha TOa KaKo Ce 13BeJAyB,a CO LieN Ja ce NoCTUrHe NoLmnpok epekT Bp3 noe-
AVHUMTE U 3ae4HuLNTe.

CnesHOBO ce anaTKu 1 HEKOW KOHKPETHW NPUMEPU Ha aKTUBHOCTW LLITO MOXAT edUKACHO
[la Ce KOPWCTAT, Co uen Aa ce 6apaaT NpukasHK 3a yrHeTyBar€e BO 3ae4H1LaTa Ha yyec-
HULUTE:

CnvkoBeH TeaTap (BUAW HEKOJIKY MOraBja Norope) e HajLUMPOoOKO 1 HajYeCcTo KopucTeHa-
Ta anatka Ha TY 3a cnpaByBake CO MpallaraTa LUTO IV 3arpuxyBaaT yyecHUUUTe Ha
cecumTe Ha TY, BKIYUUTESIHO U yrHeTyBawaTta NpucyTHY BO HMBHAaTa 3aeHuua. Co BoBe-
AyBarbe Ha CNIVIKOBHWMOT TeaTtap, LIOKepOoT He caMO LUTO M onpemyBa yyecHuuuTe co TY
anaTku, TyKy CO34aBa KOHTeKCT U 6e36e4HO ONKpyXXyBare 3a Aa ce nojaBaT TeMuTe n
npukasHuTe. lypu n npeky npBUYHUTE CIVKK, LIOKEPOT MOXe Aa Aobue jacHa naeja kom
TeMU OZeKHYBaaT CUIHO Kaj BKIyYeHUTe yYeCcHULN 1 61 1Mane BAnjaHMe Kaj MowmnpokKa-
Ta Ny6anKa Of 3aefHWLATa 3a BpeMe Ha cecnjata Ha Popym-TeatapoT. BaxHo HewTo
LWTO Tpeba Aa ce MMa NpesBUZ NPY NPOLLeCOT Ha OTKOMyBake/n3Haolrakwe Ha NprKasHa-
Ta e JeKa yyYyecHuuuTe Tpeba BUCTUHCKM a ce rpmxXaT 3a TemMaTta/npukasHara, buio ja e
TOa HWBHA INYHA WU Heuunja Apyra; Tpeba Aa n3pasaT nouuT, buaejkn Toa cenak e
Heumnja NMYHAa NprIKasHa KOH Koja Tpeba Aa nokaxat eMnaTuja. Ha npumep, akTMBHOCTA
,C/IMKa Ha cBeToT, onuwaHa norope Bo nornasje 9. C/INKOBHMOT Teatap MOXe Ja ce
KOPWUCTW 3@ M3HAOlake Ha TeMU 1 NPUKA3HW KOW Ce BaXHW 1 MMaaT BAWjaHMe Kaj yyec-
HULWTe 1 3aeiHK1LATa. LIokepoT MoXe fa rv BoBefe cnejHvBe 360poBu/TeMu A0AeKa v
3arpeBa yyecHuuuTe: 360poBU/TemMun: TeaTap, MUpP, Majka, MOK, KOHGANKT. TToToa Lioke-
poT/pacmnnTaTtopoT ro BoBedyBa 360pOT yrHeTyBame. YUecHMUUTe I nNpaBaT cBoUTe
CVKW, @ LJOKepPOT ro CInKa eKpaHoT (screenshot) co cuTe Cimkm (BO 3aBUCHOCT O rose-
MMWHATa Ha rpynara, LIOKepoT ja Ae/v rpynaTa Bo NOArpynu 1 ry NocTaByBa BO O44e/H
OHNajH cobu, Nnn ja NpaBu akTUBHOCTA BO MN/IeHapHaTa rpyna); Toraw okepot/dacnnu-
TaTOPOT MPaBm MO3anK Of, C/INKNATE OJ, eKPaHOT, 1 T CrojenyBa CO CUTe, NpUToa aHanu-
3MpajKn v 3ae4H0. AHann3npare Ha cavkaTta (MpogoxeHune): HoBa TeMa UM e 3agaze-
Ha Ha yyecHMUuTe, Ha npumep, ,BojHa” nan ,TeaTap”, N cekoj y4ecHUK co3zaBa CBoOja
cvka. PacnnmTatopoT npawlysa: LUTo Moxe ga npeTcTaByBa oBaa cvka? [lann e meTa-
¢dopa? KakBo UyBCTBO M3pa3yBa Nn4HoCcTa? (VimajTe npeaBu AeKa PeTKO MOXeMe Aa rie-
faMe Ha 06jekTMBEH Ha4yuH. HajBaxHO e cankaTta Aa NpaBu LienHa, NPUKaXyBajKn ro
L,e/1I0TO NCKYCTBO CO YUYUINLLTETO, BOjHATa, UTH. TOa € HauMH Ja ce n3pa3n BHaTpPeLIHUNOT
cBeT ). CIMKMTe MOXe a MOMOrHaT NMpu Npeanarake Ha paboTn 1 TeMU KO He MOXeme
Aa 1 n3pasnme co 360poBK; Ha TOj HauMH CIMKOBHMOT TeaTap e OZ rosieMa NoMoOLL.
NcTo Taka, MoXe fia ro cHabau N1LeTo Co cTpaTtervja Aa oTkpme WTo 4yBCTBYBa. JInLeTo,
YKMjaLLTO CMKA Ce aHaNM3MpPa, Ke Hay4u, UCTO KakKo 1 cuTe Apyri.
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Apyr HauMH fa ce fojae AO NPUKA3HUTE 3a yrHeTyBake e Nnpeky bapake 1 NCTpaxyBahe
Ha cMb0sINTe Ha yrHeTyBakse. Cneam KOHKpPeTeH NMpMMep Ha akTUBHOCT BO Taa Hacoka:

FnaBHU TeMU: YrHeTyBak€e 1 MOK

NonemumHa Ha rpynaTta: CekakBa

BpemeTtpaemwe: 30-40 MUH.

PekBU3NTK: JINCT XapTuHja, MONMB/MIEHKANO

MHCcTpyKUMK: (HaBerysare BO TeMaTa Ha yrHeTyBaHs€)

1. PacunnNTaTopoT rM 3aMoyBa akTepuTe/yyecH1UMTe Aa pa3Mu1cnaT 3a YrHeTyBaHeTo
BO OMLUTECTBOTO U 3a cMMbOONMTE KOW MNpeTcTaByBaaTt yrHeTyBake 1M MoK. Moxe fa ru
3anuwlaT cBomUTe NPBUYHN 1Aen BO onumjaTa 3a pasrosop 'chat'.

2. PacuINTaTopoT r MOTVBUPA aKTepuTe/yyecHULMTE Aa ro UCTpaxaT NPOCTOPOT OKONY
HVB 1 Aa HajAaT Nno esfeH cMb0/1 KOj 3@ HMB NpeTcTaByBa MOK UIN yrHeTyBahse. Toj Moxe
Aa npeTcTaByBa rpynu Ko MmMaat MOK BO OMLUTECTBOTO, FPynu KOW KOPUCTAT MOK Haz
HeKoU ApYru rpynu, Uam nak noeiuMHLM Bo OMLWTECTBOTO KOV ja KOPUCTAT CBOjaTa MOK BP3
HeKoro.

3. OTkako akTepuTe/ydyecHUUUTE ro m3bpane cMMbB0MOT, Tue cera Tpeba fa bapaat
CMOO/ LITO ja NpeTcTaByBa yrHeTeHaTa rpyrna npoTuvB Koja ce KOPUCTU MOKTa.

4., AKTepute/yyecHULMTE ' MOBP3yBaaT npeamMeTnTe 1 Tpeba Aa ja pa3Bujat NprkasHaTa,
KOHKpeTHaTa cuTyaumja, NpuMepoT 3a yrHeTyBare Koj ce obugene Aa ro nspasat npeky
npegmetuTe.

5. CnogenyBak-e Ha NpUKasHUTE.

benewka po ¢pacnnurtartopot: OxpabpeTte rn akTepute/yyecHMUNTE Ja Pa3MUCIAT 3a
Pa3INYHN NpesMeTU KON MOXaT fa NpeTcTaByBaaT MOK U yrHeTyBawe. Moxe Ja npeano-
XWTe HeLTo of C/iejHOBO:

- BpaToBpcka: Kako cuMb0/1 Ha MallKkaTa JOMUHaLMja

- CTon: Kako cMMb0on Ha MOK, CTaTycC

- YHudopma

BecHuk-TeaTap e 361p Ha BeX6OU 1 TEXHUKW BO KOV FMMAaBHUOT U3BOP 3a UCTPaxyBare Ha
counjanHUTe TeMu ce BeCHULMTe. BecHMK-TeaTapoT ja NpeHecyBa peanHoCTa Ha dakTute
npe3eHTUpPaHy BO BeCTUTE ANPEKTHO A0 rnegayqoT. Cekoj Moxe Aa ro npakTukysa. [pBaTa
TeXHVKa LWTO Ce KOPUCTW € YnTame Ha BeCTa, jaCHO 1 UCKPeHO, 6e3 KOMeHTap Wanm Mu1c-
nerbe. Toa MOXe fia ce NOCTUTHE CO eHOCTaBHO YMTaHe OBOEHO 0Of, KOHTEeKCTOT Ha Bec-
HUKO U 0f, noYeTHUOT dopMmart. [lpyra TexHrKa Moxe Aa BKy4yBa BKPCTEHO UMTaHE: [Be
BeCTUM ce uMTaaT BO BKpCTeHa dopma, Mpu LLTO eAHaTa pa CBeTNnHa BP3 ApyraTta, objac-
HYBajKM ja 1 AaBajky M HOBa AMMeH3uja. VICTo Taka, MOCTOM MOXHOCT 3a MapasnenHo
fejcTByBakbe, MpU LWTO akTepuTe raymMaT AoJeKa ce YnmTaaT BeCTUTe KOW ro NokKaxyBsaat
KOHTEKCTOT BO KOj HaBUCTUHA Ce CAy4Ynn MpujaBeHUOT HACTaH: Ha MpuvMep, Hekoj rm
C/ywla BeCTuUTe U rneja AejcTBo LWTO BU3YeNHO ro HajoMnoaHyBa.

16 Boal, Augusto, Theatre of the Oppressed Workshops ,March 1996 and 1997 Conferences at the University of Nebras-
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OTKaKO y4yeCHMLUUTE Ke T U3HajaaT NPpUKasHUTe 3a YrHeTyBake O HYBHATa COMNCTBEHA
3aejHuLA 1 Ke r1 crofenat Bo rosiemaTta rpyna (npeky CavkoBeH TeaTtap UM Ha Apyr
Ha4MH), LIOKepOoT ja Aesin rpynaTta Ha HeKOJIKy NOArpyrnn. bpojoT Ha NOArpynu 3aBUCK Of,
BKYMHWOT 6p0j Ha y4eCHULW, HO reHepanHo Tpeba Aa nma 3-5 ydecHMLUM BO cekoja Noj-
rpyna. LlokepoT co3gaBa nocebHm OHNajH cObu 3a cekoja NoArpyna v rm fenn y4ecHMuUmuTe
BO CO6UTE Kaje LUTO yYeCHMLMTe pa3roBapaaT 3a NpuKasHmUTe cnojesieHn Ha NaeHyMoT U
pellaBaaT Koja MpuvKasHa HajMHOry OZeKHyBa Kaj HMB, OAHOCHO KoOja 6w cakane ja pas-
BMjaT BO cueHa. [MoHaTaMy, Tme pa3roBapaaT 3a O4HOCOT NoMery NMKoBuUTe, nsbnpaat
KAy4YHa CLieHa Ha KOHGAMKT nam npeTcTaByBaaT yrHeTyBake Koe The Ke ro NoAroTeaT U
npe3seHTMpaaT; pasroBapaaTt 3a KOHTEKCTOT U AaJeHNTe OKOJIHOCTN BO KOW Ce C/y4vyBa
cueHaTa un rm genat ynorute mery cebe. Bo Ciyyaj kora npeseHrtaumjata ce coCcTon 04
HEeKONKY CLeHW, Kora oBue CLeHu ce BexbaaT (M noZouHa Kora ce npe3eHTrpaar) camo
aKTepuTe KO Urpaart y/iora Bo OBMeE CLEHW ' MMaaT BKJTy4eHO CBOUTE KamMepu U MUKPO-
bOHM - Ha cUTe APYrN UM Ce UCKTyYeHN. LIokepoT r1 03HavyBa akTepuTe KOou 1urpaat BO
cueHaTa co anaTkara 'spotlight'.

YuecHunumTe nsBesyBaaT cueHu/npeTtcTasn. IHCTpyKLmnTe WTO rn 4obrBaar ce

cnejiHviBe:

- 3BeabaTa Mopa Aa Npe3eHTrpa HeKakoB KOHGINKT 6e3 peLueHne

- Hajmanky egHa cekBeHL,a MOpa Aia CoOAPXW Anjanor

- Mopa ga ce ogHecyBa Ha npallana rnoBp3aHy CO TemMaTa 3a rpajere Mmp

- Moxe fa buae ekcnepMMeHTasiHa, He MOpa Aa e 04 KnacuyeH Ty, Moxe Aa buge
nepdopMaHc, ayamo-gpama, Moxe Aa ce KOpPUCTaT CAUKK, MOHOJI03W, 3BYLIU,
CKYNMTYpU, UTH.

KopucTejkn rn rpukmute nspasm ,MpoTaroHnNCT” 1 ,aHTaroHucT”, dopym-teatapoTt ce obu-
AyBa Jia NokKaxe JIMYHOCT (NPOTaroHWCTOT), Koja ce obunaysa fja ce crpaBy CO yrHeTyBaHe-
TO 1 Ha ycneBa Nopaaun OTNOPOT Ha eZiHa UM NoBeKe npeyky (QHTaroHUCTuTe).

Bo TeaTapoT Ha yrHeTeHUTe Cce NpaBu NPUKasHa, Apama Uan KpaTka akTepcka Touka Koja
OTC/INKYBa NPO6aeM U Npean3BMK CO KOj LUTO Ce CooYyBaMe M ro NOTTUKHYBA pasMuc-
NlyBakbeTO Kaj nybamkaTa.

Anckycrjata Ha nybarkaTa no 4paMaTUYHMOT 3aBPLUETOK MM Momara Ha NpucyTHUTe ja
npeno3HaaT obpaseL, Ha 04roBOP Ha NMPO61eMOT, 3aCHOBAH Ha HEKOW O MOXHUTE peLLe-
HMja KOW T NOHYAWNA UK NpeTCcTaBuna nybavkaTa. MpegHoOCTUTe 3a rNejaunTte BKAyYy-
BaaT NPOLUMPYBatbe Ha HUBHOTO 3HaeHe 3a XNBOTOT, MOATOTOBKA 3@ HEOUEKYBaHW UK
HeMno3HaTu CUTyaunmn, oxpabpyBame Aa ce 360pyBa jaBHO 3a NpaLlarba 04 BaXHU TeMu,
3ajakHyBak-€ Ha CEMEjHOTO eAMHCTBO 1 MOTTUKHYBake Ha NOeANHLNTE Aa CTaHAT OAro-
BOPHM 3a COMNCTBEHUTE U360pK 1 Aa Npe3emMaT NO3UTUBHW aKTUBHOCTW.

OBa ce npaswu CO Len Ja UM ce MOHYAM Ha rneaavynTe MOXHOCT Ja r'v pasriejaaT coumjan-
HUTE TeMu, Aa UM ce o0be3bean cpeacTBa 3a MNPUCTAN KOH XUBOTHUTE npobniemMu 1 Aa
HajAaaT Pa3NINYHN MOXHOCTM 33 MHTEPBEHLMja NPeKy KOHKPETHU ApaMaTUYHM MpUMepW.
Hekon og pakTopuTe LITO ja MpaBaT npeTcTaBaTa edpurkacHa ce cnefHMBa: ynotpeba Ha
Apama co uen npobaemMoT Aa ce NpeTcTaBy NOeMOTMBHO M HEMoCpeAHO; MOXHOCT 3a pas-
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NNYHN COLLI/IjaJ'IHI/I M BO3paCHW rpynv Aa crnogenat 3ae4HNYKO NCKYCTBO; NpownpyBame
Ha 3HaeHEeTO Ha M1agunTe N BO3pPpaCHUTE 3a XXNBOTOT,; N3/TOXKEHOCT Ha NMCKYCTBOTO Ha KOH-
CyJ'ITaLI,I/Ija 3d eMOTMBHA N NHTEJIEKTYa/IHa Pa3MeHa BO aTlvloch)epa Ha nogjpLuka; nermtu-
M3NPaHe Ha NO3NTUBHW MOCTAlNKn 1N ogHeCyBake BO YMOBUTE Ha MJIagnNTeE rnejaydw;
pa3|30j Ha KONEKTNBHO U NHANBWAYaNHO pasMnNC/lyBale€ BO MNOTpara no MOXXHW no3n-
TUBHWN HaCOKW KOH XNBOTHUTE r|po6neM|/| Ha CBOj Ha4yuH.

JlvueTo Koe caka Aa usrpaam nvik Tpeba Aa aaje cé of cebe 1 Aa 3Hae Ce LUTO € MOXHO BO
BPCKa CO TOj /IVK LUTO Caka Aa ro muarpaaun. He ctaHyBa 360p caMo 3a NpeTcTaByBakse Ha
dakTTe BO Bpcka CO NINKOT, TyKy Tpeba Ja ce HaBnese noAnaboko 3a Aa ce pasbepar
MOTUVBUTE, 3aHMHAaTa/UCTopMjaTa Ha JIMKOT, HUBHOTO MUHATO 1 Kako Toa BAWjaeno Bp3
Pa3BOjOT Ha /IMKOT LUTO CakaaT Aa ro co3aaAaT Uan pasbepar.

Video tutorial: Developing a character

0 e

Walch ialer Share

Chapter 9: Developing a character

o ‘b?.']li- J?

H

Bugeo ynaTctso 3a pajere Ha MK e JoCTarnHo Ha:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=388wu
https://www.youtube.com/watch?v=YSTXjI5U4SM&feature=emb_title

He camo noctaByBame npallakba CaMo 3a NMKOT, LUTO MoMara 3a Co3zaBake Ha peanu-
CTUYEH, BEPOAOCTOEH NMK, TyKY YecTonatu Cly4ajH1UTe npallakba pesynTrpaaTt co HOBU
nHGopmaLmm 3a INKOT, LUTO My MoMara Ha aBTopoT Aa rv nobeam cBouTe orpaHMyyBahsa.
3amMucieTe Kako IMKOT cean A0 Bac U Be XpaHu co MHbopMaumm 3a cebe. MoToa nonon-
HeTe I OAroBOpMTE Ha MpallamaTta Kako WTo rm fobueaTte. Bo 3aBUCHOCT 04 BaLINOT
NIVIK, MOXe Zla HajaeTe MHOTY Apyri rnpallarkba Kou MoXeTe Aa M NocTaBuTe 1 KOULLITO Ke
BV OBO3MOXAaT AOMONIHNTENEH YBUZA BO INKOT U MOBeKe MaTepujan 3a BallaTa NpuKasHa,
LUTO 3ae4HO Ke ro 36oraTu BalLIMOT OMNWC 1 Ke ro Hanpasu INKOT Aa nU3rnea TPOANMEH3U-
OoHaneH 3a uyuTtatenute. MNpallanHMKOT 3a NNKOT € OA/IMYEH HauuH Aa ro HaTepame
HaLIMOT MO30K Aa paboTn BO HOBW HACOKW, BAMjae Ha HALWNOT HAYMH Ha pa3MUCIyBake
1 nomara Aa ce pasbepe pas3nnmyHocTa.
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Moxe fa cnefyBaaT npallarba NoBp3aHu CO: GU3NYKO MPUCYCTBO, KapakTep, ofHecy-
Bakbe, CTAaBOBW, MpujaTenn N CeMejcTBO, BPCKMU, MUHATO U UAHWHA, /bybOB, KOHPANKT,
paboTa, obpazoBaHue, Xobu, OMUNEHU PaboTn, CBOVHW, AYXOBHOCT, BPeAHOCTU, CeKoja-
HeBEeH XWBOT.

OnwTK Npallakea 3a Pa3BojoT Ha MKOT: Kon 6ea coHuWwTaTa/Xenbute Ha NNKOT Kako
aete? LLITo coHyBa NIMKOT 3a concTBeHaTa naHnHa? Koj belue kKny4HMOT MOMEHT BO MUHA-
TOTO, BO /INYHaTa brnorpaduja, WTO ro Hanpaswu INKOT Aa 61aaT oHa WTo e cera? Koja e
yfiorata Ha IMKOT BO MpukasHaTta? KakBa AMHamMuka MocTtom nomery JINKOT U Apyrute
JINKOBW 0KOJly Hero? Kako ce npovn3sHecyBa BHAaTPELUHMNOT XWBOT HM3 TeN0TO?

FnaBHM TeMum: [pajere 1K

FonemuHa Ha rpyna: CekakBsa

BpemeTpaemne: /

PekBU3nTK: Hema

MHCcTpyKUmMnN: PacnnntatopoT UM JaBa CrMCcOK co 360pOBU Ha yyecHMLUUTe 1 UM objac-
HyBa feka MMaaTt Tpy MUHYTK Ja HanuLwaT HewTo 3a cebe NoBp3aHo CO JafeHnTe
360poBWU.

Ha npumep, ako 360poT ,,J/IOHAOH" e Ha NXCTaTa, Te MoXaT Aa HanuwaT: ,,bes Bo JIOHAOH
MWUHATMOT Mecel”, nnu: ,JIOHAOH e MecToTO Kaje LUTO eAeH AeH by cakan aa xmneeam”,
[0 NCTEKOT Ha TVe TPY MUHYTK, GacunUTaToOPOT ' 3aMoJlyBa CTyAeHTUTe Aa r'i cnogenat
cBouUTE MHGOPMaLMK CO ApyruTe (BO Manu NMPOCTOPUM AN Ha NJIeHapHa CeAHnLA).
360p0oBK KOV MOXe Aa ce yrnoTpebar:

. jarotka

. JloHa0H

. KamnyBame
. Hebo

. eAHa roganHa

FnaBHUM TeMum: [pajere K
FonemuHa Ha rpyna: CekakBsa
BpemeTpaeme: /

PekBn3nTmn: Hema

NHcTpykuumm: Cekoja IMYHOCT 04 rpynaTa noMmncayBa Ha Hekoj npeameT. AKO npeamMeToT
e BO HMBHaTa coba, He Tpeba Aa MM ro rnokaxaT npej kamepaTa Ha ApYyruTe yyecHULUM Ha
NO4YeTOKOT. AKO NpeAMeTOoT He e BO cobaTa, MOXe /a buje 3aMUCieH npeaMeT LUTO Cekoj
MOXe za ro nsbepe.

YuecHuumMTe No pefocse ce ogHecyBaaTt Kako caMuTe Ja ce Toj NpeAMeT, npasaT civka
Ha npeaMeToT, ro UMUTKPAaAT NpeaMeToT, pa3roBapaar Kako Aa ce Toj npeaMer. [pe3eH-
TUpaaT Kako TOj U3rneja, Kako ce 4yBCTBYBA, Kako CTOW, rO NonpuMaaTt GUsnYKUOT n3rnes
Ha NpeAMEeTOT, N’ 3aMUCNyBaaT eMouVnTe, BepyBarbata, COHULLTATA, HagexuTe 1 xenbu-
Te Ha NpegMeToT. OTKaKo Cekoj No pes Ke ro ob6jacHU CBOjOT n3bpaH npeaMeT, NoAoLHa
aKo caka MOXe /ia BOCMOCTaBy BPCKa Co ApYyr rnpeAMeT, HeKOj LUTO yYeCHULUUTEe ro rnpeseH-
TUpane. Kako ce kKoMbUHMpaaT? 3owTo? LLTO MOXe Aa npousnese o 1oa? MoxeTte 11 aa
n3rpagunTe KpaTka npmkKasHa co KOMbnHnpaHuTe npeameTn? KakBa e HMBHaATa Kopena-
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FnaBHM TemMm: [pajere Nk

F'onemwuHa Ha rpyna: Cekaksa

BpemeTpaemwe: 10 MUH.

PekBU3nTU: Hema

UHcTpyKumum: dokycrpajte ce Ha KapakTepu3saumjaTa npu 6p30 MeHyBahe Ha eMoLnn-
Te. PacnnmnTaTtopoT objacHyBa Aeka CeKkoj Ha Kpaj Ke nsbpown fo 20, n Kako wTo bpoun
bacnnnTaTopoT, TMe Ke ce ABUXAT HN3 Pa3nnyHu eMOoLnK, N3pa3yBajKu ri co cBouTe rna-

COBM U Tena.
3anoyHeTe co CpekHUTe 6poeBu o4 1 - 5, @ NoToa BoBeAeTe v TaxXHUTe BPOeBM 1 Taka
HaTamy:

1-5 - CpekeH

6-10 - Jlyt

10-15 - TaxeH

15-20 - CpekeH

Bapujauum: ViameHeTe co pasnnyHy 6poesBu Ui pasanyHu eMOoLn.

BpojTe noeagnHeYHO BO KpyrorT.

3ameHeTe r 6poeBuTe CO PeAOBU 04 MOHOIOT UK CO CLLEeHapMO LTO Tpeba ja ce Bexba;
e/lHO /INLe YNTa, @ OCTaHaTUTe eMOTVBHO pearmpaar Ha NprkasHara.

FnaBHU TeMu: BelWTVHU 38 KOMYHMKaLWja

FonemunHa Ha rpyna: CekakBsa

BpemeTtpaemwe: 20-40 MUH.

PekBu3aunTun: Hema

WHcTpyKkumu: [pynaTa ce genu Ha ABe rpynun. Ha cekoja rpyna gozenete n TeMu 3a KOu

TVie MOXaT Aa ANCKYTMPaaT 1 NocTaBeTe Bpeme KOJIKY AOJro cakaTe Tue ja 36opyBaaT Ha

oapeseHa Tema. Cekoja rpyna Tpeba Aa Hajae HauMH Aa r1 NOAAPXM CBOUTE Naen, Bepy-

Bakba, GakTw, CTepeoTUnim, MUTOBM 3aCHOBAHM Ha TeMaTa 1 CTaBoT LUTO UM e JajeH.

3a noyeToK 1Ma ABe XeLUKM CTONYMHAa, Mo e4HO 3a ceKkoja rpyna. [Bajua yyecHmuUm, no

efleH OJ, cekoja rpyna, ro 3asemaaT MecTOTO M 3aro4yHyBaaT Aa 360pyBaaTt 3a CBOjOT

TemMata. [10 HeKOJIKy MUHYTN, YYeCHULWTE OJ HUBHWTE rpynu MOXaT Aa KpeHaTt paka v Aa

nobapaar fia ro 3ameHaT Y1eHOT Ha HUBHWOT TUM, IO npe3emMaaTt MecToTO U ja MPOAOJIKY-

Baar AunckycumjaTa.

- Pennrnja - penurnosHa IMYHOCT NPOTVB aTEUCT;

- EaHakBy npasa - eAHaKBM NpaBsa 3a C1Te, HAMeCcTo MaxunTe Ja AOMUHMpPaaT BO
CBETOT (cekcmsaM HacnpoTn pemMmnHmn3am);

- BocnunTtyBarse Ha feua - BOCNUTYBaH€e Ha eua Co CTpora ANCLNMINHA HAaCMpoTy
nyLiTare Ha geuaTa ga bmnaat cioboHu, A03BONYBAjKN UM Ja NpaBaT rpeLukuy,
BOZEjKWV I Noneka;

- XviBeeH-e BO Ceno HacnpoTu XMBeEeHe BO rpaj,

- N3rpagba Ha noBeke NHPPACTPYKTYPHW NatuwTa, $pabpukim 3a BpaboTyBaHe Hac
NPOTK OCTaBak-€e NoBeKe 3e/IeHN/0 N YyBake Ha XMBOTHATa CpeiunHa;

- CopaboTka HacnNpOTU KOHKYpeHLMja.
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Llenta e fa ce ofieCHM Anjanorot 1 4a UM ce 0BO3MOXW Ha yYeCHUUMTe Ja HajaaT peLue-
HVja 3a NpobaemMunTe CO KOW Ce COoYyBaaT, CrojenyBajku NprKkasHmM 3aCHOBaHM BP3 UCKY-
CTBO 0O/ yrHeTyBarbe. Ha HeKoj HauuH TOj e TpaHcdopMaTmBeEH, BUAejK YrHETYBAYOT e
cekorawl Bo nybnmkaTa BO HekakBa MaHudecTauuja. Toj/Taa e cekorawl Aen oj XuBaTa
3aeHnUa, 6e3 pa3nvka Aanam e Toa Ha MUKPO UAN MaKpPO HMBO, Kako NoeanHeL, U Kako
NHTepHanu3npaHa Mok. Popym-TeaTapoT NoOMara Aa ce CTaBW Kpaj Ha LMKAyCUTe Ha yrHe-
TyBake Mnpeky ynotpeba Ha TeaTtap BO KOj U YyrHeTeHWUTe W yrHeTyBauuTe ce rnegaat
cebecn Ha cueHaTa Kako BUCTUHCKN yfe 1 NerMTUMHU Y1IeHOBW Ha 3aeAHunLaTa, BKayye-
HW BO HUBHUTE C/IOXEHN 60pbWu.

OBa e TeaTap LUTO Npou3ferysa oj NpoLecoT 1 NpobeMnTe BO 3aeHKLATa 1 HyAN Npo-
CTOp 3a r1acoBUTE KOW HajYecTo He Ce C/lyLlaaT BO MejHCTPUM TeaTapoT; ce AnCKyTMpaaT
npaLlara 3a KO MHOTY PeTKo Ce ANCKYTMPA, @ MOXHOCTA 3a Y4eCTBO Ha LienaTta 3aejHu-
La e TepaneBTCKW MpoLec 1 BpeaHOCT. Toa € MOXHOCT 3a KpeaTUBeH Aujanor 3acHOBaH
Ha 3aeAHuLaTa.

TeaTapoT e CO34a4eH U U3BeAEH Of Y/IeHOBW Ha 3aeHKLaTa Ko XK1BeaT co npobnemute
KOW ce UCTpaxyBaar.

YyecHnumMTe co3gaBaat KpaTka NpeTcTaBa, Koja ce 13BeyBa efiHalll 1 BO KOja nybankaTa
MOXe Aa M BUAW CUTyaumjaTa 1 npeseHTpaHmoT npobaem. MNMprikasHaTa ce pa3BuBa 40
KPM3HMOT MOMEHT 1 3aCTaHyBa TyKa, 6e3 Aa noHyam pelwleHve. Bo dopym-TeaTapoT npeT-
cTaBaTta Ce n3BejyBa MOBTOPHO, CO MOXHOCT YeHOBUTE Ha Nybarkata c1ob604HO Aa ro
3aMp3HyBaaT 4ejCTBOTO U Aa HTepBeHMPaaT BO KOj 6110 MOMEHT BO KOj Ke ro npeno3Ha-
aT yrHeTyBaweTo. YneH o nybankaTa MoXe Aa niaecHe co paueTte Uam ga Kaxe ,cton”, na
AYpWY W Aa v3ne3e Ha cueHaTta U Aa NOoHyAM uan mncnpoba Hekoja naeja. OctaHaTuTe
aKTepw pearvpaar BO CKJIOM Ha HUBHUTe InKoBW. OBa ce HapeKkyBa NHTepBeHuMja. MNMpeT-
CTaBaTa Mopa 4a buge ocMucieHa 4a ja oxpabpu nybavikata Aa ro HagMyHe TeaTapckmoT
npocTop. NHTepBeHLUMjaTa ce CyyyBa KOra YieHoBKTe Ha nybavkata cMeTaart geka CUTy-
auyjata TONKY v BOB/ieKyBa LUTO CMeTaaT Jeka HemaaT Apyr n3bop ocBeH Aa Hanpasat
HewTo.

BaxHO e Aa ce coMeHe Aeka IMKOBUTE Ha YTHeTyBa4yOoT 1 YrHETYBAHWOT Ce NOBP3aHM BO
TeaTapcka CMWUCA, MOHEKOraLl Toa MOXe a e UCTUOT NINK. Tue ce HepaszeneH Aen o4
ncTaTa Mpexa 1 rm oapasyBaaTt UCTUTE MOZEeNN Ha ofHecyBarbe. AKO cakame Aa CTaBMMe
Kpaj Ha LMKIyCcUTe Ha YyrHeTyBare, 3ajakHyBaeTO Ha YrHETEHUTE € CaMo eAieH Yekop Mo
6pOojHM Yekopy LUTO JOoBeAyBaaT A0 3a34paByBakse Ha MOrosiemMa Mpexa UM 3aeHuLa.

NHTepBeHUMMTE Ce MoKaHa 3a nybnvkarta Aa n3nese Ha CLeHaTa, 4a 3aMeHn K Koj e
yrHeTyBaH 1 Aa ncnpoba naeja 3a pasbmBare Ha yrHetyBameTo. [TpeTcTaBuTe LWITO U
co3ZaBamMe MOpa LUTO MoBeKe Ja ja COAPXAaT C/IOXKEHOCTa Ha peanHuOoT XMBOT. Ha
npuMep, MaxuTe rm 3ameHyBaaT XeHUTe, XXeHUTe I 3aMeHyBaaT MaxuTe, MaaguTe rm
3aMeHyBaaT CTapuTe nunua, boratute rm 3amMeHyBaaT CMpPOMaLUHUTE N 06pPaTHO M Taka
HaTamMmy. OBa e NpoLiec Ha yYere Ha ejHa aKTUBHA 3aeHKLa npeky Anabok 1 BUCTUHCKN
Avjanor, 3aCHOBaH Ha emnaTuja n foBepba. Bo npoekT Ha ®opyM-TeaTapoT, akTepuTe U
pexXmcepoT HMKOraLl He ja nmuuyBaaTt rnpukasHaTa. OHa LITO IMKOBUTE CU O KaxyBaaT
eiHV Ha ApYyrv npousneryBa Of MHTepakuujata nomMery LIOKepoT (BUAM BO ,Ynorata Ha
LIOKepOoT") N aKTepuTe KOW Ce Y1eHOBW Ha 3aegHuuata. OHa WwTo ro jobnBame e BUCTUH-
CKMOT rnac Ha n3segyBsaunTe.
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Wideo Lutodial: The roe of the Jokes

Tha 1k o Pa Jakar

Buaeo yaTCcTBO 3a ynoraTa Ha LIOKepoT e AOCTarnHo Ha
http://www.seeyn.org/elearning/mod/hvp/view.php?id=391u
https://www.youtube.com/watch?v=XY7gLEbXNxY&feature=emb_title

KnyueH enemeHT Ha PopyM-TeaTapoT e yiorata Ha GacnamTaTopoT, MO3HaTa Kako Llokep.
ABrycto boan ro kopwucren TepMUHOT Llokep 3a Aa ja MHCNMPUMpPa U O3HayM HerosaTa
dyHKUWMja. MpakTrKyBareTo Ha TeaTapoT Ha YrHeTeHVTe npeTpre peBoyLIOHepPHa Npo-
MeHa Kora 3a BpeMe Ha efjHa u3Bezba efieH rnejad oj nybavkaTa CNOHTaHO 13fese Ha
cLeHaTa 1 ce BMeLLla BO /lejCTBOTO Ha npeTcTaBata. boan cpatu geka ce pyLum 4eTBpTUOT
sug nomMery akTepoT 1 Nyb6anKkaTa, WTo 1 ce 6apa BO efeH NOAUTUYKM CBeCeH TeaTap.

llokepoT ja urpa kjiyyHata ynora BO NnpemMoCTyBawe Ha /ABaTa CBeTa Ha npeTcraBaTa
(U3MUCNEHMOT CBeT) U NybarKaTa (peanHnoT CBeT) Npeky ANPeKTHO obpaKkare KOH rneja-
4YnTe N NNKOBUTE U NpPeKy ONecHyBake Ha HUBHUTE MHTepakumun. LIokepoT e 06UYHO
pexucep, v TpeHep Ha TeaTapcka KOMMaHwja, Uav rpyneH egykartop.

llokepoT noTceTyBa Ha ABOPCKMOT LUYT OZ CPeAHOBEKOBHMOT ABOP, KOj MMan J03B0ONa ja
ce NOTCMeBa CO BaJejaukMOT ecTabNNLLMEHT 1 ia MOCoYyBa Ha HE3rogHUTE BUCTUHN Ha
pasurpaH v 3abaBeH Ha4yuMH. LlokepoT oTenoTBOpYBa KpeaTnBHa MOK, BELLUTO MaHWMY -
pajky co noBeKe efnemMeHTU. LIoKepoT ro ApXun ApamMaTUYHUOT NMpoLec OTBOPEH 1 He UM
A,03B0J1yBa Ha yYecHULUMTe Aa AojaaT AO IeCHW AN eAHOCTaBHW peLleHnja (boan ro Hape-
KyBa LIOKepoT ,0TexHyBay" HamecTo ,onecHyBay").

Ynora Ha LIoKepoT e Aa co34aje HapyLlyBaha Co AaBakse rnac Ha yre Kov BoobryaeHo
He 61 bunie CyLWHATU, UK CO NOTTUKHYBare Ha NoejuHLUM Kov MaHudecTpaat crnpo-
TVBCTaBeHn rnacosun. OBre HapyLLyBaHa MOTOa ja MocTaByBaaT AMHaMMKaTa Ha rpynaTa
LITO foBeAyBa A0 npoMeHu. Ce YnMHW AeKa rnaBHaTa y/ora Ha LIOKepoT e Aa npeanssuka
KONEeKTNBHAa KPeaTMBHOCT CO BOCMOCTaByBaHe YC/10BY BO KOV BEPOjaTHO HEKOja HOBMHA
Ke ce nojasu. LlokepoT e Tamy 3a fia ro ypHe 4eTBpPTUOT SUZA 0f, CAMUOT NOYETOK.
Pa3meHaTa Ha ABaTa CBeTa Ha MpeTcTaBaTa Nomery akrepute 1 nybaMkata e nosHata
KaKo MeTaKca, a LIOKepoT e HajBaxKHaTa IMYHOCT KOja ja OTBOpa BpaTata nomMery H1B. bna-
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rofapeHvie Ha HeroBuoT NMPUAOHeC, TakaHapeyeHaTa MeTakca ce cJlyyyBa 1 ce TpaHchop-
Mumpa.

CocToj6aTta Ha LLeNoCHO 1 UCTOBPEMEHO npunarakse Ha ABa Pas/IMyHn, aBTOHOMHM CBeTa:
CAvKaTa Ha peanHoCTa 1 peasHOoCTa Ha CAKKaTa. YUecHUUMTe rv cnogenyBaaT 1 npunara-
aT Ha OBVe ABa aBTOHOMHW CBETa; HNBHATa PeasHOCT 1 C/IKaTa 3a HMBHAaTa peasiHoCT,
LITO TWe camuTe ja cosgane (boan, 1995).

YnoraTa Ha LIOKepOT e Aa co34aje KarMa Ha AoBepba 1 3aeMHa NoAApLUKa 3a Aa V1 MoMOor-
He Ha 3aejHMUATa Ja NMOMWHE HW3 4yBCTBaTa Ha HECUrypHOCT, CTpaBs, KoHy3ujan
COMHeX BO cebe. KopncTereTo Ha TeaTapCkmMoT ja3unk 3a a VIM Ce MOMOTrHe Ha 3aefHunLN-
Te Aa CTaHaT NOMNOBP3aHM 1 CO TOa U MOXMBW, MOKPEATUBHN 1 CNOCOBHM Aa Npean3BMKa-
aT NPOMEeHV, HaBUCTMHA MMa 3ajakHyBa4yko AejcTBo. MNMoVMOT npakca Tyka e fejcTBOTO
LLITO Mpowu3nerysa of oBue pepnekcru. LIokepoT nma MHOry QyHKLWK, CUTe TeaTapCku.
llokepoT Tpeba ga 6uae couyBCcTBUTENEH, HO He Tpeba Aa buje BO yiora Ha COBETHVIK LN
TepanesT. LlokepoT e 1 TeaTapckn pexmncep v nvue 3a NoAApLLKa, HO He Tpeba Aa 1Ma
NpemMHOry MoK buzejkn Toj Ke ja HanyL T 3aejH1uaTta Nno 3aBpLUyBareTO Ha NPoLecoT.
llokepoT Mopa Aa MoXe Aa rv HaceTu 1 Aa UM CNYyXM Ha noTpebuTe Ha nybankata v ga
coszaje 6e3beseH NMpoOCTOp 3a M3pa3lyBakbe, Kako M Aa ynpaByBa CO pe3yntatute 04
naenTe of NybavkaTta 1 a ja HacodyBa KOMyHMKaLMjaTa co nybamnkaTa.

Tpeba Aa ce HanoMeHe ieka NPoLLecoT HKOraLl He Tpeba Aa NoCTou Kako ¢opmysia 3a Aa
ce n3berHe Toj Aa AenyBa MexaHUYKM. PYHKLUMOHMPAHETO BO PaMKWM Ha NapajurMa ro
OTeXHyBa Mperno3HaBakeTO Ha NpobaemMuTe Ha opeseHa 3aefHuLa. AKO ce ogHecyBamMe
CO 3ae/HMLIATa Kako MaLLUMHa KOja cekorall Ke pearmpa Ha UCT HaYMH Ha ncTaTta Bex6a,
Ke ja n3rybrMe HallaTa CnocobHOCT HaBUCTUHA Aa C/yLlaMe, HaBUCTUHA Aa BUAVME 1 ja
HamnpasMMe rnpoMeHa. LlokepoT npaBu Yekop BO Taa HACOKa, KOja € BaXkHa 3a OBaa 3aef-
HMLa, 3@ 0BOj KOHKpPeTeH MOMEHT, OBAe W cera. KakBu npallara MOXe LIOKepoT Ja n
MNOCTaBW Ha rpyrnaTa Uau Ha nybamkaTta e Kiy4yHo, buaejkn n3HyLyBa MOMEHTANHW OAro-
Bopu. [la ce npakTuKyBa ynorata Ha LIOKep BO MPEXHMOT MNPOCTOp € C/IMYHO KakKo Ha
dur3mUkaTo NpmcycTBo, braejkn HeroeaTa y/aora e ga nocpefysa BO AUCKycujaTa nomery
akTepute n ,crnekT-aktepurte”. "Spect-actor” e nmommMm Ha boan ¥ Kako LWWITO HaBecTyBa
CaMOTO MMe, TOa e ¢urypa Koja HaMepHO 1 CaMOCBECHO ' HaceyBa JBaTa CBeTa, HabJ/by-
AyBa 1 fenyBa. 3a CreKT-akTepoT YecTo ce CMeTa Jieka YyBCTBYBa emrnaTuja KoH gpamMa-
TUYHWOT NKK. [TocTojaT TpY BaXHW TBPAEHa, KOU Tpeba fa ce pasrnefaar BO TEKOT Ha
NpoLecoT: eka TeaTapoT e cekorall NoanTUYKN, feKa y4ecTBOTO € 0f BUTaJIHO 3HaveHe
N feKa eMnaTujata e anatka LUTO MOXe /a Ce KOPUCTW 3a YyrHeTyBaHe U pajnKanHo -
HEeLUTO LUTO MOCTOjaHOo ce MoTBpAyBa CO TeaTtapoT Ha YrHeTeHuUTe.
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MNMpawarse 1: Koja e ynoraTta Ha LIOKEpPOT BO npoLecoT Ha Popym-TeaTapoT?
- la OTBOPW AncKycuja
- la NOHYAW peLueHunja
- ja o cieim n Mogepupa rnpoLecor
- Ja HanpaBu akTepuTe CneKT-akTopuTe Ja ce YyBCTBYBaaT 6e36eHO Kora
OTBOpaarT Ae/IMKaTHW npaLlarba

Oarosop: Cé e TOYHO, OCBEH O4rOBOPOT: ,A4a MOHYAM peLueHunja”

Mpalame 2: AKO 3a Bpeme Ha MHTepBeHLMja Ha CLieHa CMeKT-akTopoT ro o63emaT
eMoLMK, LIOKepOoT pearnpa Ha HauvH LUTO:
- HyAM emnaTtuja
- M OnecHyBa Ha nyreTo Aa cnogenat nHeopmauyumm
- My AaBa Ha 3Haeke Ha CMeKkT-akTOpOoT Aeka He e cam/cama BO cuTyaumjata v
4YyBCTBaTa W HYAM NMOLUMPOKA CIMKA Ha Npo6aemMorT;
-He pearvpa, buaejkun LIoKepoT He e TepanesT

Oarosop: Ce e TOYHO, OCBEH OArOBOPOT: “He pearupa... ”

Mpawakbe 3: Ko KapakTepUCTUKK 1 BELUTUHN € NMOXeNHO Aa M noceyBa LIOKepOoT:
-emMnaTuja
-pacnnNnTaTOPCKM BELUTUHM
-NPOBOKATUBHOCT
-AMNNOMaTUYHOCT
-4yBCTBUTENHOCT
-aKTepCKM BELUTUHN

Oarosop: Cé e TOUHO, OCBEH OAFOBOPOT: “rIyMeuKin BeLUTUHN"

MNpawarse 4: Llenta Ha LIOKepoT e Aa:
-r OXpabpun cnek-akTopuTe Aa pasMuciaT 3a KOHGINKTUTE
-la M NOMOTHe Ja rn pasbepat ynormte Bo CLLEHapnUoTo
-Ad MaHUMynpa n Bnvijae
-Ad BHMMAaBa Ha “MarnyHun peLleHuja, T.e. Ha HepeanHu peLleHuja

Oarosop: Cé e TOUHO, OCBEH OAFOBOPOT: “MaHunynvpa un enmjae”

MNpawarse 5: LlokepoT Mopa cekoratu
-Aa NPYICKOKHe BO CeKoja cuTyauuja
-fla buZe cBeCeH 3a CONCTBEHNOT GU3UNYUKK U3Tes, O4HecyBakbe N HeBepbanHa
KOMYHUKaLWja
-fla r0 04p>KyBa TEKOT HA HAaCTaHOT
-la IMa AMPEKTHO BMjaHMe BP3 HacoKaTa Ha NMprKasHaTta
-ia NoTnpalwlyBa 1 Aa rv nogobpysa NocTankuTe Ha ApyruTe
-[la O 3aMeHV akTepoT U ja Npe3emu ynoraTa
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Oarosop: Cé e TOYHO, OCBEH OAroBOpPOT: “/la Ma AUPEeKTHO BAMjaHWe BP3 HacokaTa Ha
nprikasHaTa”

Mpaware 6: MOXHW npallarba Kou LIoKepoT Tpeba Aa rm 1Ma BO NnpeaBua;
-LLTo BMAe npes Manky?
-Co KoW o4 TNKOBUTE Ce MoucToBeTyBaLl?
-Koj nuk ce coouvyBa co npobnemot?
-Koj e yrHeTyBauoT?
-flann e oBa peanncTnyHa cntyauuja?
-Alokonky 6eLle ypeAHVK Ha BECHWK, KaKOB Hac/ioB b1 My gan/fana Ha
npetcrasaTa’?
-flann cuTe ce NOArOTBEHWU Aa MPOAOIKAT Hanpea?
-Ha umnja ctpaHa cn?

Ogarosop: MNorpelwHn ogrosopu ce: “Koj e yrHetyBayoT?” 1 “Ha ymja ctpaHa cn?”’

MNpawere7: LlokepoT npeky CBOjOT NpucTan ce obuaysa Aa:
-pa3Bue KONeKTUBHO pa3MunclyBake BO NMoTpara no no3nTUBHY peLleHunja BO
CeKOjAHEBHWOT XNBOT
-fia Ce CTekHe COo MCKYCTBO BO cebenspasyBaHeTo
-[1a ja KOPUCTU MOKTa Ha rpynaTa
-Aa ja noAroTBm Ny6AMKaTa 3@ HeouekyBaHW CUTyaLMK BO XMBOTOT
-fa ro eNVIMUHMPAa CTPABOT OZ HEMNMO3HATOTO U CO Toa Aa eNMMUHMpPa 6o Kakos
061K Ha arpecuja
-fla HarmpaBW aHanm3a v Aa ce ogHecyBa Kako Ce3Hajko

Oarosop: MNorpelueH ogrosop e: ,[la HanpasBw aHanm3a 1 ja ce OAHeCyBa Kako Cce3Hajko”.

Mpawarse 8: Mpw NprBpLUyBake Ha GOPYyMOT, LIOKEPOT MOopa:
-Aa ja notceTn nybnukarta geka ynorute ce ogrnyMeHn of, aktepu
-Aa ro 3aTBopu GOpyMOT 6e3 fia ro 04ABOU akTepoT O NMKOT npes nybnavkara
-fa T NpeTcTaBy akTepuTe NocebHoO Co UMe 1 Ja UM Jaje Bpeme Aa ja ,CMMHaT
ynorara
-Aa ja NokaHW nybsmnkaTa no npeTcraBaTta Aa NPOoAO/IXN Aa UM ce obpaka Ha
aKTepuTe Kako fa ce BO HUBHWTE ynoru
-fa ce 3abnarofapw Ha nybavkaTta 3a Hej3MHOTO Yy4YecTBO U Ja ja oxpabpwu Aa ce
6YyHWV MPOTUB yrHEeTyBakEeTO.

-Ogrosop: Cé e TOUHO, OCBEH OAroBOpUTE: , Aa Ce 3abnarogapyv Ha nybaukaTa 3a

Hej31HOTO y4YecTBO U Aa ja OXpabpwu Aa ce bByHN NPOTUB yrHeTyBakweTo" 1 ,4a ro
3aTBOPY GOpPYMOT 6e3 Aa ro o4BOV aKkTepoT OZ NNKOT npes nybavkara”.
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NucTta Ha pa6oTun wiTo Tpeba Aa ce UMaaT npeaBup,

BoaereTo 0byka nam paboTuaHMLA Ha faneynHa, 0CobeHOo Kora CTaHyBa 360p 3a TeaTtap-
ckaTa paboTa, HOCK MHOTY nMpean3BuuKn. Tyka ce HaBeAeHWN HeKoKy paboTu wTo Tpeba
Aa T MaTe Ha yM Npu OpraHusnpame 1 CrpoBeayBatbe akTUBHOCTY Ha TeaTap npeky
NHTEpPHeT.

Mpep obykata/paboTuaHmLaTa:

- Bugete cnrypHm geka nmate fobpa v ctabunHa MHTepHeT BPCKa;

- MNpoBepeTe ganucteja npesene ZOOM annvikauujata Ha BallMOT ypes,

- MNpoBepeTe Aanu BaWNOT MUKPOGDOH, KaMepa 1 3ByUHULM ce GYHKLMOHAMHN U
fanu pabortaT;

- MpoBepeTe Aanu UMaTe AOBOJIHO NPOCTOP 3a ABUXeHe HA0KOy, 3@ CTaHyBahe
NUTH.;

- MpoBepeTe Aanuv cTe obneyeHn NpurjaTHO 3a BpeMe Ha cecunTe;

NHbopmumpajTe rn ydecHuUuuTe npes obykata/paboTunHuuaTa 3a UctuTe paboTtwy,
NCNpakajky ro KPaTkKMoT BOAMY [0 yYecHNUNTe/n3BedyBaunTe HEKOKY AeHa Npej HacTa-
HOT.

3a BpeMe Ha obykaTta/paboTunHuuaTa:

- Co3pasete be3beseH NPOCTOP 3a NyreTo BKIYyYeHK BO NpoLecoT. [locTaBkMTe Ha
NHTepHeT 6bapaaT NOBHMMAaTeNeH NpPUCTarn, Na 3aTtoa e HaBUCTVHa BaXHO Ja ce
ocurypare ieka cekoj ce 4yBCTBYBa 40BOJ/IHO OTBOPEHO 1 6e36eHO 3a Ja v
CNoZenu CBouUTe CTaBoBU U/ NNYHN NprKasHW. OBa MOXe Aa ro nocturHete
npexky
nocTaByBake Ha NpaBuWa LUTO Ke BaXaT BO rpynaTta yLiTe npy npeaTta cecuja.
Hekou og Tne npaBuia Moxe fa buaat cnejHuBe:

- buaeTte TouHN 1 Ha BpeMe (T.e. HajManky 10 MuH. [1pes NOYeTOKOT Ha cecunjaTa, 3a
fa ce NoroTeuTe (NpoBepeTe ja Bpckata, MUKPOPOHOT, 3BYUHMLUTE UTH.);

- NcknyyeTe ro BawnoT MUKPOGOH Kora He 36opyBare;

- KpeHeTe paka (kopucTeTe ja onuymnjata Ha ZOOM);

- JebunHunpajte cMrHan 3a 3anMpame Ha akTVUBHOCTa (6110 Aa e BU3yeIHO UK
ayAno);

- »LLTO 1 aa ce cnyum Bo Berac, octaHyBa Bo Berac”;

- KoMyHMLUMpajTe Co MOYUT KOH ApyruTe;

- Cnywajte rv TyfuTe MUCIeHa;

- 3anomMHeTe Zeka paboTrMe Ha UCTPaXyBake, @ He Ha pa3peLuyBame;

- MNoaap>XyBajTe rmyyecHMUnUTe 1 paboTeTe Kako , TUM";

- N3pa3yBajTe ce CO 3ameHKaTa,Jac” KorapasroBapaTe 3a npobnemu/npallama;

- JlOKO/Ky cakaTe fja r1 CHUMaTe cecMnTe, Nobapajte A03BONA Of
yyecHMUMTE/N3BEAyBavnTE;

- KopucTteTe KapakTepucTUK 1 ONLMK Of, anjinkaLmja Kon Beke cTe rm ncnpobane.
Moxe fa ncnpobate Koja 6110 onuuja Npeky MHTepPHEeT LWTO cakaTe Aa ja
KopucTuTe npeg obykaTta, 3a Aa ce ocurypate geka GyHKLNOHMPa NPaBUIHO U e
COO/BeTHA 3a BallaTa akTUBHOCT.
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Bo 0BOj Aen Moxe fa ce BUAW NMpUMep 3a MPoLecoT Ha TeaTapoT Ha yrHeTeHnTe, Kako U
Npeanor 3a akTMBHOCTW KOM MOXe fa ce nmpuMeHaT BO BallaTa paboTa. o BkayuyyBa
LennoT npoLiec, Hacokn 3a ¢unocodurjata Ha MeToA0T, N36op Ha TemMUTe, NOArOTOBKA Ha
npeTcTaBaTa, Kako 1 MHTEePBEHLMM BP3 BeKe MoAroTBeHaTa NpeTcTasa.

[NpuMep 3a npouiec (cueHapro) Ha TeaTapoT Ha yrHeTeHUTe:

onnc HA
AKTUBHOCTA

MATEPUJANTIN/

BPEME
JIMNHKOBU

AKTUBHOCT METO/ TPEHEP

Cecuja 1: 3ano3HaBawe/ BoBeg BoTeaTapoT Ha yrHeTeHUTe.

10 MUH.

BoBep,

Boeeg BO
obykaTta/pabo-
TUAHMLATa

Mpe3seHTayuja

10 MUH.

MuwyBake Ha
NMETO Co
nomMoLl Ha
TenoTo

OBaa wurpa e
objacHeTa  BO
aenot MUrpn n
Bex6un"

30 MUH.

MpukasHa 3a
nveto

WrpaTa e objac-
HeTa BO Jenot
LMrpn n Bexxéeun”

Wrpa

CnyyajHn
cpesbuv BO
oAAenHu cobn
Ha ZOOM npeg
No4YeToK Ha
aKTUBHOCTA

20 MUH.

F'pyneH porosop
/OCHOBHMU
npasuna

OBaa aKTuB-
HOCT e objacHe-
Ta BO AenoT
LJAreHaa Ha
obykaTta/pabo-
TUAHWLATA Ha
TeatapoT Ha
yrHeteHure"

IpyrnHa pabota

/

5 MUH.

3aBpLueTok/
Pednexkcnn

PacmnutaTopoT
rvi NoBKKyBa
ydyecHuumTe a
cnojenar efieH
360p (Bo chat)
3a TOa Kako ce
YyBCTBYyBaaT Mo
npeara cecuja.
Jlokonky Hekoj
caka faro
cnozenu Toa co
rpynara, Mmoxe
HaKyCco yCHO Aa
Ce n3jacHn Kako
ce YyBCTBYBa.

Pednekcnn




Cecuja 2. BoBeg BoTeaTapoT Ha YrHeTeHUTEe Y OTBOpPake Ha

npalwlakwaTta 3a yrHeTyBakeTo

5-7 MmuH.| OcBojro OBaa unrpa e Bexo6a 3a Participants
npocTopoTt objacHeTa BO noanrHyBeate provide space
(1aKT-KoMeHo) Jen7: Virpnn Ha HNBOTO Ha for themselves.

BEXOU. eHeprunjata/
nrparta
20 MvH. | MpeTcTaByBake OBaa aKT1BHOCT / /
npeky npegmet e objacHeTa BO
aenot: Urpn n
Bexowu.

45 MyH. | Cum60a Ha OBaa akTuB- lpynHa paboTa 3acebHn cobu

35MVH. | yrHeTyBawbeTo HOCT e objacHe- M KpaTKun Ha ZOOM

rpynHa Ta BO Aenot npeseHTauum

pabota + .VI3Haorame Ha BO M/ieHapHaTa

10 MUH. npukasHuTe/Te- npocropuja

CnoAen- MuTe/npa-

yBarbe BO WaraTa”

naeHap-

HaTa np-

ocTopuja

10-15MuH.| BoBepg BO MNoseke nHdoOp- KpaTka npeseH- /

TeaTapoT Ha Mauun MoxeTe Taumja
yrHeteHuTe Ja HajaeTe BO
Aenort ,Bosey
BO TeaTapoT Ha
yrHeteHure"
5 MUH. Pednexkcun YuecHuuuTe ce Pednekcnm /

OCBpHyBaaT Ha
[LeHOT npeky
ofroBapame
KaKo ce
4yyBCTBYBaaT Ha
ckanataog 1 go
10

Cecwmja 3: BoBep Bo CnKOBeH TeaTap

5 MUH. Ja zemam OBaa aKkTnB- Bexba 3a | /
TonkaTa HOCT e objacHe- noAVUrHyBake
Ta BO fefoT,, Ha HWBOTO Ha
Wrpn n Bexén” eHepruvjata
10 MyH. | Bexb6a OBaa akTuB- Bex6a OpaenHn cobu
Ornepano HOCT e objacHe- Ha ZOOM
Ta BO ZenoT,,
CnvnkoseH
TeaTap, ynoTpe-
6a 1 npakca“
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45 MuH. | Cnunka Ha OBaa aKkTuB.- Bexba AnaTkata pin
cBeToT/npouec HOCT e objacHe- video nan
Ha CAMKoBeH Ta BO Zenot spotlight to
TeaTap »CNnKoseH everyone Ha
Tearap, ynoTpe- Z00OM
6a 1 npakca“
10 MnH. |  Awnckycuja YuecHULMTE U / 3acebHn cobwu
ANCKyTUpaaT Ha ZOOM
OTBOpEeHuTe
coumjanHm
npaLlaxa 1
npo6aemun
5 MUH. Pednekcunm - OcBpT Ha Pednekcnuy, /
nneHapHa aKTUBHOCTa U Aanckycmja
npocropuja TemunTe Kom bea

ANCKYTUPAHU
BO NMOCE6HU
OHJIajH cobwu.

Cecvja 4: 3aegHUYKa cMKa

20 MUH. Bpoere BO OBaa aKTuB.- Bexb6a 3a MocebHu
naposu: 1,2,3 HOCT e objacHe- nogunrHyBame OHNajH cobw,
Ta BO fenoT Ha HMBOTO Ha nojeneHu Bo
LMrpu n Bexxéou. eHepruja, urpa naposu
33 KOHLeHTpa-
umja
40 MUH. N360p Ha Tema YuecHnuuTe BO lpynHa paboTa MoaeneHwn BO
rpynu ja oabu- noce6HM OHNAjH
paaT Tema- Cobu Kako BO
Ta/KOHKpeTeH aKTUBHOCTA
nprmMep Ha ,CnvKkoBeH
yrHeTyBahse. Teatap - rpynHa
pa6ota“
10 MvH. |  Pednekcun OcBpT Ha Pednekcun,
AEeHOT. YyecHu- nrpa

LMTe nokaxysa-
aT Kako ce
4yBCTBYyBaaT
npeKy 3ByK 1
ABUXKeHbe.

Cecuja 5: YrHeTyBame BO MojaTa 3aegHuLA

5-7 MuH.| [onpwu cnHo OBaa urpae Bex6a 3a |/
objacHeTa BO NOAVNTHYBake
aenort ,rpn n Ha HWBOTO Ha
BeX6U" eHepruja

5-7wMnH.| LWTO npaBuLl OBaaurpa e Nrpa /

objacHeTa BO
aenot ,rpu n
BexX6n"
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25 MUH.

Ckynntypa v
ravHa

OBaa aKTuB-
HOCT e objacHe-
Ta Bo [enot
,CNrKoBeH
Teatap, ynoTpe-
6a 1 npakca

Exercise/ Group
work

50 MUH.

3aegHuNuYKa
cnvka/
CnoxxyBasika

OBaa aKTuB-
HOCT e objacHe-
Ta BO Aenot
.CnKoBeH
TeaTap, ynoTpe-
6a 1 npakca“

Bexba

10 MUH.

MpeseHTauun
Ha CANKNTe

pynuTte rn
rnpeseHTMpaar
HUBHUTE C/INKW.

10 MUH.

Pednexkcun

YdyecHuUnMTe ce
OCBPHYBaaT Ha
aKTMBHOCTA.

Pednekcunm

10 MUH. CmeLUHO nuue OBaa aKkTuB.- Bexb6a 3a
HOCT e objacHe- NnoAUrHyBah-e
Ta BO fenot Ha HMBOTO Ha
LMrpn n Bexxon” eHepruja/ Mirpa
30 MnH. | Co3paBakbe Ha OBaa aKTuB- Mpouec Ha
necHa HOCT e objacHe- AVHaMM3aumja
Ta BO Aenot
~LnHamnsayyija
Ha camkun”
30-40 Fpapewe Ha OBaa aKkTuB.- Mpouec Ha
MUH. nnKoT HOCT e objacHe- AnHamuM3aunja
Ta BO fenot
«I pagere nuk”
15 MUH. Ceaym OBaa akTuB- Wrpa
Jby60BHM HOCT e objacHe-
ponupun Ta BO fenot
LMrpu n Bexxén”
5 MVH. Pednexkcun YuecHuuuTe ce Pednexcnn
OCBpHyBaaT Ha
aKTMBHOCTUTE
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Cecvja 7: AuHamMmu3aumnja n pa3Boj Ha cLieHa

5 MUH.

Be>x6a 3a
noAvrHyBatbe
Ha HUBOTO Ha
eHepruja

OgabepeTe egHa
Bexba 3a
noAnrHyBae
Ha HUBOTO Ha
eHepruja og
aenot ,Arpu n
Bex6m"

Energizer

40 MUH.

AvnHamusauuja
- ABMDKEHe
" 3BYK

OBaa akTuB-
HOCT e objacHe-
Ta BO AeNnoT
~nHamnsauyyija
Ha cinkn”

AvHamMmn3aunja
Ha C/INKK

40 MUH.

MoproroBKa Ha
npertcraBsaTta

MNoBeke nHdop-
Mauuu 3a Toa
KaKo ce nogro-
TBYBa npetcTa-
BaTa 1 Apama-
Typrujata Ha
TeaTapoT Ha
yrHeteHuTe ce
Haora BO AenoT
~dpamartypruvja
Ha TeaTapoT Ha
yrHeteHure"

IpynHa paboTa

5 MUH.

Cecuvja 8: Ynorata Ha LIOKEpPOT U UHTEepBeHUUnTe

Pednexkcun

YyecHuuuTe ce
OCBPHYBaaT Ha
AKTUBHOCTUTE

Pednekcnm

5 MUH. Be>x6a 3a OpbepeTe egHa Bexba 3a
noaurHyBamwe Bexoba 3a noAUrHyBake
Ha HMBOTO Ha NoAVrHyBahe Ha HWBOTO Ha
eHepruja Ha HMBOTO Ha eHepruja
eHepruja og
aenot ,, Nrpn n
Bex6un"
70 MVH. | Tlpe3eHTauun Moseke nHdOP- VHTepBeHLUN

Ha npercrtaBaTa
N NHTepBeHLUN

MaLMK 3a Kako
Ja ce cnposegar
VHTEpBEHLUMN BO
dopym-Teatapor
OHJIajH ce
HaoraaT BO
genot: [pouec
Ha ®opyM-TeaTa-
poT (MHTepBeH-
Lmn)

BO dopym-Tea-
TapoTt
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15 MUH.

Pednexkcun

OcBpT Ha
counjanHmuTe
npob6aemMu Kou
6ea HauHaTU 1
Ha NoHyAeHuTe
MOXHU peLLe-
HUja

Cecunja 9 : 3aBpLueToK

Pednekcnm

20 MUH. Pednekcum 3a YyecHnuuTe ce Pednekcnm
LenioKynHaTa OCBpHyBaaT Ha
obyka/ LenoKynHara
pa6éoTunHuua obyka/paboTtunn-
Hu1La.
25 MuH. | EBanyaumja EBanyauuja Ha Esanyauuja

obykaTa/pabo-
TMAHMUATA.
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Kako LwTo 6eLle 06jacHETO BO BOBEAOT, MPMPAUHMKOT € HAMEHET 3a c1uTe (MUPOBHW) eay-
KaTopu Bo $OpManHOTO N HedpopManHOTO 06pa30BaHMe, Kako LLITO Ce HAaCTaBHULW U y4Uu-
NVLLHW efyKaTopuy, paboTHULM BO 3ae4HMLATA, TeaTapcku NpodecroHanum, MaagmuHckm
PaBOTHULM U MAAANHCKL elyKaTopu BO HEBMAAMHNOT CEKTOP WUTH., KOoW 61 cakane za
NPUMEHAT YMETHUYKM TEXHUKW BO HMBHUTE 06Pa30BHK akTUBHOCTY. CO34a4eH € UMajKK
npeABUA Aeka VCKYCTBOTO 0OZ yyerbe 6a3vpaHo Ha TeaTapoT Ha yrHETEHUTE MOXe /Aa
6uze NOHYAEHO BO LLUMPOK CriekTap Ha CPeanHIU, NOKaLUMN, HaCTaHW U Kaj PasinyHm rpynm
yUYeHuuN.

MpUpPaYHNKOT, BKAYUYYBajKM M MOroneMunoT Ae o4 UrpuTte, Bexbute n Apyrute akTUBHO-
CTW, BeKe beLle MMIeMeHTUPaH 1 TeCTUPaH Co rpyna Ha nyre of pasHu genoswu of ban-
KaHOT, CO PasINYHU KYNTYPONOLLKN 1N NpodeCnoHaHV 3aJHVHW, 3@ BpeMe Ha NeTAHeBeH
WHTEH3VBEH TPeHUHr Kypc. Ceé WTo e npeanoxeHo/npernopaydaHo BO MPUPAYHUKOT e
A06PO OCMUCSIEHO OAHanpes co uen ga buge fobpo npunarofeHo 3a OHMajH ynoTpeba.
MpupayYHNKOT ce caMoobjacHyBa 1 e 1eceH 3a ynotpeba 3a cute nyre v MHCTUTYLIMK KOU
61 cakane fa HanpasaT NPOMeHa BO HMBHATa 3aejHunLa.

NMnnemeHTUpareTo Ha TeaTapoT Ha YyrHeTeHUTe OHAjH HOCK CO cebe N3BeCHU nNpeans-
BMLIM 1 3aTOA € BaXHO Jia ce MMa nNpeABuz 11cTa Ha paboTu Ko 61 Be NoAroTBmIIe Bac U
BaLLMOT TMM 3a TOA Kako HajAobpo Aa ro npuMeHnTe TeaTapoT Ha YyrHeTeHUTe Ha Janeuyu-
Ha. [loBeKe NpakTUYHM HAaCOKM BO BPCKa CO OBa MOXe /la Ce HajAaT BO AeNOoT Ha npupay-
HVKOT HapeuyeH ,llocTaByBake Ha areHza 3a obyka/paboTuHMLA Ha OHMajH Teatap Ha
yrHeteHuTe " 1 nog ,Jlncta Ha paboTu WTO Tpeba Aa ce nmaaT npeasma”.

Bo ncTo Bpeme, 1 MOKPaj MOXHUTE NPeAn3BULM LUITO MOXAT Aa Ce NojaBaT, BP3 OCHOBA Ha
NCKYCTBOTO MOXEMe /1a 3aK/lyumMe ieka co Jobpa noAroToBka 3a obykaTa 1 co obesbesy-
Bakb€ Ha MOTMBMPAHA rpyna Ha yYeCHULN, CUTe MOXHW NMpean3BMLM MoXaT Ja buaaTt
cnefeHn 1 HagMuHaTu. bugete cBecHW Aeka MeTogonornjata TeaTapoT Ha yrHeTeHuTe
MOCTOjaHO Ce MeHyBa; camMuoT boan rv NokaHu NpakTn4apuTe Aa rm n3MeHaT HerosuTe-
MeTOAN Cropes noTpebuTe Ha rpynuTe 1 Aa ce NpuaarofaT Ha NOKaAHMOT KOHTEKCT, CO
Len Hajaobpo Aa ja MoCTUrHaT LenTa 1 Aa rv 3ajakHaT 3aegHuyuTe. He 3abopaBajte Aa
nurpate, UCTpaxysaTe, 6UAEjKMTOA e CyLUTUHATa Ha OBOj MeToJ, UCTOBPeMeHO OCTaHy-
BajK1 OTBOPEHW 3a HOBU MoZanuTeTu. VimajTe Ha ymAeKa 1 HeyCcrnexoT e Aef 04 NpoL,ecoT.
TeaTapoT Ha YyrHETEHUTEHE yuu Aa NPOAOIKMME fa ce obuayBame 1 a MeyTaeme.

Boan: ,3abpaHeTo e oferne no TpeBaTa. He e 3abpaHeTo fa netaTe Haj TpeBaTta.”
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Forumi ZFD Magedoni, né partneritet me Media Artes (Ohér) vendosi té hulumtojné
mundésité dhe té krijojé burime edukative, té trajnojné dhe frymézojné edukatoré
pagésoré nga Ballkani Peréndimor pér pérdorimin e teknikave alternative dramaturgjike
dhe teatrore gjaté mésimit né distancé - ose mé konkretisht pér pérdorimin e formave
teatrale té teatrit té té shtypurve pér edukim paqgésor né hapésirén digjitale.

Pér até géllim, partnerét, me mbéshtetjen e njé ekipi profesionistésh té kualifikuar, té
pérbéré nga Besnik Leka, Demir Mekiqg, Ida Avdibegovig - Karahasanoviq, Jasmina
Bilalovig, Dragan Atanasov, Gjorgji Llazov dhe me mbéshtetjen e Klementina Dupont -
Praktikant né Forumin ZFD 'SEEYN learning house' - online platformé pér mésim e Rrjetit
Rinor né Evropén Juglindore, zhvilluan dhe zbatuan trajnim né distancé pér edukatoré dhe
krijuan disa burime arsimore té formateve té ndryshme pér pérdorimin e Teatrit té té
Shtypurve né hapésirén digjitale dhe mésimin né distancé.

Botimi para Ju éshté njé nga burimet gé dolén nga ky partneritet. BEhet fjalé pér doracak
trajnimi pér edukatorét (pagésor) mbi pérdorimin e formave teatrale té Teatrit té té
Shtypurve né edukimin pagésor né hapésirén digjitale. Né té, edukatorét pagésoré mund
té gjejné informacione, udhézime, sugjerime, ide dhe frymézime pér programe trajnimi
dhe aktivitete gé mund t'i ndihmojné ata né pérpjekjet e tyre té organizojné dhe zbatojné
mundési pér edukim paqgésor bazuar né teatrin e té shtypurve, né mjedisin e afért, si dhe
né distancé.
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Ky doracak éshté krijuar pér té gjithé edukatorét (pagésor) né arsimin formal dhe
joformal, sic jané mésuesit, edukatorét e shkollave, punonjésit e komunitetit,
profesionistét e teatrit, punétorét rinor dhe edukatorét rinor né sektorin e OJQ-ve, etj., té
cilet déshirojné té zbatojné teknikat artistike né veprimtarité e tyre arsimore. Eshté krijuar
duke pasur parasysh se pérvoja nga mésimi bazuar né Teatrin e té Shtypurve mund té
ofrohet né njé gamé té gjeré mjedisesh, vendndodhjesh, ngjarjesh dhe me grupe té
ndryshme nxénésish, si pér shembull:
- Fémijét dhe té rinjté
- Té rriturit: (familjet, prindérit, fqinjét, mésuesit, edukatorét dhe njerézit me
formime dhe profile t& ndryshme profesionale, p.sh. gazetaré, biznesmenég,
policé, mjeké (terapisté€), mésues, punétoré, vendimmarreés, etj.)

Gjaté késaj periudhe, pér shkak té pandemisé Covid 19, ka shumé pérpjekje pér té
pérshtatur teknika té ndryshme arsimore gé do té jené té zbatueshme né Internet. Ky
doracak éshté njé nga ato pérpjekje pér té pérshtatur pérdorimin e teknikave té té
mésuarit bazuar né teatér dhe dramé né njé mjedis tjetér arsimor dhe pér té siguruar
online alternativé pér edukatorét pagésoré né kéto kohé té véshtira.

Teatri i té shtypurve mund té jeté njé tekniké shumé e vlefshme qé, né varési té kontekstit,
nevojave dhe géllimit té té mésuarit, mund té pérdoret:

- Té krijojé hapésiré pér prezantimin dhe mendimin pér situatat, ngjarjet,
ndjenjat, mendimet, ideté, vlerat, géndrimet, sjelljet, marrédhéniet, et;.;

- Té forcojé hulumtimin e situatés kritike dhe té menduarit kritik;

- T'i kushtojé vémendje dhe té sigurojé hapésiré pér hulumtime mbi natyrén
sistematike té formave té ndryshme té shtypjes;

- Té hulumtojé dhe mbéshtesé té kuptuarit e njé individi konkret, grupi ose
problemi ose ¢éshtje sociale;

- Té ofrojé zgjedhje, pér t'u dhéné zé atyre qé jané té shtypur;

- Té eksplorohen ményrat e angazhimit té synuar sipas standardeve dhe
alternativave t&€ mundshme;

- Té krijojé hapésiré mésimore pérmes ndarjes sé pérvojave,

- Té motivojé dhe frymézojé ndryshim pozitiv. Né disa situata, i pérdorur nga
profesionisté té trajnuar dhe né mjedis profesional, Teatri i t& Shtypurve
mund té konsiderohet gjithashtu si tekniké e fugishme sistematike
psiko-terapeutike.



Teatri éshté njé instrument shumé i fugishém né procesin arsimor sepse siguron shkallé
té caktuar intimiteti dhe angazhimi té audiencés né nivel fizik, intelektual dhe emocional.
Teatri i Forumit éshté "prové kolektive pér realitetin”. Si¢ shprehet Boal, teatri éshté "gjuhé
njerézore" (Boal, 2004), késhtu qé programet arsimore té teatrit né komunitet u
mundésojné njerézve té zhvillojné talentet dhe aftésité e tyre té brendshme, duke i
ndihmuar ata té shprehen né forma té reja..*

Teatri i té Shtypurve éshté i pérshtatshém pér pérdorim me grupe té ndryshme njerézish
dhe moshash dhe mund té pérdoret pér t'i dhéné atyre mundésiné té pérfshihen né
pérvojé té vetme mésimore me hulumtim, mendim dhe diskutim sé bashku pér tema té
ndryshme. Pjesémarrésit realizojné dramatizim té shkurtér, i cili reflekton ndonjé piké té
ndjeshme dhe stimulon bisedén midis grupit té spektatoréve, duke lejuar gé besimet dhe
géndrimet e shumévjecare té dalin né shesh.

Teatri i té Shtypurve paraget arsenal té teknikave dhe lojérave teatrale gé synojné té
motivojné njerézit, té rivendosin dialogun e vérteté dhe té krijojné hapésiré pér
pjesémarrésit pér té praktikuar "ndérmarrjen e veprimeve". Fillon me idené se té gjithé
kané kapacitet té€ veprojné né "teatrin” e jetés sé tyre; té gjithé jané edhe aktor edhe
spektator. Ne jemi spekt- aktoré ("'spect-actors") - njé term i shpikur nga Augusto Boal pér
té pérshkruar ata gé marrin pjesé né Teatrin e Forumit. Ai i referohet rolit té dyfishté té
atyre gé jané pérfshiré né proces si spektator, ashtu edhe si aktor, pasi té njéjtit
njékohésisht vézhgojné dhe krijojné kuptim dramatik duke ndérmarré veprime né
shfagen.

Teatri i té shtypurve bazohet né besimin themelor se té gjithé kemi talente té€ brendshme
té cilat mund t'i aplikojmé pér té mésuar gjéra té reja pér veten toné. Kjo paraget bazén e
géllimit té shfagjes, té sigurojé "Trajnim etik pérmes dramés interaktive". Veté natyra e
teatrit té té shtypurve, pérfshiré inkurajimin e arteve dramatike (skenarizimi, aktrimi dhe
regjia), lejon njé debat momental kreativ pér té diskutuar rreth dilemave nga jeta reale dhe
shumé shpesh pér heré té paré. Qéllimi i shfagjes éshté té krijojé diskutim né lidhje me
gjetien e ményrave dhe qasjeve té ndryshme, njékohésisht duke inkurajuar dialogun e
hapur dhe pérgjegjésiné tek secili individ. Qéllimi éshté gé té detyrojé pjesémarrésit té
hulumtojné dhe analizojné supozimet dhe t& marrin guximin t& mendojné né ményreé té
pavarur.

Boal tregon se kur jemi thjesht anétaré pasivé té audiencés, ne transferojmé déshirén toné
pér té vepruar mbi personazhet me té cilét identifikohemi dhe mé pas e gjejmé até déshiré
té ngopur ndérsa konflikti zgjidhet né skenég, né film ose né lajme. Katarza si zévendésim
pér veprim. Strategjité edukative teatrale té& Boal "riaktivizojné realitetin”, duke e béré mé
té lehté pér audiencat té eksplorojné ¢céshtje gé ndikojné né jetén e tyre, duke identifikuar
shkaget themelore té problemeve dhe duke ju ndihmuar té gjejné zgjidhje reale dhe
praktike pér té pérmirésuar situatén e tyre - njé proces gé Freire (1970) e quaijti
"konkretizim".?

Boal (1979) kérkon té inkurajojé njerézit té njohin dhe luftojné shtypjen né jetén e tyre té
shkaktuar nga faktoré té jashtém (sistemi shfrytézues, udhéheqgja né pushtet, institucionet
gé mbajné té gjallé padrejtésiné dhe diskriminimin, etj.) Teatri i té shtypurve mé tepér
pérgendrohet né kontekstin social. Gjithashtu ai paraget formén e tregimit pérmes artit

1 Zipopo Shou, Asociacioni pér Arsim Moral Kreativ
2 Freir, PaoloP(2017): Pedagogjia e té shtypurve, Pinguin Books, Brazil 8



skenik, dramés, aktrimit gé i angazhon si mendjen ashtu dhe zemrén e interpretuesit, si

edhe té shikuesit.

Né ményreé tipike, procesi pérbéhet nga:

- Identifikimi i problemit ose ¢éshtjes gé duhet té zgjidhet né shoqéri;

- Hulumtim mbi temén;

- Krijimi i ideve dhe prezantimi i njé historie ose koncepti gé tregon mundési dhe
zgjedhje né ményré kreative;

- Konsultimet mbi planin e veprimit dhe pérgatitjen e performancés gé do té shprehin
problemin dhe ményrat e mundshme pér ballafagim me problemin (pérfshiré
regjiné artistike, muzikén, kostumet / rekuizitat, aktivitetet pas performancés, etj.);

- Zbatimi i planit (p.sh. organizimi i shfagjeve, pérpjekja pér té arritur njé audience té
gjeré);

- Analizé mbi téré procesin, duke marré parasysh até gé ka pasur sukses dhe cfaré
mund té pérmirésohet, dhe pérpjekje té implementohen ményra té mundshme pér
pé&rmirésim.

Né cdo rast, éshté e réndésishme té pércaktohet kétu se ¢faré mund té jeté specifike pér
rolin e Teatrit pér té Shtypurit. Ka disa piképamje sipas té cilave Teatri i t& Shtypurve éshté
i organizuar dhe autonom né vetvete. Si¢ sugjeron Boal, teatri éshté armé inherente,
vecanérisht "armé efektive", ndryshe nga format e tjera té artit, pér shembull letérsia,
sepse krijon kontakte té drejtpérdrejta me audiencén e saj. Né Teatrin e té Shtypurve, Boal
citon katér qasje té ndryshme praktike gé ndihmojné né theksimin e réndésisé sé kushteve
té nevojshme pér praktikimin e késaj forme té teatrit.. Kjo shpjegohet mé tej praktikisht né
Lojérat pér aktoré dhe jo-aktoré®. Ky libér pérmban parimin themelor gé formon
strukturén praktike té Teatrit té té Shtypurve dhe propozon pesé kategori aktivitetesh:
Njohim até gé prekim;

Njohim até gé dégjojmé;

Dinamizimi i disa shqisave;

Njohim até gé shohim;

Memoria e shqisave.

aprwONE

Né kuadér té secilés prej kétyre aktiviteteve, ka disa kategori té ndryshme. Pér shembull:
Njohim até gé prekim, éshté i pérbéré nga disa ushtrime té pérgjithshme si shétitje,
mesazhe, lojéra pér integrim dhe gravitet; Njohim até gé dégjojmé pérfshin ritmin,
melodiné, tingullin, ritmin e frymémarrjes dhe ritmin e brendshém; Dinamizimi i disa
shqgisave kombinon aktivitetet paraprake, pér shembull pérdorim njé mbulesé pér syté né
ményré gé té inkurajojmé ndjeshmériné ndaj zérit, hapésirés dhe njéri-tjetrit. Njohim até
gé shohim, prezanton teknikat e Teatrit té Figurés, pér shembull, mund té pérdorim
ushtrime me pasqyra, té kalojmé te skulptura, krijimi i imazheve dhe lojéra me
personazhe. Memoria e shqgisave na bén té formojmé imazh, duke shprehur késhtu ose
tema specifike ose pérvojat tona.

3 Boal, Augusto (1979): Teatri i té shtypurve, Pluto Pres, Londér.
9 4 Boal, Augusto (1992): Lojéra pér aktoré dhe jo-aktoré, Rutledge, Londér.



Kéto kategori jané té réndésishme nése duam té shqgyrtojmé praktikén e Teatrit té té
Shtypurve. Gjithmoné éshté e réndésishme té jeni té vetédijshém pér kété praktiké nése
keni kohé té kufizuar - nga pérvoja joné né online punétorité, elementét themelor mund
té pérfshihen madje edhe nése koha éshté e kufizuar: pérgatitja e trupit, pérdorimi i
lojérave pér lidhje me grupin dhe pérforcim, fokusimi né vendosejn e ¢éshtjeve té fuqisé,
krijimi i imazheve dhe dinamizmi dhe transformimi i tyre.

Teatri i té shtypurve shpesh éshté quhet si - trupi i teknikave teatrale dhe i referohet njé
"trupi” shumé mé té madh - "trup” kompleks, ndérdisiplinar, shumévokal i njohurive
filozofike qé pérfshin veprat e Paulo Freire dhe Bertolt Brecht, karnavalin dhe cirkun,
avangardén teatrale té Brazilit té mesit té shekulli té njézeté, ndikimet e Hegelit dhe
Aristotelit. Fugia e teatrit éshté té imagjinojé njé pérvojé té drejtpérdrejté gé éshté
gjithashtu transcendente. Njé moment unik gé kalon kudo. Kritiké gé ofron zgjidhje
konkrete. Platformé e hapur mundésish gé nuk merr asgjé si té mirégené.
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Duke pérdorur teatrin pér transformim personal dhe shogéror, té rinjté fugizohen dhe
béhen bartés aktivé té ndryshimeve pozitive né komunitetet e tyre dhe né ményré
proaktive ballafagohen me sfidat gqé prekin ata dhe komunitetet e tyre. PEérmes teatrit,
fémijét dhe té rinjté me prejardhje té ndryshme mésojné se si té punojné sé bashku né
ekipe, té krijojné dhe interpretojné shfagje artistike dhe té fitojné aftési jetésore si
vendimmarrje konsultative, mendim krijues dhe kritik, veté-shprehje, tolerancé, zgjidhja e
konflikteve dhe aftési organizative.

Nuk éshté e qarté pse artet do té konsideroheshin dytésore krahasuar me |éndét
thelbésore. Kérkimet tregojné se duke marré pjesé né teatér, té rinjté mésojné gjéra té
tilla si: kreativiteti, bashképunimi, ndértim i ekipit, aftési komunikimi, mendim kritik, etj.
Studime té tjera  tregojné se programet solide té teatrit shkollor ndihmojné né
pérmirésimin e suksesit dhe rregullsisé sé nxénésve.

CHAPTER

How 1o use ToO IN
PEACBUILDING EDUCATION

> Pl o) o:15/44s

How to use TeQ in peace education ?

Shikoni videon né dispozicion né: https://youtu.be/0B918Lqjlyk dhe
http://www.seeyn.org/elearning/mod/hvp/view.php?id=385

Teatri pérdor vallézimin, dramén, pikturén, muzikén dhe lévizjen si mjete pér ilustrim dhe
pérforcim té té nxénit. Né té gjithé botén, arti ka déshmuar té jeté njé formé e fugishme e
komunikimit jo-verbal dhe kanal i drejtpérdrejté pér té arritur tek zemrat po ashtu edhe
tek mendjet e njerézve. Ndérsa kuptimi i té rinjve / té rriturve rritet, ata do té
"performojné” rregullisht pérpara njé audience té larmishme, duke vepruar késhtu si
shumézues dhe duke pérhapur arsimimin e tyre tek bashkémoshatarét dhe komunitetet
e tyre. Pérve¢ késaj, teatri do té inkurajojé té rinjté té marrin pjesé né shérbime té

5 https://www.orlandorep.com/kids-need-theatre/

6 https://www.deseret.com/2014/3/17/20537566/a-teach-

ing-role-how-theatre-enhances-academic-ability-performance-in-youths#young-actors-participate-in-a-performance-of-university
11 -of-utah-youth-theatres-crow-and-weasel and https://www.aate.com/benefits-of-theatre-ed



ndryshme né komunitet, pér shembull, puna vullnetare. Késhtu, té rinjté do té pérjetojné
nga dora e paré réndésiné e angazhimit qytetar dhe do té zhvillojné ndjenjé pérgjegjésie
pér komunitetet e tyre.

Teatri i té Shtypurve éshté njé formé e teatrit, té cilin e ka zhvilluar Augusto Boal,
praktikues i teatrit dhe aktivist politik né vitet 1970. Augusto Boal vjen nga njé epoké
specifike né historiné braziliane, e njohur si epoka e Vargas (1930-1945), njé epoké e
pagéndrueshme politikisht, epoké e diktaturés ushtarake gé rezultoi né ndarje
shoqérore, varféri dhe diskriminim. E gjithé kjo ndikoi fugishém mbi kété sistem
fenomenal, kompleks té teknikave té zhvilluara pér t'i dhéné teatrit rolin e tij themelor dhe
trashégiminé pér ndérhyrje politike dhe ripércaktimin pagésor té rregullave té shogérisé.

"THE THEATER
ITSELF [S NOT
REVOLUTIONARY: IT
IS A REHEARSAL FOR
N THE REVOLUTION"

Foto Augusto Boal em aula sobre o Teatro do Oprimido em SP, em 1979. n3Bop:
https://www1.folha.uol.com.br/ilustrada/1184477-serie-de-leituras-e-debates-em-sp-rec
upera-a-obra-de-augusto-boal.shtml

Kjo metodé pérdor teatrin si mjet t& ndryshimit politik dhe social dhe pérbéhet nga njé
seri lojérash, ushtrimesh dhe teknikash gé& pérfshijné trupin, shgisat dhe angazhojné
pérvojat personale té pjesémarrésve pér té krijuar mundési pér mendim Kritik té realitetit
toné shoqgéror, té ndértojné dialog dhe sé bashku té kérkojmé zgjidhje nga poshté-lart pér
céshtje sociale. Béhet fjalé pér formé interaktive dhe pjesémarrése e teatrit dhe krijon
hapésiré té sigurt gé njerézit té praktikojné veprimet e tyre dhe té gjejné ményra té
ndryshme té transformimit personal dhe shoqgéror gé ata mund t'i zbatojné mé voné né
realitet.
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Teatri i té Shtypurve ka njé prapavijé té forté shogérore dhe politike, pasi A. Boal u
frymézua nga shumé teoriciené dhe aktivisté, vecanérisht puna e Paulo Freire dhe libri i tij
"Pedagogjia e té Shtypurve".” Fillimisht, Boal pérdori metodén e tij té punés me fshataré
dhe punétoré né Brazil me géllim t'i aftésonte té luftonin pabaraziné dhe shtypjen né
shogéri. Nuk ka spektator né Teatrin e té Shtypurve té Boal, gé vetém vézhgon né ményré
pasive veprimet e aktorit. Personi béhet spekt-aktor (spect-actor) duke u angazhuar dhe
reaguar, duke béré ndryshime konkrete né skené.

Nuk ekziston "muri i katért”, késhtu gé publiku né shfagje krijojé vizionin e tij té shfagjes,

me dhénien e zgjidhjeve konkrete pér ¢éshtjet e paragitura. ("Teatri i t& Shtypurve" nga

Augusto Boal)®

Boal rendit disa faza gjaté bérjes sé spekt- aktorit:

- Faza e paré: njohja e trupit tuaj. Né kété fazé personi béhet i vetédijshém pér
trupin, tingullin dhe lévizjen.

- Faza e dyté: shprehja e trupit. Fytyra méson se si té shprehet pérmes trupit.

- Né fazén e treté, ka nivele té ndryshme té pjesémarrjes:

- Dramaturgji simultane - ku personi nga audienca u jep udhézime aktoréve se si té
sillen dhe si ta zgjidhin problemin.

- Teatri i imazheve- ku personi shpreh ndjenjat dhe piképamijet e tij pérmes
imazheve.

- Teatri i forumit - ku publiku ndérhyn duke marré rolin e protagonistit né skenat e
pérgatitura dhe ndryshon drejtimin e shfagjes.

- Faza e katért: teatri si ligjérim. Mbahet dialog dhe audienca merr pjesé aktivisht né
dialog.

Teatri i té Shtypurve ka shumé teknika gé jané zhvilluar né periudha té ndryshme kohore,

né varési té nevojave té pércaktuara té komunitetit. Ato kané pésuan ndryshime me

kalimin e kohés dhe Boal zhvilloi teknika té reja. Té gjitha ato jané paragitur né "pema e

Teatrit té té Shtypurve™ por shkurtimisht do t'i shqyrtojmé edhe kétu:

Lojérat kané rregulla té garta por né té njéjtén kohé nxjerrin né pah kreativitetin dhe
liriné. Shérbejné pér té thyer barrierat dhe pér té krijuar hapésiré té sigurt. ("Lojéra pér
aktoré dhe jo-aktoré" nga Augusto Boal)®

Teatri i imazheve éshté tekniké ku pjesémarrésit né proces komunikojné duke pérdorur
trupin e tyre pér té krijuar imazhe té palévizshme pérmes té cilave ata shprehin ideté,
géndrimet dhe / ose ndjenjat e tyre.

Teatri i forumit éshté njé nga teknikat mé té njohura gé hap dialog mbi c¢éshtje té
caktuara sociale dhe té réndésishme, pérmes pérfshirjes sé audiencés, duke i ftuar ata té
ofrojné zgjidhje pér njé problem té caktuar.

7 https://envs.ucsc.edu/internships/internship-readings/freire-pedagogy-of-the-oppressed.pdf
8 Boal, Augusto (1979) : Teatri i té shtypurve, Pluto pres, Londér
13 9 Boalo, Augusto (1992): Lojéra pér aktoré dhe jo aktoré, Rutlixh, Londér



Teatri Gazeté éshté njé grup ushtrime dhe teknika ku burimi kryesor pér kérkime mbi
céshtje sociale té caktuara jané gazetat.

Ylber déshirash éshté tekniké gé merret me shtypjen e brendshme. (emocione dhe
¢crregullime mendore, norma té brendshme). Zakonisht pérdor imazhet si mjet pér té
hulumtuar ato probleme. Né shumé ményra i ngjan psiko-dramés ose njé socio-drame,
por Boal thekson se rolet e pércaktuara nga kultura jané mé té réndésishme sesa
karakteristikat individuale ose dinamika e familjes. ("Ylberi i déshirés" nga Augusto Boal)'°

Teatér i padukshém pérdor hapésirén publike pér té paraqitur skenén me shtypjen.
Skena luhet si ngjarje e vérteté dhe géllimi éshté té eksplorojmé reagimet e komunitetit
ndaj ¢céshtjeve té ndryshme por edhe té paragesim probleme té réndésishme me té cilat
pérballet komuniteti.

Teatri legjislativ éshté njé tekniké e ngjashme me Forum Teatrin, por pérgendrohet né
ligje dhe legjislacion specifik, duke bashkuar gytetarét dhe pérfagésuesit e institucioneve.
Ky éshté niveli mé i larté i pjesémarrjes sé njé individi, pérmes krijimit té drejtpérdrejté té
ligjeve. ("Teatri Legjislativ: PEérdorimi i shfaqgjes pér té béré politiké") nga Augusto Boal)'*

Aksion i drejtpérdrejté éshté tekniké e ngjashme me Teatrin e Padukshém. Nénkupton
qasje teatrale ndaj protestave, demonstratave, marshimeve... (shembull pér aksioni
teatror né rrugé, i organizuar me té rinj né Ohér, si pjesé e njé fushate pér té rritur
ndérgjegjésimin pér aktivizmin rinor dhe angazhimin gytetar mund té shihet né linkun né
vijim: https://www.facebook.com/events/376277606052359/?active_tab=discussion)

l’;—_ﬁ--* YnuuHa TeaTtapcka akuuja u cneM-neppopmMaHc

[en op yau4yHata Teatapcka akumja-urpa "AupureHt”

Teatri i té Shtypurve pérdoret né té gjithé botén pér aktivizém shoqgéror dhe politik,
ndértimin e komunitetit, zgjidhjen e konflikteve dhe shumé c¢éshtje té tjera dhe njihet nga
UNESCO si mjet pér ndryshime sociale.

10 Boal, Augusto (1995): Ylberi i déshirés, Rutledge, Londér.
11 Boal, Augusto (1998): Teatri Legjislativ; Pérdorimi i Shfagjes pér té béré politiké, Rutledge, Londér.
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Teatri, si arti i "kétu dhe tani", si dhe medium artistik me dinamikén mé té forté shogérore,
éshté ndér disiplinat artistike gé jané prekur mé shumé nga pandemia e shkaktuar nga
virusi korona. Né kéto kohé kur distancimi shogéror béhet imperativ dhe normé e re, dhe
mbledhjet publike jané té kufizuara ose té ndaluara plotésisht, marrédhéniet
ndérvepruese dhe ndérveprimi jané né njé proces té transformimit t& pérhershém, té
pakthyeshém. Eshté e pashmangshme qé& Kky transformim té pasgyrohet né
dramaturgjiné e re, korona / pas korona dhe né procesin dhe teknologjiné e krijimit dhe
shfagjes teatrale pér audiencén.

Pas reagimit fillestar me rezistencé, mjaft shpejt pas shpérthimit t& pandemisé, shumé
punétoré té teatrit filluan té kérkonin ményra pér té pérshtatur veten dhe punén e tyre
me "normalin e ri" gé nénkupton distancé sociale, izolim dhe kufizim, duke kérkuar
formate pér até se si té pérshtatin punén e tyre me kushtet e reja. Ngarkimi i videove me
pérmbajtje teatrale té regjistruar né internet, si dhe transmetimi i drejtpérdrejté i
shfagjeve té sapo krijuara, jané disa nga kéto formate té reja. Eshté debatuar né mesin e
praktikuesve té teatrit, se online teatri nuk éshté dhe nuk mund té jeté njé zévendésim
pér teatrin e vérteté. Argumentet tregojné se thelbi i kénaqgésisé dhe shijimit té artit
teatror géndron né njé fakt relacioni; até té gjallérisé sé jashtézakonshme té shfagjes qé
"shihet" né vendin e ngjarjes; né kuptimin mé té gjeré t&€ mundshém té fjalés: té pranuar,
té perceptuar ose té njohur. Ky argument mbéshtetet nga ideja se kénagésia gé marrim
nga teatri nuk kufizohet né kufijté e estetikés; por ndjenja e bashkésisé, aférsisé dhe lojés
qgé éshté karakteristike pér aférsi té tillé dhe gé éshté mé e vjetér dhe mé e réndésishme
se dimensioni estetik i teatrit.

Té ngjashme jané sfidat edhe né procesin arsimor né kohé pandemie. Sfidat kryesore té
krijimit dhe mirémbajtjes sé online mésimdhénies lidhen me faktin se nuk ka prani fizike
(pa aromeé, pa prekje, etj.) né hapésirén online. Mungesa e ndérveprimit me audiencén do
té thoté gé forma té caktuara té performancés nuk jané té mundshme; dhe éshté
gjithashtu e véshtiré té mbahet vémendja e nxénésve / audiencave né online hapésirén.

Kur béhet fjalé pér nevojat dhe sfidat e procesit té¢ mésimdhénies / té té nxénit, koha dhe
hapésira jané elemente kyce né kété proces, si pér mésuesin ashtu edhe pér nxénésin.
Pér té zgjidhur kété, duhet té zhvillohen forma arti dhe / ose mésimdhénie gé jané
pérshtatur me platformat online, ose vecanérisht té pérshtatura pér internet.

Teatri i té Shtypurve, éshté njé nga krygézimet mé té médha midis teatrit dhe arsimit,
adreson sfidat me té cilat pérballen té dy disiplinat. Né ményrén e tij normale, regjim fizik
jashté rrjetit, e bén até njé nga mjetet mé efektive pér mésim nga pérvoja, si pér individét
ashtu edhe pér komunitetet.

Kur béhet fjalé pér problemin e shtypjes, ai éshté gjithmoné i pranishém dhe vecanérisht
aktiv né kohé krizash. Duke hyré né mé shumeé detaje, nése shikojmé prapa né

jetén gjaté muajve gé nga fillimi i pandemisé, do té identifikojmé se ka disa tema gé jané
té pérbashkéta pér té gjithé njerézit, globalisht (ose té paktén né shumicén e botés
peréndimore). Njéri prej tyre pérfundimisht ka té b&jé me ndarjen e hapésirés sé jetesés
né shtépité tona, me "shokét e dhomés" (qofshin anétarét e familjes soné, partnerét apo
shokét e klasés), né kohé té distanceés fizike dhe anktheve dhe sfidave gé shkojmé bashké
me to.
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Tema tjetér lidhet me c¢éshtjen e punés nga shtépia kundrejt kthimit né zyré, me
lehtésimin e masave kufizuese; nése sistemi kérkon té zgjedhim midis karrierés dhe
shéndetit té familjes toné? Dhe, sigurisht, protestat né mbéshtetje té té drejtave té njeriut,
mbeten edhe mé té spikatura né kohé krizash globale.

Wideo turiprial: ToO digial space; possiites and chalenges

G e B II.IHTI.IIIII:."II.'II"_

===

Shihni mundésité dhe sfidat pér zbatimin e Teatrit té té Shtypurve online né linget e
méposhtme: https://www.youtube.com/watch?v=JHHWQFCFHsY&feature=emb _title /
http://www.seeyn.org/elearning/mod/hvp/view.php?id=456

Pérkundér gjithé késaj, duke pasur parasysh té gjitha té mirat dhe té kéqgijat e online
teatrit, duhet té pranojmé se nevoja pér dialog dhe veprim krijues jo vetém gé mbetet né
kohé pandemie, por éshté edhe mé akute. Internet platformat mund dhe japin njé
kontekst pér dialog té pérgjithshém (né pérkufizimin e tij thelbésor si njé rrjedhé e
réndésishme). Kur béhet fjalé pér online teatrin (pérfshiré Teatrin e té Shtypurve), territori
éshté ende i pashkelur, pasi ¢céshtja e aktivitetit fizik né internet hapésirén mbetet ende e
pazgjidhur.

Né kohé kur bashkeésité e téra ekzistuese po hyjné né internet dhe té reja po krijohen
gjithashtu né internet, disa institute té pérfshira né arsimin e larté té arteve, pérfshiré
artet skenike (té tilla si Universiteti Fontis pér arsim pér artet né Holandé)*? | cili pérdor
modelin SAMR dhe teknologjité e realitetit té ndryshuar), filluan té zhvillojné programe
kérkimore dhe teknologji se si té pérmirésohet cilésia e pérvojés - né performancé dhe
meésim - dhe sensin e pranisé né botén virtuale. A do té zévendésojné kéto teknologji té
reja praniné e vérteté fizike dhe a do té kompensojné cilésiné e pérvojés teatrore sic e
njohim ne? Me siguri, jo. Por, ne besojmé se pérmes hulumtimit té ¢céshtjes pér fizikalitetin
dhe pranisé né hapésirén e rrjetit, ato patjetér do té kontribuojné né cilésiné e té nxénit.
Projekti yné pér online Teatrin e té Shtypurve synon gjithashtu té kontribuojé né kété
drejtim.

12 https://fontys.nl/Professionals-en-werkgevers/Opleiding-
en-en-cursussen/Master-Kunsteducatie-deeltijd 1.htm?fbclid=IwAR1zKPnbD70t8W8xhqEvXHQGZ7__jIEIZi9yMNrAfq60-k20WuMPfA3ECJ8
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Teatri i té Shtypurve si dhe Forum Teatri si metoda e tij mé e njohur dhe mé popullore,
pérdor lojéra dhe ushtrime si pjesé e arsenalit té tij.

—

Lojérat kané pér géllim rritjen
e ekspresivitetit té trupit si
dérgues dhe marrés i
mesazheve. Lojérat jané njé
lloj dialogu dhe atyre u duhet
bashkébisedues. Loja éshté
ekstroverte. Disa nga lojérat
qé pérdoren né Teatrin e té
Shtypurve u zhvilluan nga njé
larmi lojérash pér fémijé, nga e
gjithé bota, dhe né fakt jané
adaptime. Pjesa tjetér u shpik
pérmes punés sé themeluesit /
babait té Teatrit té té
Shtypurve, veté Augusto Boal.
Nga ana tjetér, ushtrimet

pérfshijné lévizje fizike,
muskulore (frymémarrése,
motorike, vokale) dhe

pérdoren pér té ndihmuar
interpretuesit e Teatrit té té
Shtypurve té fitojné njohuri
dhe njohje mé té miré té trupit
té tyre, muskujve, nervave,
lidhjeve té tij me objekte té
tiera dhe trupa, me veté
hapésirén, etj. Ushtrimet né
Teatrin e té Shtypurve kané
pér géllim rritjen e
ndérgjegjésimit té organizmit dhe mekanizmave té tij, atrofive dhe hipertrofive té tij,
aftésisé pér rigjenerim, rindértim dhe riarmonizim. Cdo ushtrim éshté reflektim fizik i
aktorit / pjesémarrésit gé e kryen até. Né até kuptim, ushtrimi éshté njé lloj monologu,
introverce.

Lojérat dhe ushtrimet né TSH nuk vijné né formé "té izoluar", por jané mjaft té
ndérthurura. Adrian Jackson, njé nga bashképunétorét mé té ngushté té Augusto Boal, i
quan ata "gamesercises" - "ushtrime pér lojéra”, sepse ka shumé lojéra né ushtrimin dhe
shumé ushtrim né lojén. Dallimi varet nga qéllimi didaktik. Asnjé teatér nuk é&shté i
mundur pa frymén e lojés dhe kénagésisé - madje (ose sidomos) kur merret me tema "té
véshtira"!

Kur béhet fjalé pér online TSH, né té gjitha aktivitetet e tij- pérfshiré lojérat dhe ushtrimet,
prezantimet dhe aktivitetet e tjera, xhokeri dhe pjesémarrésit duhet té jené té
vetédijshém pér kamerén dhe réndésiné e saj si njé partner i padukshém gé duhet té
merret parasysh, té kihet parasysh dhe té shndérrohet né lojé. Si zbatohet kjo deklaraté
né praktiké gjaté online seance té TSH-sé? Pra, si pjesémarrés (pérfshiré xhokerin) duhet

17 13 Boal, Augusto (1992):"Games for actors and non-actors’,(Chapter 3: page 49), Routledge, London.



té pércaktoni hapésirén né té cilén uleni, Iévizni dhe béni aktivitete fizike gjaté sesionit. Kjo
éshté hapésira qé kamera kap né kompjuterin tuaj dhe éshté pjesé e kornizés sé
monitorit tuaj. Eshté e dobishme té shénohen kufijté e késaj hapésire, veganérisht nése
nuk jeni interpretues profesionist dhe / ose nése nuk jeni me pérvojé té luani para
kamerés. Pse? Thjesht sepse ajo gé béni gjaté TSH-sé, té gjitha aktivitetet - duhet té shihen
nga xhokeri, pjesémarreésit e tjeré dhe / ose audienca ; pérndryshe, nése jeni jashté syrit
té kamerés suaj dhe nuk jeni né kornizé, madje edhe nése performanca juaj éshté mé e
mira (fituese e Oskarit) do té jeté e pakuptimté nése té tjerét nuk mund té shohin dhe
komunikojné me ju si aktor / pjesémarrés. E njéjta gjé vlen edhe pér tingullin, késhtu qé
éshté vértet e késhillueshme té kontrolloni intensitetin e zérit tuaj pérkundér altoparlantit
qé pérdorni, vecanérisht kur jeni larg tij, me géllim té siguroheni se pjesémarrésit e tjeré
né sesion mund t'ju dégjojné. E gjithé kjo mund té tingéllojé sikur komentojmé dhe
deklarojmé gjéra gé jané shumé té dukshme; megjithaté, éshté e dobishme té kihet
parasysh dhe té pérgatitet sesioni i TSH-sé& né kohén e duhur; pérndryshe, shumé energji
dhe kohé do té humbej né zbulimin dhe zgjidhjen e kétyre problemeve gjaté sesionit,
duke rezultuar né zbatim mé pak efikas té planit té punés. Pér ta pérmbledhur: kini kujdes
se ku ndodhen kamera dhe mikrofoni juaj dhe luani edhe me ta si me partner té
padukshém, pasi ato jané "syté" dhe "veshét" e kolegéve tuaj - pjesémarrés té seancés
dhe / ose "syté" dhe "veshét" e audiencés suaj.

Né sistematizimin dhe pérpunimin e lojérave dhe ushtrimeve té pérdorura né TSH, Boal
fillon nga parimi se trupi i njeriut éshté unitet - njé térési e pandashme, aparati fizik dhe
mendor i té cilit jané té pandashém, gé éshté né pérputhje me punén e Stansilavski mbi
aktivitetin fizik dhe konkluzionet se ideté, emocionet dhe ndjesité jané té ndérthurura né
meényré té pazgjidhshme. "Lévizja e trupit” éshté "mendim dhe mendimi shprehet né
formé trupore” . Sé bashku me unitetin e paré - unitetin e aparatit fizik dhe mendor, Boal
pércakton unitetin e dyté - unitetin e pesé shqisave té cilat jané gjithashtu té ndérlidhura
dhe asnjéra prej tyre nuk ekziston ve¢gmas.

Shqisat vuajné né betején trupore me botén dhe ne fillojmé té ndiejmé shumé pak nga
ato gé prekim, té dégjojmé shumeé pak nga ato gé dégjojmé, té shohim shumé pak nga ato
gé shohim, etj; shumé shpesh né jetén e pérditshme, trupi pérshtatet me punén gé duhet
té béjé dhe fillon té ndiejé, dégjojé dhe shohé sipas profesionit té tij, duke zhvilluar atrofi
dhe hipertrofi. Qé&llimi i pérgjithshém i lojérave dhe ushtrimeve té Boal éshté prishja e
automatizmit té trupit dhe "profesionit” té tij, né ményré gé té riharmonizohet pér té
dérguar dhe marré té gjitha mesazhet e mundshme. Boal sistemon lojérat dhe ushtrimet
e pérdorura né TSH né pesé kategori. Né kategoriné e paré, géllimi éshté té kapércehet
hendeku midis prekjes dhe ndjenjés; né té dytén, midis dégjimit dhe zérit; né té tretén,
géllimi éshté té zhvillojmé disa shqgisa né té njéjtén kohé; né té katértén, té pérpigemi té
shohim até gé shohim dhe né kategoriné e pesté géllimi éshté té zgjojmé memorien e
shqisave.

Mé poshté jané shembuj té lojérave dhe ushtrimeve né secilén prej kétyre kategorive gé
shérbejné gjithashtu pér géllime specifike pér sa i pérket dinamikés dhe procesit té grupit.
Disa prej tyre jané modifikime dhe pérshtatje té lojérave / tutorialeve origjinale pér TSH
online.
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How 10 use exercises in ToQ?
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Shikoni videon mésimore se si té pérdorni ushtrimet pér TSH té disponueshme né
platformén - SEEYN learning house:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=387&forceview=1

Njohim até gé prekim: Kryqgin dhe rrethin

Temat kryesore: Koordinimi, zhvendosja midis trurit té majté dhe té djathté,
pérgendrimi

Madhésia e grupit: ¢cfarédo

Kohézgjatja: 5 min.

Rekuizita: nuk ka

Udhézime: Pjesémarreésit, té cilét jané né kémbé ose ulur, duhet té vizatojné njé rreth me
dorén e tyre té djathté. Mund té jeté i madh ose i vogél, nuk ka réndési. Kjo éshté detyré
e lehté. Pas njé kohe, moderatori / xhokeri u kérkon pjesémarrésve té ndalojné. U jep
udhézim té ri: té vizatojné kryg me dorén e majté. Kjo gjithashtu éshté detyré e lehté. Pas
pak, moderatori / xhokeri u kérkon atyre té ndalojné. Mé pas u jep udhézime té reja: té
kryejné té dyja detyrat né té njéjtén kohé. Atéheré béhet pothuajse e pamundur.
Teorikisht, ky duhet té jeté ushtrimi mé i lehté, megjithaté, pér shkak té€ mekanizimit toné
psikologjik dhe fizik, éshté mjaft e véshtiré kjo té arrihet praktikisht.

Tema kryesore: komunikimi verbal dhe jo verbal

Nén-tema: ritmi, pérgendrimi, dégjimi, bashképunimi, pérgjegjésia

Udhézime: Né punén me prani fizike, kjo l0jé béhet né cifte, dhe partnerét jané pérballé
njéri-tjetrit. Né online adaptimin, ciftet shkojné né njé dhomé té vecanté online dhe
shikohen pérmes monitorit, duke ndjekur té njéjtat rregulla si né versionin me prezencé
fizike. Detyra pér secilén palé éshté t& numérojé deri né tre, pa pushim, duke vendosur
dhe mbajtur njé rittm né numérim. Kur kryejné detyrén, partnerét ndérrohen gjaté gjithé
kohés né shqgiptimin e numrave. Rregulli éshté gé numrat thuhen gjithmoné né rendin
vijues: "1-2-3". Udhézimi i paré i xhokerit pér ciftet éshté té€ numérojné verbalisht. Cifteve
u jepet pak kohé pér té praktikuar dhe rregulluar ritmin e tyre. Pasi té kené sukses né kéte,
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udhézim té ri: té zévendésojné numrin "1" me njé pérplasje té duarve, ndérsa "2" dhe "3"
mbeten té numérohen verbalisht. Cifteve u jepet pak kohé pér ta praktikuar kété dhe pér
té rregulluar ritmin e tyre. Pasi té kené sukses, xhokeri paraget udhézim té ri: zévendésoni
numrin "2" me njé pérplasje me gishta, késhtu g&, numri "1" éshté njé pérplasje e duarve,
numri "2" éshté njé pérplasje e gishtave ndérsa "3" mbetet pér t'u numéruar verbalisht .
Cifteve u jepet pak kohé pér ta praktikuar kété dhe pér té vendosur njé ritém, dhe pasi té
kené sukses, xhokeri paraget udhézimin e fundit: zévendésoni numrin "3" duke trokitur
kémbén né dysheme; késhtu gé numri "1" é&shté pérplasje e duarve, numri "2" éshté
pérplasje e gishtave dhe numri "3" pérplasje me kémbé.

Pasi ciftet té kené praktikuar udhézimin e fundit, té gjitha dyshet mblidhen né dhomén
plenare dhe nése dikush déshiron, mund té béjé prezantim té lojés, duke respektuar té
gjitha ndryshimet e dhéna mé paré né udhézimet, duke filluar me numérimin verbal,
zévendésimin gradual té numrave verbalé me gjeste jo verbale dhe duke pérfunduar me
numeérim total joverbal.

Mbarimi: Rishikimi i pérvojés sé pjesémarrésve: Si kaluat? Cili ishte udhézimi mé i
véshtiré pér tu ndjekur? Cfaré ishte mé e lehté?

Temat kryesore: Lidhja e trupit dhe hapésirés, dinamizmi i disa shqisave, bashképunimi,
komunikimi jo verbal, krijimi i pérbashkét

Madhésia e grupit: ¢farédo

Kohézgjatja: 10-15 min.

Rekuizita: nuk ka

Udhézime: NEé versionin e pranisé fizike, kjo éshté njé lojé né té cilén merr pjesé i gjithé
grupi. Pjesémarrésit lévizin shumé shpejt népér hapésiré (por nuk vrapojné), duke u
siguruar gé té mos mbetet hapésiré bosh né dysheme; me fjalé té tjera, té gjithé jané
shpérndaré si grup né té gjithé dhomén. Né njé moment xhokeri thoté "ndalo", dhe
pjesémarrésit "ngrijné" né cilén do pjesé té dhomés dhe pozicionin né té cilin ndodhen
pér momentin. Né ményré ideale, nuk duhet té keté hapésiré boshe né dysheme.

Né nivelin tjetér, xhokeri zévendéson fjalén e théné "ndalo” duke pérplasur duart dhe
menjéheré thoté pjesét e trupit pérmes té cilave lidhen pjesémarrésit; pér shembull,
"vesh me péllémbé" ose "bérryl me gju" gé do té thoté gé pjesémarrésit béjné kontakt
fizik me njéri-tjetrin pérmes kétyre pjeséve té trupit. Udhézimet pér "pjesét e trupit” mund
té zévendésohen me numeér i pérplasjeve té duarve, gé shénon numrin e njerézve né njé
néngrup gé duhet té organizohen menjéheré pasi té dégjojné duartrokitjen, duke pritur
udhézime pér formacionin gqé duhet té béjné sé bashku, me trupat e tyre (p.sh. "Kulla e
Ajfelit”, "Heliké", "Karrige", "Elefant”, "Aeroplan”, etj.).

Né online adaptimin, kjo lojé kolektive kthehet né ushtrim individual: megjithaté, edhe né
njé online format, pjesémarrésit duhet té kené parasysh idené dhe géllimin fillestar té
lojés (pérkatésisht té pushtojné hapésirén me trupin e tyre, té ndjejné ritmin e té tjeréve
né grup dhe pér té sinkronizojné ritmin e tyre me ritmin e grupit, té bashképunojné me
pjesémarreésit e tjeré). Né adaptimin né Internet, secili pjesémarrés pushton hapésirén gé
ka (né shtépi ose zyré, para kamerés) duke lévizur trupin e tij. Né sinjalin "Stop", ata duhet
té pushtojné sa mé shumé hapésiré me trupin e tyre; né sinjalin me pérplasjen e duarve
dhe udhézimet pér pjesét e trupit, pjesémarrésit duhet té vendosin kontakt me kéto pjesé
té ndryshme té trupit té tyre. Ndérsa zhvillohet ushtrimi, xhokeri duhet té rrisé bastin dhe
ta béjé até fizikisht mé sfidues pér pjesémarrésit, duke rritur ritmin e lévizjeve ose ¢iftimin
e pjeséve té trupit gé nénkupton njé pozicion té trupit qé éshté mé e véshtiré pér tu
mbajtur dhe / ose ekuilibruar.
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Temat kryesore: Shkathtési pér té vérejtur dhe mbajtur mend ato gé jané paré
Madhésia e grupit: ¢cfarédo (puné né cifte)

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézime:

Né punén me prezencé fizike, kjo lojé luhet né 2 nén-grupe, té formuara né 2 rreshta té
kthyera njéri pérballé tjetrit dhe duke u vézhguar. Pastaj kthehen me shpiné dhe
ndryshojné disa detaje né pamjen e tyre, pas sé cilés kthehen pérballé tjetrit dhe shihen,
secili duhet té kuptojné se cilin element ka ndryshuar personi pérballé. Né online
adaptimin, kjo lojé luhet né cifte, né online dhoma té vecanta. Né vend gé t'i kthejné
shpinén njéri-tjetrit pasi té vrojtojné partnerin e tyre, né versionin online, partnerét mund
té mbyllin syté ndérsa ndryshojné detajet e pamjes sé tyre.

Temat kryesore: Shkathtési né vézhgim, koordinim dhe bashképunim

Madhésia e grupit: ¢cfarédo (puné né cifte)

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézimet: Té ndaré né cifte, né online dhoma té vecanta, pjesémarrésit luajné lojén
Pasqyré. Njéri prej tyre éshté subjekti "A", tjetri Eshté reflektimi "B". "A" - subjekti bén njé
seri lévizjesh, pérfshiré lévizjet trupore dhe ndryshimet e shprehjeve té fytyrés gé
reflektimi i partnerit té tij / saj "B" duhet té kopjojé né detajet mé té vogla. "A" duhet té jeté
I kujdesshém mos béjé lévizje té papritura gé do té ishte e pamundur té ndigen. Ideja
éshté gé té arrihet sinkronizimi i pérsosur i lévizjeve midis A dhe B, gé do té thoté se
bashképunimi midis partneréve éshté i detyrueshém. Né rastin ideal, njé vézhgues i
jashtém nuk mund té tregonte se cili prej tyre ishte udhéheqés dhe cili pasues.

Né versionin online loja mund té zgjaté njé kohé derisa partnerét té& harmonizohen c¢faré
éshté majtas, ¢faré djathtas (sepse njéri mund té pérdoré kamerén e pérparme dhe tjetri
kamerén e pasme). Kjo tingéllon mé lehté (pérmes provés dhe gabimit) sesa éshté né té
vértete.

Temat kryesore: Pérdorimi i shgisave pér té rikthyer kujtesén

Madhésia e grupit: ¢farédo

Kohézgjatja: 20-30 min.

Rekuizita: nuk ka

Udhézimet: Aktorét duhet té ulen té geté né karrige, plotésisht té relaksuar. Ngadalé, ata
duhet té lévizin secilén pjesé té trupit me radhé&, duke u pérgendruar vetém né até pjese,
vec e veg. Syté mbyllur. Pastaj xhokeri fillon t'i inkurajojé ata té kujtojné gjithcka qé ka
ndodhur njé naté mé paré, para se té shkojné né shtrat. Cdo detaj duhet té shogérohet me
ndjesi trupore, shije, eré, ndjesi prekése, forma, ngjyra, modele, thellési, tinguj, ton,
melodi, zhurmé, etj. Aktorét duhet té béjné njé pérpjekje té vecanté pér té kujtuar ndjesité
e tyre trupore dhe té pérpigen t'i pérjetojné pérséri. Pér té lehtésuar punén vetes, ata
duhet té pérsérisin lévizjet e trupit. Pér shembull, nése ka ngréné dicka natén e kaluar,
atéheré léviz buzét, gjuhén, gojén dhe pérpiget té shprehé shqisén pér nuhatje, etj. Nése
mendon pér dushin, atéheré shprehja e trupit dhe ujit dhe lIékurés dhe aroma béhen mé
té garta, ose nése éshté ecja gé ka béré, atéheré lévizjet e muskujve té kémbéve ose
thembrave, etj.
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Pas késaj, xhokeri vazhdon té pyesé. Tani ai u kérkon aktoréve té kujtojné se c¢faré u ka
ndodhur até méngjes: si u zgjuan, nése i zgjoi ndokush, zhurma e alarmit, zéri i personit,
nése dikush tjetér i zgjoi, té gjitha detajet e dhomés ku fjetén, sallén pér méngjes, ngjyrat,
zhurmat, tingujt ...

Mé pas pyet pér mjetet e transportit qé ata pérdorén - metro, autobus, taksi, makiné, pér
shokét e tyre té udhétimit, tingullin e mbylljes sé derés, etj. ... Mé né fund, mbérritja e tyre
né kété "hapésiré pér bisedé" né té cilén ndodhen - ké pané sé pari; z&rin e té cilit ata e
dégjua té parin; té japin pérshkrim shqgisor té dhomés dhe njerézve né té. Hapni syté, béni
krahasim.

Megenése hapésira e sigurt éshté njé nga kérkesat themelore pér punén né grup né
kontekst teatror edukativ, njé gamé e téré lojérash dhe ushtrimesh synojné té sigurojné
hapésiré té sigurt, pérmes prezantimit té pjesémarrésve, vendosjes sé rregullave
themelore, ushtrime pér ngrohje, argétim dhe ndarje. Gjaté gjithé procesit, hapésira e
sigurt ruhet dhe thellohet dhe zgjerohet mé tej duke fituar besim, komunikim dhe
bashképunim brenda grupit si bazat kryesore pér punén né ekip drejt njé géllimi té
pérbashkét - performancat né TSH. Mé poshté jané detajet dhe pérshkrimet e lojérave dhe
ushtrimeve specifike, si dhe késhilla dhe truget se si ato zbatohen pér géllime specifike té
procesit né grup, duke pérfshiré edhe adaptimet pér online.

Temat kryesore: ngrohja, energjizimi i pjesémarrésve, dinamizimi i disa shqisave
Nén-tema: memorizimi i emrave né grup

Madhésia e grupit: ¢farédo

Kohézgjatja: 5- 10 min.

Rekuizita: nuk ka

Udhézimet: Xhokeri u thoté pjesémarrésve "Shkruani emrin tuaj” me ndihmén e pjeséve
té trupit (5 min.) Personi i paré gé e shkruan e thoté emrin e pjesémarrésit tjetér, tjetri
vazhdon dhe e shkruan emrin me trupin dhe késhtu deri te pjesémarrési i fundit.

Temat kryesore: zgjimi i trupit dhe shpirtit, energjizimi i pjesémarrésve pér punén e
ardhshme mé té thellé

Madhésia e grupit: ¢farédo

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézime: Moderatori fton té gjithé aktorét / pjesémarrésit té ndjekin udhézimet gé ai /
ajo do té thoté gjaté ushtrimit. Para fillimit té aktivitetit, moderatori shpjegon kuptimin e
udhézimeve, té cilat jané:

Cohu - té gjithé cohen.
Uluni - té gjithé ulen né karrige;
Majtas - |évizni duart né té majté;
Djathtas - Iévizni duart né té djathté;
Lart - Ngrini duart sikur té pérpigeni té kapni tavanin;
Poshté - prekni dyshemené;
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Shkundni - vendosni duart né lartésiné e shpatullave dhe shkundni ato;

Pérgafim - pérgafohuni.

Moderatori tregon udhézimet dhe aktorét / pjesémarrésit i ndjekin ato. Kjo mund té
pérséritet disa heré, duke kombinuar udhézime té ndryshme. Né njé moment, moderatori
shpjegon se nga ai ¢ast e tutje, "rregullat” ndryshojné.

Kur lehtésuesit thoné "Cohu - té gjithé ulen. Ulu- do té thoté - ¢cohu.

Kur lehtésuesit thoné Majtas - té gjithé lévizin duart e tyre djathtas. Kur moderatori thoté
djathtas - té gjithé lévizin duart majtas.

Kur thoté Lart - kjo do té thoté poshté (té gjithé prekin dyshemené). Kur moderatori thoté
Poshté - té gjithé ngrené duart.

Kur thoté Shkund, kjo do té thoté pérgafim, kur do thoté Pérqgafim, kjo do té thoté Shkund.
Shénim pér moderatorin: Mos e ndryshoni ¢do rregull né té njéjtén kohé. Vendosni
rregullat e reja njé nga njé, né ményré qé pjesémarrésit té ndjekin ndryshimet. Gjithashtu
mund té shpikni udhézime té reja qé pérfshijné shprehje té fytyrés, pér shembull: fytyré té
trishtuar dhe fytyré té lumtur.

Temat kryesore: ushtrim pér ngritjen e atmosfereés, lojé zbavitése

Madhésia e grupit: ¢farédo

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézime: Ushtrim argétues dhe i shpejté ku i gjithé online grupi éshté né lévizje. Njé
person udhéheq duke théné disa fjali dhe lévizje, té tilla si: E marr topin, ndérsa tregon
sikur mbaj topin me té dy duart dhe grupi pérsérit fjaliné - e marr topin.

Udhéheqgési: E marr topin, duke treguar sikur e mban topi me té dy duart dhe té tjerét
pérsérisin fjaliné dhe lévizjen menjéheré pas: E marr topin.

Udhéheqeési: E vendos kétu, duke treguar shpatullén. Grupi pérsérit: E vendos kétu ...
Udhéheqgési: Luaj me topin, (pérsérit lIévizjen sikur luan me shpatullén me topin) ...Grupi
pérsérit: Luaj me topin.

Udhéheqési: pérsérit me njé ton mé té larté: Luaj me topin. Grupi: Luaj me topin ...
Udhéheqési: E marr topin (mendohet nga shpatulla) ... Grupi pérsérit: E marr topin ...
Udhéheqési: E vendos kétu (tregon kéllkun) Grupi pérsérit: E vendos kétu.

Drejtuesi: Luaj me top (duke béré Iévizje me kéllkun) Grupi pérsérit: Luaj me top.
Udhéheqési: E marr topin (nga kéllku) Grupi pérsérit: E marr topin ...

Udhéheqeési: E vendos kétu (tregon kokén). Grupi pérsérit: E vendos kétu ...

Udhéheqési: Luaj me top (lIéviz kokén sikur e godet topin) Luaj me top.

Udhéheqési: E marr topin (nga koka) Grupi pérsérit: E marr topin ...

Udhéheqési: E hedh topin. Grupi pérsérit: E hedh topin.

Temat kryesore: Njohja e vetvetes, komunikimi

Nén-temat: Dhénia dhe marrja e reagimeve, hulumtimi i identitetit, ndértimi i
ndjeshmérisé (empatisé)

Madhésia e grupit: ¢farédo

Kohézgjatja: 20 - 40 min.

Formati i performancés: Ndérveprim pérjetues, introspeksion

Rekuizita: nuk ka

Udhézimet: Kopjoni fagen pér Johari dritaren (Johari Window), ose ndani ekranin dhe
shénoni gjithcka pérveg "Hapur, E verbér, E fshehur, E Panjohur” ("Open, Blind, Hidden,
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Unknown").

Udhézime nga moderatori: Duke iu referuar diagramit té letrés, shpjegoni secilin katror
(shih shpjegimin mé poshté), duke dhéné shembuj té asaj gé mund té keté né secilén
fushé. Plotésoni emrin e secilit katror ndérsa kaloni shpjegimin. Pasi té keni identifikuar
katroret, ftoni njé vullnetar té "géndrojé" (e lusni vullnetarin té imagjinojé se géndron né
kuti) né secilén kuti dhe té punojé me mendim pér secilin katror me mbéshtetjen e grupit
dhe moderatorit. Shihni shpjegimet dhe renditjet e méposhtme:

1) Hapur:
a) Udhézim pér vullnetarin: “Thoni dicka gé dini pér veten tuaj dhe até gé té
tjerét diné pér ju. Pér shembull: "Uné kam floké kacgurrela". Pasi vullnetari té
pérgjigjet,

b) Konfirmoni me pjesémarrésit e tjeré se ata tashmé e kané ditur kété pér
vullnetarin. Nése éshté dicka qé ata nuk e dinin, kérkoni nga vullnetari té
provojé pérseéri.

2) E fshehur:

a) Udhézim pér vullnetarin: “Thoni dicka gé dini pér veten tuaj dhe pér té cilén
nuk mendoni se dikush né grup e di. Pér shembull: "Sporti im i preferuar
éshté futbolli”. Pasi vullnetari té pérgjigjet,

b) Konfirmoni me grupin se ata nuk e dinin kété rreth vullnetarit. Nése e kané
ditur, kérkoni nga vullnetari té provojé pérseéri.

3) E verbér:

a) Udhézim pér pjesémarrésit: “Mundohuni té pérmendni dicka rreth vullnetarit
pér té cilin ai / ajo mund té mos jeté i/e vetédijshém/e pér momentin. Pér
shembull:ai / ajo éshté kuzhinier i shkélgyeshém. Pas ¢do supozimi,

b) Konfirmoni me vullnetarin se pér kéto informacione deri tani nuk ka gené i
vetédijshém se i kané ditur prej mé paré. Nése éshté dicka tashmé e dimé,
kérkoni grupit té provojé pérséri.

4) E panjohur: Né kété katror éshté mé e véshtiré té zbulosh dicka té re pér vullnetarin.
Ndoshta nuk do té mund té identifikoni asgjé, por kaloni disa minuta duke
shgyrtuar mundésité.

a) Udhézim pér pjesémarrésit: “Té shohim nése mund ta ndihmojmé
[vullnetarin] té kuptojé dicka pér té cilén ai ose ajo mund té mos jeté né
dijeni pér momentin - dicka qé gjithashtu nuk e dimé as ne. Ményra e
vetme pér ta arritur até éshté té béni pyetje."

b) Inkurajoni grupin té béjé pyetje né lidhje me géllimin, objektivat (p.sh.,
Pse punoni punén gé po béni) ose pér gjérat gé i pélgen / nuk i pélgen,
etj. Qéllimi &shté té arrijmé né njé piké ku vullnetari do té mund té
nxjerré konkluzione pér veten pér té cilin paraprakisht nuk ka gené i
vetédijshém.

Zbulimi: Kjo mund té funksionojé shumé& miré pér inicimin e njé moduli mbi

ndérgjegjésimin kulturor, komunikimin / informacionin kthyes ose veté-njohjen.

Praktika: Kjo funksionon vecanérisht miré si mundési pér té praktikuar aftésité pér
informacione kthyese (vecanérisht né katrorin "Verbér"). Katroré "E panjohur” lejon
gjithashtu mé shumé veté-njohje pérmes pyetjeve té thella dhe dégjimeve.

Variacione: Nése koha lejon, ndani grupin né grupe té vogla me 3-5 persona dhe ftoni ata
gé té kalojné me radhé népér njé proces té ngjashém me njéri-tjetrin. Ata mund té
pérdorin rrjete tokésore ose thjesht t'i referohen diagramit té flip grafikut dhe té bisedojné
pér secilin katror.
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Debrifing: Pérve¢ 3 pyetjeve standarde, gjithashtu mund té pyesni:

- Cfaré ju befasoi?

- Cfaré mésove pér moshatarét ténd?

- Cilaishte sfida juaj mé e madhe?

- Si u ndiet né secilin katror? Cfaré ishte e lehté? Cfaré ishte véshtiré? Pse?

Temat kryesore: njohja e vetvetes, veté-zbulimi, veté-pérfagésimi

Madhésia e grupit: ¢cfarédo

Kohézgjatja: 20-30min

Rekuizita: sende té ndryshme, ¢cfarédo gofté

Udhézime:

Udhézime pér skenén: Secili pjesémarrés duhet té gjejé njé ose dy objekte pérreth.
Udhézime: Secili pjesémarrés prezanton veten pérmes temés. Ata kané 5 minuta kohé
pér t'u pérgatitur (té zgjedhin sipas intuités, té eksplorojné objektin, té mendojné pér té
dhe karakteristikat e tij, materialin nga i cili éshté béré dhe si ai lidhet me to; né fund té
béhen ai objekt / pérmes objektit té pérfagésojné veten e tyre). Q&llimi: prezantim mé i
thellé i vetes pérpara grupit, pérmes projeksionit.

Pér shembull: - Pérshéndetje, uné jam Xhon dhe fjala gé mé pérshkruan mé miré éshté
shkéndijé! Objekti im éshté ¢cakmak / llambé / gur. Besoj se objekti im sgaron pasionin tim
pér jetén, déshirén time pér té mésuar dhe eksploruar dhe kjo éshté arsyeja pse zgjodha
fjalén shkéndijé dhe cakmak pér té pérshkruar mé miré veten time.

Shénim pér moderatorin: Moderatori, nése é&shté e nevojshme, mund té inkurajojé
pjesémarrésin me pyetje qé shpjegojné lidhjen e objektit me personin né ményré gé té
nxisé diskutim mé té thellé.

Temat kryesore: veté-zbulimi, veté-prezantimi, ndértimi i ekipit pérmes artit, drames,

kéndimit

Madhésia e grupit: ¢cfarédo

Kohézgjatja: 20-30min (né varési té madhésisé sé grupit)

Rekuizita: nuk ka

Udhézime: Secili pjesémarrés duhet té€ mendojé pér historiné pas emrit té tij.

Udhézime nga moderatori: Ndani grupin né té paktén 3-4 pjesémarrés. Ata mund té jené

né dhoma té ndryshme né ZOOM Kku té gjithé do té tregojné historiné rreth emrit té tyre,

kush u ka dhéné emrin (nése e diné / mbajné mend), nése ka ndonjé kuptim, sa i

zakonshém éshté, nése njerézit kané véshtirési né shqiptim ose té mbajné mend emrin e

tyre, a u pélgen, a pérballen me ndonjé véshtirési / mospélgim né kontekste té caktuara

pér shkak té emrit té tyre etj.

- Pasi té gjithé kané ndaré historité e tyre, grupi duhet té vendosé / votojé pér
historiné mé té miré qé kané dégjuar

- Pasi té kené zgjedhur historiné mé té miré, ata duhet té krijojné shfaqgje, dramé,
kéngé, poezi ose thjesht ta tregojné até né ményré gé té paragesin historiné pasi té
kthehen né seancén plenare.

- Prezantimet mund té pérfshijné skena, tinguj, tregimin e storjes

- Kthehu né seancén plenare, secili grup ndan njé histori té emrit pérmes
prezantimeve krijuese: audio, kéngé, skenég, et;.
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Temat kryesore: fizikaliteti, shqisat

Madhésia e grupit: ¢farédo

Kohézgjatja: 10-20min

Rekuizita: karrige

Udhézime: Aktorét / pjesémarrésit eksplorojné funksionet e ndryshme té karriges. Ata
duhet té mendojné té paktén 10 ményra té pérdorimit té karriges, té pérdorin imagjinatén
e tyre dhe ta transformojné karrigen né: tavoling, partner, kapelé ose ¢farédo gé do tu vijé
né mendje dhe ta demonstrojné té njéjtén gjé.

Temat kryesore: improvizim, kreativitet

Madhésia e grupit: ¢farédo

Kohézgjatja: /

Rekuizita: nuk ka

Udhézime: Grupi harton skenén e improvizimit, pércakton situatén, protagonistét,

marrédhéniet midis aktoréve, vendin dhe kohén. Dy ose mé shumé njeréz interpretojné

skenén (dialogun) duke improvizuar. Té tjerét mund té shkruajné fjalé té caktuara né

opsionin pér bisedé (chat) gé aktorét do té duhet t'i pérdorin né shfagjen e tyre. Emocionet

mund té regjistrohen gjithashtu né ‘chat’, gé do té jeté detyra e interpretuesve ta aktrojné.

Temat kryesore: ngrohje, energjizimi i disa shqisave

Madhésia e grupit: ¢farédo

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézime: Aktorét / pjesémarrésit ulen né karriget e tyre. Muzika luan pérmes opsionit
Sound Sharing. Lehtésuesit u thoné té relaksohen, té mbyllin syté dhe té marrin frymé
thellé, disa heré. Kur grupi &shté i relaksuar, moderatori u thoté té imagjinojné se po béjné
lévizje vallézimi, vallézojné né muzikén qé dégjojné. Né njé moment, moderatori jep
udhézime té gjithé té pércaktojné njé koreografi té thjeshté té pérbéré nga 3 lévizje té
lidhura.

Né pjesén e dyté té ushtrimit, pasi aktorét / pjesémarrésit té kené sajuar koreografing,
moderatori i fton ata té kryejné lévizjet "live". Vijon prezantimi i koreografive.

Shénim pér moderatorin: Eshté e réndésishme gé té gjithé té kené hapésiré té
mjaftueshme té Iévizin dhe té kércejné.

Temat kryesore: ushtrime pér ngrohje dhe argétim; dinamizimi i disa shqisave; krijimi i
njé konteksti né té cilin pjesémarrésit mund té jené té lévizshém, té relaksuar dhe ku
mund té lejojné té jené camarroké

Madhésia e grupit: ¢farédo

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézime: Zakonisht kryhet me ecje né rreth té& madh, né versionin online, pjesémarrésit
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luajné lojén secili né hapésirén e tyre, por me idené dhe géllimin pér ta béré até né njé
rreth t&€ madh. Kéndohen 4 vargjet e para té kéngés. Ndérsa 4 vargjet e para kéndohen
normalisht, xhokeri u tregon pjesémarrésve se cfaré té béjné pas c¢do refreni. Me
prezantimin e secilit udhézim té ri, udhézimet e dhéna mé paré mbeten gjithashtu té
vlefshme. Udhézimet e xhokerit jané si mé poshté:

- 1: "Kokeén lart" (duart nén koké), pastaj pérséri kéndim i 4 vargjeve,;

- 2. "Duart jashté" (kokén lart, duart jashté), pastaj pérséri kendim i té njéjtave 4 vargje;

- 3. "Prapanicén larté" (kokén lart, duart jashté&, prapanicén lart), pastaj pérséri kéndimi i té
njéjtave 4 vargje;

- 4. "Gjunjét e bashkuar" (kokén lart, duart jashté, prapanicén pérpjeté, gjunjét té
bashkuar), pérséri kéndim

Temat kryesore: ngrohja e trupit dhe mendjes, marrédhénia trup-hapésiré, dinamizimi i
disa shqisave, fokusi, prania dhe vigjilenca

Madhésia e grupit: ¢farédo

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézime: Filloni me até gé moderatori thoté dicka té preket, pér shembull, "prek blu"
ose "prek digka té ngrohté". Pastaj, secili pjesémarrés duhet té Iévizé dhe preké dicka gé
éshté blu ose e ngrohté. Kjo mund té jeté dicka né tavolinén e tyre té punés, dicka nga
rrobat e tyre, ose dicka gé duhet té shkojné dhe ta gjejné né raftin e tyre té librave. Personi
I fundit gé gjen njé send té tillé duhet té zgjedhé vecoriné tjetér.

Nése déshironi té vendosni pak frymé konkurruese né ushtrim, jepuni atyre
pesémbédhjeté sekonda té gjejné dicka, té prekin dhe eliminoni ata lojtaré qé nuk arritén
té gjejné asgjé né kohé. Vazhdoni té luani dhe t'i béni gjérat mé té komplikuara ose té
zvogéloni kohén derisa té mbetet vetém njé lojtar. Mund té jeté gjithashtu efektive
pérséritja e disa raundeve té kétij ushtrimi gjaté punétorisé pér t'i mbajtur pjesémarrésit
gatishmeéri!

Temat kryesore: Lidhje mé e thellé dhe ndértim i pérparuar i besimit ndérmjet
pjesémarrésve; thyerja e izolimit, kapércimi i frikés nga personi tjetér, ndihmé pér
pjesémarrésit gé té heqin tabuté kulturore thellé té rrénjosura, pér prekjen e trupit (té tyre
ose té dikujt tjetér) dhe té preken nga dikush tjetér

Madhésia e grupit: ¢farédo

Kohézgjatja: 15-20min

Rekuizita: nuk ka

E réndésishme té kihet parasysh: Kjo 10jé, vecanérisht né seancé me prani fizike, béhet
pasi pjesémarreésit té njihen mjaft miré me njéri-tjetrin dhe pasi té vendosin njé hapésiré
té sigurt, rregulla themelore dhe atmosferé besimi né grup. Pérfundimisht nuk éshté
akullthyese dhe lojé fillestare pér njoftim!

Udhézime: Online pérshtatja e lojés "7 prekje dashurie"”, e cila né punétori me prani fizike
béhet me cifte, né néngrupe, madje edhe né grup mé té madh. Né online adaptimin, loja
béhet ushtrim individual pasi secili pjesémarrés prek veten e tij. Megjithaté, edhe né
formatin online, pjesémarrésit duhet té kené parasysh idené dhe géllimin origjinal té lojés
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(p.sh. té thyejné izolimin, té kapércejné frikén nga tjetri dhe tu ndihmojné pjesémarrésve
té heqin tabuné nga prekja e trupit té huaj ose té prekesh nga njé genie tjetér njerézore;
nése éshté e nevojshme, mund té pérdoret gjithashtu si lojé pér mésimin ndérkulturor, né
kété rast duhet té sigurohet kontekst i pérshtatshém - me theks té lojés né lidhje me
ndryshimet kulturore kur béhet fjalé pér prekjen dhe ndjenjén e prekjes (disa kombe jané
"mé té prekshém / prekés" krahasuar me Skandinavét ose Japonezét, pér shembull)
Pjesémarrésit udhézohen té mendojné pér 7 prekje té cilat do t'i b&jné né trup, gjé qé pér
ta paraget shprehje e dashurisé. Kéto prekje mund dhe duhet té jené né pjesé té
ndryshme té trupit: koké, gafé, kraharorin, gjymtyrét, si dhe pjesén e pérparme dhe té
pasme té trupit. Cdo prekje duhet té keté vendin / numrin e tij rendor. Pasi té zgjedhin dhe
té vendosin se cilat jané 7 prekjet e tyre té dashurisé, moderatori i udhézon té praktikojné
kéto 7 prekje dashurie, njé nga njé, me radhé, duke pérséritur sekuencén disa heré.
Moderatori u jep pjesémarrésve aq kohé sa mendon se u duhet té mésojné pérmendésh
sekuencén. Moderatori pastaj Iéshon muziké té kEndshme dhe getésuese (muziké klasike,
té themi Bah, éshté e pérshtatshme pér géllimin) dhe i udhézon pjesémarrésit té gjejné
ritmin e tyre té lévizjes qé éshté né pérputhje me ritmin e muzikés. Eshté shumé e
réndésishme gé ata té gjejné ritmin e tyre dhe té béjné ushtrimin "nga brenda jashté", té
mos e vézhgojné veten nga jashté dhe té mos mendojné "si duket lévizja" ose "a éshté e
bukur". Pasi té kené pércaktuar ritmin, pjesémarrésit mund té luajné sipas ritmit té
lévizjeve dhe gradimin e intensitetit. Si rezultat, krijohet njé pjesé e koreografisé:
individuale (né versionin online) ose duo / grup (né versionin fizik).

Temat kryesore: improvizim

Madhésia e grupit: ¢farédo

Kohézgjatja: /

Rekuizita: nuk ka

Udhézime: Njé aktor éshté para kamerés dhe bén aktivitete té ndryshme pér té treguar
nga vjen, ¢faré bén dhe ku shkon. Té tjerét duhet té pérpigen ta kuptojné até me kéto disa
hapa:

- Personi sapo hyri nga rruga,

- Gjendet né dhomén e pritjes,

- Sapo do té nxjerré dhémb;

- Vjen nga lokali,

- Gjendet né hollin e hotelit para se té ngjitet né dhomén e tij;

- Del nga shtépia e tij né méngjes,

- Gjendet né ashensor,

- Sapo do té fillojé té punojé né zyré, et;.

Temat kryesore: ndértimi i ekipit, puné né grupe

Madhésia e grupit: ¢farédo

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézime: Tregimi i historive si ményré té afrohen njerézit, té ndértojné marrédhénie
dhe té ndihmojné njéri-tjetrin. Rrathét me tregime i ndihmojné pjesémarrésit té zhvillojné,
sqarojné dhe strukturojné historiné gé duan té krijojné né mbéshtetje té grupit.

Béni gé i gjithé grupi né ményré virtuale té "formojné rreth” né video thirrjen dhe filloni
procesin késhtu: Personi i paré fillon historiné me njé fjali fillestare dhe njé fjali tjetér té28



paploté. Pér shembull: "Né ditélindjen e 35-té té Xhonit, té gjithé miqté dhe familja e tij
jané mbledhur rreth dhomés sé tij té ndenjes. Ai do té hyjé né shtépi pér befasing, por
atéheré..."

Tjetri plotéson fjaliné e méparshme dhe shton njé fjali tjetér té paploté. Né kété ményré,
secili pjesémarrés kontribuon né distancé derisa té gjithé té kené kaluar radhén. Qé&llimi
éshté té zhvillohet histori e kuptueshme e rrumbullakosur deri né fund té lojés! Jo vetém
gé tregimi i ngjarjeve i detyron ekipet té pérdorin talentet e tyre krijuese, por gjithashtu i
ndihmon ata té dégjojné njéri-tjetrin dhe té pérmirésojné bashképunimin né ekip.

Temat kryesore: forcimi i ekipit, puné né grup, fitimi i lehtésimit emocional

Madhésia e grupit: i gjithé grupi dhe né cifte

Kohézgjatja: 10 min.

Aftésité: pantomimé

Udhézime: Hidhni fytyrén - por kini kujdes se né cilin drejtim fryn era :)

Grupi géndron né rreth - ZOOM ka mundésiné té keté té gjithé grupin né ekran.
Moderatori u cakton numra pjesémarrésve 1-15 gé té jené té vetédijshém pér rendin e
tyre. Personi i paré tregon fytyrén e tij dhe e léviz pérpara kamerés, duke lévizur buzét,
syté, gjuhén, vetullat - gjithcka qé mund té pérdoret pér té béré njé fytyré groteske. Kjo
mund té béhet duke e fshehur fytyrén me duar dhe kur té jeté gati, higen duart dhe
tregohet fytyra gesharake. Pastaj i gjithé grupi imiton fytyrén. Kur lojtari i paré e sheh kété,
kthehet né pozicionin neutral né ményré qé té vazhdojé i radhés. Zakonisht kjo éshté mjaft
argétuese pér té gjithé dhe grupi me té vérteté relaksohet dhe lidhet né kété ményré.

Shénim pér moderatorin: Pjesén mé té madhe té jetés soné e kalojmé duke mbajtur té
njéjtén shprehje té fytyrés. Kjo lojé na lejon té provojmé mé shumeé shprehje dhe té dalim
nga zonat e rehatisé. Ndérsa kryejmé kété aktivitet, bEhemi té vetédijshém pér kufizimet
dhe fleksibilitetin toné.

Temat kryesore: Forcimi i ekipit

Madhésia e grupit: i gjithé grupi ose né cifte

Kohézgjatja: 15 min.

Aftésité: Zbatimi i kreativitetit, marrja e rrezigeve, spontaniteti, shprehja jo verbale,
Improvizimi

Udhézimet: Mund ta luajmé kété lojé né shumé ményra - né cifte ose me té gjithé grupin.
Njé ményré éshté gé grupi té géndrojé né rreth dhe njé lojtar té shkojé né gendér té rrethit
dhe té fillojé té béjé dicka. Kur béhet e qarté se c¢faré po bén ai / ajo, personi tjetér hyn
spontanisht ose hyn me radhé. Eshté mé miré kur éshté spontane, por mund té ndodhé
gé vetém disa njeréz té jené aktivé né lojé, ndérsa té tjerét té mbesin té pasigurt. Opsioni
kur jeni né ZOOM éshté té caktoni numrat e pjesémarrésve né ményré gé té gjithé té diné
saktésisht se kur té fillojné. Moderatori duhet té inkurajojé té gjithé pjesémarrésit té
luajné, dhe kjo mund té arrihet né shumé ményra té ndryshme - dikush mund té ndjeké
renditjen e rrethit ose ndonjé rend tjetér.

Kur futet lojtari tjetér brenda dhe pyet "Cfaré bén?!" Lojtari i paré i tregon atij gjéné e paré
gé do ti vijé né mend, né ményreé té pa lidhur me veprimin gé e shohim. P&r shembull, nése
lojtari kreh flokét, mund té pérgjigjet se po luan né piano. Ai/ ajo do té fillojé té béjé veprim
(luan piano) derisa pjesémarrési tjetér ta pyesé c¢faré bén.

2Pgér té ngrohur atmosferén dhe pér té inkurajuar lojtarét té pérgjigjen shpejt dhe né



ményré spontane - gjéja e paré gé té vjen né mendje - kjo lojé zakonisht luhet me té
vérteté shpejt.

Sigurisht, nuk duhet té harrojmé se ky aktivitet mund té pérdoret me grupe té ndryshme
dhe se mund té rregullohet né ményra té ndryshme, né varési té géllimit té vendosur nga
moderatori. Kjo lojé "stérvit" aftésité dhe liriné e improvizimit, reagime té shpejta dhe
spontane, shprehje joverbale dhe éshté shumé argétuese, késhtu qé duhet té shkaktojé
energji té miré dhe té rezultojé me té geshura né grup.

Pér shkak té pamundésisé pér ta béré kété aktivitet né ményré spontane né versionin
online (vonesa né kohé dhe imazh, situata kur ka 3 ose mé shumé njeréz aktiv né té njéjtén
kohé, dhe atéheré nuk e dimé ké po shikojmé, dicka gé do té zgjidhej lehtésisht né jetén
reale), moderatori para kohe e bén renditjen e grupit. Kjo éshté vetém né versionin online
- né jetén reale do ta bénim lojén né rreth, me njé person gjithmoné té jeté né mes dhe njé
tjetér gé pyet dhe e bén veprimin.

Kjo lojé mund té luhet edhe né cifte (gé kérkon reagime edhe mé té shpejta dhe shumé ide
té reja), dhe mund ta béjmé até né njé frymé garuese- njé cifte luan derisa té€ mos keté mé
ide, derisa té ndalet dhe té€ mos mund té shpiké mé ide té reja.

Teatri me imazhe éshté njé nga teknikat e metodés Teatri i té Shtypurve, qé pérdoret mé
shpesh si pjesé e procesit té Teatrit Forum, njé hap pérpara drejt zhvillimit té skenave té
forumit. Duke paré "Pemén e Teatrit té té Shtypurve" mund té shohim se teatri me imazhe
éshté pjesé e trungut té pemés, sé bashku me lojérat dhe Teatrin forum.
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Burimi:
http://www.forumoteatras.It/en/methodics/augusto-boal-tree-of-the-theatre-of-the-oppr
essed-165.htm

Imazhet e paraqgitura né kété formé teatri jané njé seri imazhesh aktive t& béra me
ndihmén e trupit (trupave) ose tablo gé dinamizohen (ringjallen) né ményra té ndryshme.
Imazhi éshté njé pjesé e réndésishme e metodologjisé, e cila pérfagéson bazén (rrénjét) e
Teatrit té té shtypurve, sé bashku me zérin dhe fjalén.

Pércjellja e njé mesazhi, ideje ose ndjenje pérmes njé imazhi kérkon thellim né thelbin e
problemit. Duke vepruar késhtu, nxirret pamja mé e singerté e interpretuesit pér kété

céshtje, kapet né momentin e pikturés. Imazhet I€né hapésiré té mjaftueshme pér
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"lexime" té ndryshme nga shikuesi dhe pér parashikime té pérvojave personale. Pér mé
tepér, ngjyrosja kulturore e pikturés shpeshheré éshté e pashmangshme, si¢c e konfirmoi
veté Augusto Boal duke eksploruar té njéjtat koncepte né kontinente dhe vende té
ndryshme me pérdorimin e Teatrit té Imazheve. Né pozicionin e trupit té interpretuesve,
shprehjet e tyre té fytyrés, lidhja e tyre me hapésirén dhe interpretuesit e tjeré, mund té
njihet lehtésisht konteksti shogéror i komunitetit.

Megjithése Teatri i Imazheve pérdoret rrallé si njé tekniké e vecanté, ai éshté njé mjet
shumé i dobishém pér té eksploruar géndrimet dhe emocionet e njerézve té pérfshiré né
procesin teatror. Mund té pérdoret pér té eksploruar tema shogérore té tilla si shtypja,
fugia, diskriminimi ose cilat do tema té tjera pér ndértimin e paqes, si dhe pér t& mésuar
se si té shohim me té vérteté até gé shohim ("leximi” subjektiv dhe objektiv i imazheve).
Praktikuesit né Teatrin e té Shtypurve pérdorin njé gamé té gjeré ushtrimesh gé mund té
zbatohen né njé larmi mjedisesh, individualisht ose né grupe. Imazhet e palévizshme /
skulpturat akoma mund té béhen individualisht, né cifte ose né grupe, varésisht prej
kuptimit dhe géllimit té aktivitetit.

Njé ményré pér té pérdorur Teatrin e Imazheve éshté t'u kérkohet nga pjesémarrésit té
béjné njé skulpturé / imazh si njé pérgjigje individuale ndaj koncepteve té ndryshme gé
jané té réndésishme pér pérpunim. Zakonisht, konceptet e para gé hulumtohen jané
arketipe (néna, pér shembull), por gjithashtu mund té pérdoren koncepte gé lidhen me
drejtésiné shoqgérore dhe pagen (té tilla si: konflikti, pushteti, shtypja, (pa) barazia, etj.).
Zakonisht, studentét té rreshtuar né njé rreth duhet té krijojné imazhe fizike né pérgjigje
té njé teme té caktuar dhe ata duhet ta béjné kété shpejt, pa mendim paraprak.

Si té pérdoret ushtrimi ‘pasqyré'? Shikoni video udhézimin né internet né
http://www.seeyn.org/elearning/mod/hvp/view.php?id=454&forceview=1 /
https://www.youtube.com/watch?v=8Uw7ZTJENeA&feature=emb _title

Video tutarial: How to use Mirroring?

How ta use kot ing 3

Njé ményré tjetér pér ta pérdorur teknikén e teatrit té imazheve éshté gé té ndahen
grupet né cifte ose grupe mé té vogla, ku njé person, duke vepruar si skulptor, i formon té
tjerét si statuja, duke pérdorur vetém teknikén e prekjes ose pasqgyrimit (shih mé shumé
rreth ushtrimit - pasqyré, né udhézimin) Kjo béhet pa pérdorimin e fjaléve, vetém pérmes
trupit.

Diskutimi gé vijon pas prezantimit té imazheve éshté shumé i réndésishém dhe mund té
jeté njé hap i réndésishém drejt dinamizimit té imazhit, por edhe drejt krijimit té skenave
té performancés / skenave né teatrin e forumit. PErdorimi i késaj metode online éshté njé
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sfidé, por éshté e realizueshme. Edhe pse puna né grupe nuk mund té zbatohet né njé
mjedis real, bota digjitale ofron mjete té tjera qé mund té pérdoren pér té njéjtin géllim
(pér shembull:
pérdorimi i fotove). Teatri i Imazheve né Internet prapéseprapé mund té inkurajojé
pjesémarrésit té shprehin ideté, piképamjet dhe ndjenjat e tyre pér céshtje té
réndésishme.

Imazhi i botés

Temat kryesore: Eksplorimi i problemeve sociale, fizikaliteti, shprehja joverbale, pérballja
me ngjarjet fillestare té shtypjes

Madhésia e grupit: Cfarédo

Kohézgjatja: 20-40min

Rekuizita: nuk ka

Udhézimet: Pjesémarrésit jané me sy té lidhura. Pastaj moderatori thoté njé fjalé dhe té
gjithé béjné imazhin e tyre qé pérfagéson até fjalé. (p.sh. "shkollé") Imazhi pérfagéson
mendimet, emocionet e tyre, gjéja e paré gé u erdhi né mendje kur dégjuan até fjalé /
koncept. Moderatori u thoté atyre té jené pjesémarrés aktivé dhe i inkurajon té jené té
cuditshém dhe Kkrijues né bérjen e imazheve. Moderatori gjithashtu u thoté
pjesémarrésve se ata mund té shpikin tregimin, por do té ishte mé miré nése éshté e
vérteté dhe ata paragesin historiné / mendimin / géndrimin e tyre personal.

Moderatori numéron nga 5, dhe né 1 té gjithé hapin syté dhe paragesin imazhin e tyre.
Dikush éshté i ftuar té "shkojé né mes" gé ta béjé imazhin e tij, té tjerét komentojné duke

dhéné komente objektive ("gjuri éshté i pérkulur”, "syté jané té mbyllura”, "gishti tregon
drejt dyshemesé", etj.), Dhe vézhgime subjektive (" ajo éshté e hutuar "," ai éshté i
zeméruar "etj.) Né skenat e véna online, ai gé shfag imazhin mund té shihet nga té tjerét,

duke pérdorur opsionin ZOOM - Reflektor pér té gjithé.

Moderatori i kujton pjesémarrésit té jené té vetédijshém se ne i projektojmé pérvojat
personale né ato gé shohim né figuré. Personi gé paraget imazhin nuk duhet té tregojé
pjesén tjetér pér kuptimin e imazhit té tij / saj / tyre.

Moderatori mund t'i thoté grupit té béjé imazhe té fjaléve / temave té ndryshme. Disa prej
tyre mund té jené: teatér, dhuné, page, néné, forcé, konflikt, dhuné, gyteti im / vendi /
fshati / qyteti. Kur ndihem i fugishém /i pafuqgishém ...

Shénim pér moderatorin: Ndérsa kryeni aktivitetin, éshté e réndésishme té inkurajoni
diskutimin duke béré pyetje. Pyetjet e sugjeruara pér diskutim:

- Cfaré shohim né imazhin?

- Cfaré paraget imazhi?

- Si ndihet personi né imazh?

- Cfaré e hap kété skulpturé / pikturé si pyetje?

- Si lidhet ky imazh me ndértimin e pages / shtypjes?

Kéto pyetje mund té pérdoren né ¢do ushtrim té Teatrit té Imazheve.
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Temat kryesore: fizikalitet, hulumtim mbi problemet shogérore, té shprehurit joverbal
Madhésia e grupit: ¢cfarédo

Kohézgjatja: 20-40min

Rekuizita: nuk ka

Udhézimet: Té ndaré né grupe, pjesémarrésit kané pér detyré té béjné njé imazh pér
familjen. Pérmes atij imazhi ata duhet té tregojné marrédhéniet midis anétaréve té
familjes, té paragesin njé dité / situaté tipike né jetén e tyre. Pasi té kené mbaruar
pérpunimin e imazheve, ata prezantohen. Né& cilésimet né internet, ushtrimi mund té
béhet duke pérdorur opsionin e dhomeés sé vecanté (pér té ndaré pjesémarrésit né grupe)
dhe opsionin e kapjes sé ekranit (njé person né grup éshté "regjisori" dhe bén njé foto té
imazhit té marré nga grupi). Imazhet / imazhet paragiten né dhomén plenare.

Shénim pér moderatorin: Eshté e mundur gé grupet e vogla té paragesin dhuné né
familje, fuginé e njé anétari té familjes mbi té tjerét, etj. Kjo mund té jeté njé pikénisje pér
diskutimin e ¢éshtjeve té réndésishme shoqgérore dhe marrédhéniet e fuqiseé.

Variacioni: Ushtrimi gjithashtu mund té keté ton gesharak dhe mund té pérdoret pér
géllime té ndryshme. Mund té pérdoret si njé ushtrim ngrohje nése fasilitatori i thoté
grupit té krijojé njé familje me: lepuj, minj, mace, avokaté, mjeké, et;.

Temat kryesore: fizikalitet, shprehje joverbale, puné né grupe

Madhésia e grupit: Cfarédo

Kohézgjatja: 30-50 min

Rekuzite: nuk ka / pajisje (kompjuter) dhe ZOOM aplikacion

Udhézimet: Té ndaré né grupe té vogla, pjesémarrésit zgjedhin temén / historiné gé i
intereson dhe u zgjon pasionin. Sé bashku ata krijojné njé imazh té pérbashkét me
ndihmén e trupave té tyre qé e pérfagéson até histori.

Njé person né grup éshté "regjisor”. Ai person drejton grupin dhe me sceenshot bén
fotografi t& imazhit té grupit. Disa nga temat gé mund té hapen kétu jané: shtypja;
ndértimi i pages; dhuna; shembuj konkreté té shtypjes nga komuniteti i tyre, etj.

Temat kryesore: fizikalitet, shprehje joverbale, puné né grupe

Madhésia e grupit: ¢cfarédo

Kohézgjatja: 20-40min

Rekuizita: nuk ka

Udhézimet: Njé person bén skulpturé / pikturé. Tjetri vazhdon té krijojé njé imazh té ri. Ky
imazh éshté béré né ményré gé té plotésohet i méparshmi, té béhet njé relacion, njé
histori... Personi i paré largohet, i dyti géndron dhe njé person i ri ftohet té béjé imazh
tjetér pér ta pérfunduar fotografiné gé po paragitet. Moderatori hap diskutim rreth
imazheve, duke béré pyetje té tilla si: ¢faré éshté lidhja midis personazheve; ku zhviohet
kjo situaté, etj.

Shénim pér moderatorin: Né cilésimet e rrjetit, ky ushtrim mund té kryhet duke pérdorur
mjetin 'Spotlight for Everyone' e ZOOM. Mund té vini né dukje (spotight) personin gé
pérfagéson imazhin, ta higni nga gendra e vémendjes (remove spotlight) dhe mé pas té
etiketoni njé pjesémarrés tjetér. ZOOM Pro ju lejon gé njékohésisgt té vini né gendwr tw
vwmendjes shumé pérdorues né té njéjtén kohé (né gendér té vémendjes).
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Temat kryesore: fizikalitet, shprehje joverbale, puné né grupe

Madhésia e grupit: ¢cfarédo

Kohézgjatja: 20-30min

Rekuizita: nuk ka

Udhézimet: Secili pjesémarrés paraget njé imazh té shtypjes. Kur secili paraget
fotografiné e tij, moderatori fton interpretuesit / pjesémarrésit té krijojné njé imazh pér
liriné. Né fund, té gjithé duhet té béjné njé fotografi gé pérfagéson njé hap gé duhet té
hidhet né ményré gé té mund té kalojmé nga shtypja te liria. Né fazén e fundit té
ushtrimit, ata lidhin tre imazhet, duke rezultuar né njé lloj koreografie.

Temat kryesore: veté-realizimi, veté-pozicionimi

Madhésia e grupit: ¢cfarédo

Kohézgjatja: 20 min

Rekuizita: nuk ka

Udhézimet: Cdo person merr njé numeér né njé bisedé private. Ekzistojné numra nga 1 né
5, té cilét pérfagésojné sasiné e fuqisé dhe statusin shoqgéror té personit (1 - si niveli mé i
larté i fuqisé; 5- niveli mé i ulét i fuqisé dhe statusit né shogéri). Pjesémarrésit duhet té
marrin né konsideraté se cili grup / individ ka até nivel té fuqisé né shogéri. Kur
pércaktojné njé grup, ata duhet té marrin parasysh tingullin dhe lévizjen gé do té
pérfagésonte até grup.

Aktorét / pjesémarrésit jané té ndaré né dhoma té vecanta online (né meényré té
rastésishme) dhe kané pér detyré té veprojné né pérputhje me statusin dhe fuqiné /
pafuginé e tyre dhe té kryejné tingullin dhe Iévizjen gé e kané sajuar. Ata mund t'i ndjekin
té tjerét dhe té krijojné lidhje me ta dhe nése mendojné se duhet, ata mund t'i ndryshojné
lévizjet dhe tinguijt e tyre.

Ushtrimet e skalitjes pérdoren shpesh si pjesé e procesit té teatrit té& imazheve. Ka shumé

variacione té ushtrimeve té skalitjes. Disa nga ato variacione jané:

1. Skulptor dhe argjilé. Pjesémarrésit ndahen né cifte, né dhoma té vecanta online.
Njéri éshté skulptori dhe tjetri &shté argjila. Skulptori jep udhézime pér argjilén (ku
té lévizé, si té vendoset). Udhézimet mund té jené verbale dhe té fytyrés (skulptori
mund té pérdoré edhe opsionin ‘chat’), por éshté e réndésishme té mos
pérmendim idené e skulpturés gé ata duan té béjné. Tema e skulpturés mund té
jeté njé ndjenjé, njé céshtje sociale, etj.

2. Muzeu i skulpturave. Procesi i bérjes sé skulpturés éshté i njéjté si né ushtrimin e
méparshém (skulptor dhe argjilé), por kétu pjesémarrésit jané té ftuar té tregojné
skulpturat e tyre dhe t'i paragesin ato né "muzeun e skulpturave". Ata mund té
krijojné tregim gé shpjegon skulpturén e tyre, historiné pas skulpturés, etj.

3. Shumeé skulptoré skalitin njé person. Pjesémarrésit ndahen né grupe té vogla (né
dhoma té vecanta ZOOM). Njé person éshté "argjilé" dhe té tjerét jané skulptoré,
ata pérpigen té sinkronizohen dhe ta béjné skulpturén me té njéjtén temé. Secili
duhet té kontribuojé né krijimin e skulpturés.

4, Njé person bén shumé skulptura. Njé person éshté skulptor dhe i skalit té tjerét né
njé imazh té pérbashkét. Pas késaj, skulptori pozicionohet né imazhin. Ky ushtrim
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shpesh pérdoret pér t'u zhytur né tregime dhe tema personale, ku skulptori tregon njé
tregim pér shtypjen, njé shembull personal ose tregim té njerézve té tjeré gé ai ose ajo i
konsideron té réndésishme dhe emocionuese.

Dinamizimi i imazheve éshté animimi i imazheve, duke pérdorur njé larmi teknikash,
futjen e zérit dhe lévizjen e imazhit, por gjithashtu duke zhvilluar marrédhénie midis
tblove individuale. Dinamizimi ndihmon interpretuesit té thellohen né ¢éshtjen shogérore
me té cilén merren; shérben si njé hap drejt zhvillimit té skenave té forumit dhe si njé
ushtrim pér zhvillimin e karakterit. Mund té béhet né shumé ményra:

1.
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Pasi secili interpretues / pjesémarrés té keté krijuar fotografiné e tij individuale, dy
ose mé shumeé njeréz ftohen té ndajné fotografité e tyre né gendér té rrethit. Né
kété ményré ata béjné njé tablo grupi, e cila mund té dinamizohet duke shtuar
tinguj dhe lévizje.

Njé person ose grup krijon imazh, dhe pjesa tjetér e interpretuesve mund té

shtojné tinguj né imazhin. Ata zakonisht mund ta béjné kété duke hyré né skeng,

duke goditur interpretuesin mbi supe dhe duke théné fjalén qé personazhi e thoté
né skené ose e mendon né situatén e dhéné.

Njé person ndan imazhet e tij né njé rreth, dhe té tjerét mund té lidhin duke béré

imazhet e tyre né krahasim me imazhin e artistit.

Secili personazh né imazh kérkohet t'i flasé me zé té larté mendimet e tij pa lévizur

pér 30 sekonda. Kjo mund t'i ndihmojé pjesémarrésit / interpretuesit té kuptojné

personazhet e tyre dhe rolin e tyre né skené / imazh.

Secili personazh né fotografi kérkohet té prodhojé njé tingull té pérséritur dhe té

béjé lévizje mekanike. Moderatori mund té luajé rolin e "dirigjentit”, i cili mund té

"kycé" dhe "shkycé" secilin pjesémarrés duke i trokitur mbi supe. Kur jané té

"kycur", pjesémarrésit vazhdimisht pérsérisin tingullin dhe lévizjen e tyre.

Performuesit né skené duhet té lévizin ngadalé pér té shprehur déshirat e

personazheve té tyre.

Performuesit gé paragesin njé imazh té njé lloj shtypjeje ftohen té krijojné "imazhin

e déshiruar”, njé imazh ku shtypja nuk ekziston. Mé vong, ata duhet té béjné njé

fotografi qé éshté njé hap midis kétyre dy fotove, duke iu pérgjigjur pyetjes: Cfaré

duhet béré pér té arritur kété "imazh té déshiruar"? Né fazén pérfundimtare té
ushtrimit, pjesémarrésit / interpretuesit paraqgesin té gjitha imazhet (3) né té njéjtén

kohé, duke u pérpjekur té béjné lévizje té papenguara nga imazhi i paré (imazhi i

shtypjes) te i fundit (imazhi i déshiruar).

Bérja e njé kénge nga perspektiva e protagonistit dhe / ose shtypésit té& imazhit

mund té jeté njé nga ményrat e dinamizimit té imazheve (duke i béré ato "té gjalla™),

ku pjesémarrésit / interpretuesit mund té futen mé thellé né personazhet dhe
déshirat, motivet e tyre, etj. Pjesémarrésit mund té béjné kéngé duke pérdorur
teknika té ndryshme:

- Stili i liré. Pjesémarrésve / interpretuesve u jepet detyra e pérgjithshme pér
té béré njé poezi nga kéndvéshtrimi i karakterit té tyre ose nga
kéndvéshtrimi i ndonjé personazhi. Poezia mund té jeté e cdo zhanri.

- Shkrimi i kéngés duke pérdorur skicé / rittm. Moderatori mund té sigurojé
skicén e kéngés pér pjesémarrésit dhe ata ta zhvillojné mé tej até.

- Trup i jashtézakonshém. Njé metodé me té cilén béhet njé koleksion i fjaléve
né ményré kolektive. Secili pjesémarrés / interpretues i shton pérbérjes né
rend, ose duke ndjekur rregullin (p.sh. "mbiemér, emér, ndajfolje, folje, emér
mbiemeér”, si né "Rosa e gjelbér e kéndoi émbélsisht vajtimin e tmerrshém™)
ose kur éshté e lejueshme té shihet vetém fundi i asaj gé e ka shtuar personi



Video tutarial: Dynamization of images

Dynamization of images 0 ad

Watch later

Udhézuesi video pér animimin e imazheve éshté né dispozicion né:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=455&forceview=1 dhe
https://www.youtube.com/watch?v=A4LK30ZQ4Zk&feature=emb _title

Teatri i té Shtypurve (TSH) éshté fizik, sensual dhe pjesémarrés. Gjetja e tregimit ndodh né
njé komunitet ku TSH pérdor gasje té ndryshme pér té té ardhur deri te tregimi gé do té
tregohet. Ai pérfshin njé séré ushtrimesh té ndérmarra nga teknika té tilla si teatri i
imazheve, teatri i gazetave, teatri i forumit, riprodhimi, teatri ne arsim, teatri né
komunitet, terapia e dramés, teatri pér zhvillim, etj.

Fasilitatori zakonisht pérgendron grupin né efektet e dukshme, té pérditshme té
gjendjeve gé lejojné ekzistimin e problemeve dhe konflikteve. Duke pérdorur teknika té
ndryshme, ne analizojmé ¢éshtjet e konfliktit té theksuara nga pjesémarrésit dhe krijojmé
ményra pér t'i kryer/aktruar. Kur pérdor Teatrin e Imazheve me qéllim pér té gérmuar njé
tregim, xhokeri pérdor skulptura té béra nga trupat e pjesémarrésve si imazhe shtypjeje,
pastaj pérdor ato asociacione dhe i lidh ato me kontekstin. Ose, xhokeri i pérdor gazetat
lokale pér té treguar tregime specifike té shtypjes té pranishme dhe té réndésishme né
njé komunitet té vecanté né até kohé. Té gjitha teknikat e zhvilluara brenda kornizave té
Teatrit té té Shtypurve tregojné pérmirésimin dhe zgjimin e té ashtuquajturve
konkretizimi i té Shtypurve. (Pedagogjia e té shtypurve nga Freire)®® Me fjalé té tjera,
né ményré gé té merremi me shtypjen dhe aspekte té ndryshme té jetés, ne duhet disi té
arrijme vetédijen pér kété shtypje dhe aftésiné pér té paré ményra pér gjetjen e fuqisé pér
ta ndryshuar veten. Kjo krijon njé mundési pér pjesémarrésit e punétorisé té artikulojné
njé teatér interaktiv pér ¢céshtje relevante dhe té krijojné dicka me shumé shérbim pér
komunitetet e tyre. Shkurtimisht, trashégimia e kétij lloji teatri tashmé éshté pérmendur
si zgjimi dhe metaksi i té shtypurve, aktoréve dhe / ose shikuesve. Qé&llimi éshté gé té
pérfshihnemi né betejat e personazheve, tregimet e jetés reale, té cilat ne i njohim si
luftimet tona. Jo pér té thyer shtypjen, por pér té krijuar njé komunitet té shéndetshém,
siguri dhe paqge.

15 Freir, PaoloP (2017): Pedagogjia e té shtypurve, Pinguin Books, Brazil
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Kétu éshté njé shembull i njé studimi té rastit: né vitin 2018, "Gjérat gé dua t'i them, por
kurré s'do t'i them", u krijua né shkollén e mesme gjimnazin Druga né Sarajevé dhe zbatoi
metodologjiné se si té formonte pérfagésim té njé kérkimi anonim té kryer né shkollé.

What I want
to say but
never will
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Njé pjesé e madhe e njohurive nga té cilat doli teatri i té shtypurve u fituan gjaté punés né
arsim. Grupi i teatrit rinor ReACT zhvilloi njé sondazh anonim dhe sé pari béri njé mjedis
tre minutésh pérmes vizitave né klasé gé i frymézoi nxénésit t'u pérgjigjeshin tre pyetjeve
themelore té sondazhit: "Cfaré do té thuash"? "Kujt doni t'ia thoni kété?" "Pse nuk do ta
thuash kété?" Duke eksploruar kéto pyetje té thjeshta, por intime, u krijua njé shfagje me
mendime dhe dialogje duke filluar nga tema gesharake deri te temat dramatike, duke
inkurajuar audiencén té reagojé dhe té mendojé mé miré pér marrédhénien toné.

Shfagja flet pér njé mésues i cili merr rolin udhéhegés né hulumtimin e problemeve té
ndryshme pér té cilét adoleshentét nuk guxojné té flasin dhe 15 nxénés né skené, gé
pérfagésojné njé klasé tipike. Kjo shfagje pérdori metodén e teatrit né forum, ku rolin e
xhokerit e mori veté mésuesi-aktor, i cili gysh né fillim komunikonte vazhdimisht me
audiencén (prindérit, mésuesit, véllezérit e motrat, anétarét e komunitetit), té vetédijshém
se roli i tij éshté té veprojé né ményré spontane, imagjinare dhe terapeutike né drejtim té
lidhjes sé aktoréve me audiencén dhe té formojé dialog gé do té ¢conte né njé zgjidhje té
mundshme té c¢éshtjeve té ngritura né shfagje. Disa nga c¢éshtjet e ngritura gjaté
performancés ishin; homoseksualiteti, anoreksia, komunikimi i gabuar me prindérit,
hendeku i brezave, problemet me mésuesit, mosrespektimi, varésité, dhuna né familje,
abuzimi.

Té gjitha pyetjet u hapén pérmes monologjeve, dialogjeve dhe vendosjes sé njé atmosfere
té ngrohté midis aktoréve dhe mésuesit. Strategjité pér vlerésimin e forum teatrit jané té
drejtuara nga konteksti dhe kané té béjné kryesisht me dhénien e zé&rit pjesémarrésve -
aktoréve dhe spekt-aktoréve. Késhtu, vlerésimi pérgendrohet kryesisht né até qé
interpretohet né vend té asaj se si zbatohet né ményré gé té keté efekt mé té gjeré tek
individét dhe komunitetet.

Mé poshté jané mjetet dhe disa shembuj konkreté té aktiviteteve qgé mund té pérdoren né
ményré efektive pér té kérkuar histori shtypjeje né komunitetin e pjesémarrésve:

Teatri i imazheve (shih disa kapituj mé sipér) éshté mjeti mé i pérdorur meé sé gjeri dhe mé
sé shpeshti i TSH pér adresimin e ¢éshtjeve me interes pér pjesémarrésit e sesioneve té
TSH, pérfshiré shtypjen e pranishme né komunitetin e tyre. Me prezantimin e Teatrit té
imazheve, xhokeri jo vetém qé i pajis pjesémarrésit me mjetet e TSH, por gjithashtu krijon
kontekst dhe mjedis té sigurt pér shfagjen e temave dhe tregimeve. Edhe pérmes
imazheve fillestare, xhokeri mund té marré njé ide té garté se cilat tema rikumbojné fort
me pjesémarrésit e pérfshiré dhe do té rikumbojné me audiencén mé té gjeré gjaté
sesionit té teatrit né forum. Njé gjé e réndésishme pér té mbajtur né mend gjaté procesit
té gérmimit / gjetjes sé tregimit éshté qé pjesémarrésit duhet té kujdesen vértet pér
temén / tregimin, qofté personale apo jo; ata duhet té tregojné respekt, sepse megjithéaté
éshté histori personale e dikujt dhe ata duhet té tregojné ndjeshmeéri. Pér shembull,
veprimtaria "Imazhi i botés" e pérshkruar mé sipér né kapitullin 9. Teatri i imazheve mund
té pérdoret pér té gjetur tema dhe tregime gé jané té réndésishme dhe jehojné te
pjesémarrésit dhe komuniteti. Xhokeri mund té prezantojé fjalét / temat e méposhtme
ndérsa bén ngrohjen e pjesémarrésve:

Fjalét / temat: teatér, paqge, néné, pushtet, konflikt. Pastaj xhokeri / fasilitatori paraget fjalé
shtypjeje. Pjesémarrésit marrin imazhet e tyre, dhe xhokeri / fasilitatori fotografon
ekranin (screenshot) me imazhin e secilit (né varési té madhésisé sé grupit, xhokeri e ndan
grupin né néngrupe dhe i ndan ata né dhoma online té vecanta ose bén aktivitetin né
grupin plenar); atéheré xhokeri / fasilitatori bén njé mozaik té pamjeve té ekranit dhe i

ndan me té gjithé ndérsa i analizon sé bashku.
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Analiza e imazhit (vazhdim): Njé temé e re u jepet pjesémarrésve, p.sh. "Lufta" ose "Teatri"
dhe secili pjesémarrés bén imazhin e tij. Fasilitatori pyet: Cfaré mund té pérfaqésojé ky
imazh? A éshté metaforé? Cfaré ndjenje po shpreh personi? (Kini parasysh se rrallé mund
t'i shohim gjérat me objektivitet. Gjéja mé e réndésishme éshté gé imazhi té béjé njé
térési, duke treguar té gjithé pérvojén me shkollén, luftén, etj. Kjo &shté njé ményré pér té
prezantuar botén e brendshme). Imazhet mund té ndihmojné té sugjeroni gjéra dhe tema
gé nuk mund t'i shprehim me fjalé; késhtu Teatri i imazheve ndihmon shumé. Gjithashtu
mund t'i sigurojé personit njé strategji pér té zbuluar se si ndihet. Personi, imazhi i té cilit
éshté duke u analizuar do té mésojé. Ashtu si té gjithé té tjerét.
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Njé ményré tjetér pér té ardhur deri te tregimet e shtypjes éshté duke kérkuar dhe
eksploruar simbolet e shtypjes. Mé poshté vijon njé shembull konkret i veprimtarisé né
até drejtim:

Temat kryesore: Shtypja dhe pushteti

Madhésia e grupit: ¢farédo

Kohézgjatja: 30-40min

Rekuizita: fleté letre, laps / stilolaps

Udhézimet: (hyrje né temén e shtypjes)

1. Fasilitatori u kérkon aktoréve / pjesémarrésve té€ mendojné pér shtypjen né shoqgéri dhe
simbolet qé pérfagésojné shtypjen dhe fuginé. Ata mund té shkruajné ideté e tyre
fillestare né opsionin ‘chat'.

2. Fasilitatori motivon aktorét / pjesémarrésit pér té eksploruar hapésirén pérreth tyre
dhe pér té gjetur njé simbol gé pérfagéson fugi ose shtypje. Mund té jené grupe gé kané
pushtet né shogéri, grupe qé pérdorin fugi mbi grupe té tjera, ose individé né shoqgéri gé
pérdorin fuginé e tyre mbi diké.

3. Pasi aktorét / pjesémarrésit té kené zgjedhur simbolin, ata tani duhet té kérkojné njé
simbol qé pérfagéson grupin e shtypur kundér té cilit pérdoret pushteti.

4. Aktorét / pjesémarrésit lidhin objektet dhe duhet té zhvillojné tregimin, njé situaté
specifike, njé shembull té shtypjes gé ata jané pérpjekur té shprehin pérmes objekteve.
5. Shkémbimi i tregimeve.

Shénim pér fasilitatorin: Inkurajoni aktorét / pjesémarrésit té mendojné pér objekte té
ndryshme gé mund té pérfagésojné fuqginé dhe shtypjen. Mund té sugjeroni dicka nga si
vijon:

- Kravata: si simbol i mbizotérimit mashkullor

- Karrige: si simbol i fuqisé, statusit

- Uniforma

Teatri i Gazetés éshté njé séré ushtrimesh dhe teknikash ku burimi kryesor pér kérkime
mbi temat sociale jané gazetat. Teatri i gazetave e pércjell shikuesin drejtpérdrejt me
realitetin e fakteve té paraqgitura né lajme. Cdokush mund ta praktikojé até. Teknika e paré
e pérdorur éshté leximi i lajmeve, qarté dhe singerisht, pa koment ose mendim. Kjo mund
té arrihet duke lexuar thjesht ve¢cmas nga konteksti i gazetés, nga formati fillestar. Njé
tekniké tjetér mund té pérfshijé leximin e krygézuar - dy artikuj lexohen né ményré té
krygézuar, njéri hedh drité mbi tjetrin, duke e shpjeguar até, duke i dhéné atij njé
dimension té ri. Ekziston gjithashtu mundésia e veprimit paralel ku aktorét veprojné gjaté
leximit té lajmeve gé tregojné kontekstin né té cilin ka ndodhur me té vérteté ngjarja e
raportuar, pér shembull, dikush dégjon lajmet dhe sheh njé veprim gé e plotéson até
vizualisht.
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Pasi pjesémarrésit té gjejné histori té shtypjes nga komuniteti i tyre dhe t'i ndajné ato né
njé grup té madh (pérmes teatrit ose ndryshe), xhokeri/ fasilitatori e ndan grupin né disa
nén-grupe. Numri i néngrupeve varet nga numri i pérgjithshém i pjesémarrésve, por
zakonisht duhet té keté 3-5 pjesémarrés né secilin néngrup. Xhokeri krijon dhoma online
té vecanta pér secilin néngrup dhe i ndan pjesémarrésit né dhoma ku pjesémarrésit
diskutojné pér historité e ndara né plenum dhe vendosin se cila histori jehon mé shumé
me ta, pérkatésisht cilén do té donin ta zhvillonin né skené. Pér mé tepér, ata diskutojné
marrédhéniet midis personazheve, zgjedhin njé skené (a) kryesore té konfliktit dhe / ose
pérfagésojné shtypjen qé ata do té pérgatisin dhe paragesin, diskutojné kontekstin /
rrethanat e dhéna né té cilat zhvillohet skena dhe ndajné rolet mes vete. Né rastin kur
prezantimi pérbéhet nga disa skena, kur kéto skena ushtrohen (dhe prezantohen mé
voné) vetém aktorét gé luajné role né kéto skena kané kamerat dhe mikrofonat e tyre té
ndezur; té gjithé té tjeréve u jané té fikura. Xnokeri shénon aktorét gé luajné né skené me
veglén 'spotlight’.

Dramaturgjia e Teatrit té té Shtypurve
Pjesémarrésit interpretojné skena / shfagje. Udhézimet gé ata marrin jané si vijon:
. Performanca duhet té paraqgesé njé lloj konflikti, pa zgjidhje
Té paktén njé sekuencé duhet té pérmbajé dialog
Duhet té lidhet me ¢éshtjen né lidhje me temén e ndértimit té pages
Mund té jeté eksperimentale, nuk duhet té jeté e tipit klasik, mund té jeté njé
shfagje, audio dramé, fotografi, monologje, tinguj, skulptura, etj.

Duke pérdorur shprehjet greke "protagonist” dhe "antagonist”, Forum teatri pérpiget té
tregojé njé person (protagonist) i cili pérpiget té merret me shtypjen dhe déshton pér
shkak té rezistencés ndaj njé ose mé shumé pengesave (antagonistéve).

Né teatrin e té shtypurve, béhet njé tregim, dramé ose aktrim i shkurtér gé pasqyron njé
problem apo sfidé me té cilén pérballemi dhe stimulon mendjen e publikut.

Diskutimi i publikut pas pérfundimit dramatik i ndihmon té pranishmit t& njohin njé
model pérgjigjeje ndaj problemit, bazuar né disa nga zgjidhjet e mundshme gé ka ofruar
ose paraqitur publiku. Pérfitimet pér shikuesit pérfshijné zgjerimin e njohurive té tyre pér
jetén; pérgatitje pér situata té papritura ose té panjohura; inkurajim pér té folur publikisht
pér tema té réndésishme; forcimin e unitetit familjar dhe inkurajimin e individéve té
béhen pérgjegjés pér zgjedhjet e tyre dhe té ndérmarrin veprime pozitive.

16 Boal, Augusto, Punétori té Teatrit té té Shtypurve, konferenca mars 1996 dhe 1997 né Universitetin e Nebraskés,
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Kjo me géllim gé t'u ofrojé shikuesve mundésiné pér té eksploruar ¢éshtje sociale, pér t'u
siguruar atyre gasje né problemet e jetés dhe pér té gjetur mundési té ndryshme pér
ndérhyrje pérmes shembujve konkreté dramatik.

Disa nga faktorét gé e béjné shfagjen efektive jané: pérdorimi i dramés pér ta béré
problemin mé té drejtpérdrejté emocionalisht; mundésia pér grupe té ndryshme
shogérore dhe moshe té ndajné pérvojé té pérbashkét; zgjerimin e njohurive té té rinjve
dhe té rriturve pér jetén; ekspozimi ndaj pérvojés sé késhillimit pér shkémbim emocional
dhe intelektual né njé atmosferé mbéshtetjeje; legjitimimi i veprimeve dhe sjelljeve
pozitive né mendjet e shikuesve té rinj; zhvillimi i t& menduarit kolektiv ose individual né
kérkim té drejtimeve té mundshme pozitive pér problemet e jetés né ményrén e tyre.

Personi gé déshiron té ndértojé njé karakter duhet té japé gjithcka nga vetja pér té ditur
gjithcka gé éshté e mundur né lidhje me karakterin gé ai déshiron té ndértojé. Nuk éshté
¢céshtje vetém e paraqitjes sé fakteve né lidhje me karakterin, por duhet té thellohemi pér
té kuptuar motivet, sfondin / historiné e personazhit, té kaluarén e tyre dhe si ka ndikuar
kjo né zhvillimin e karakterit gé ata duan té krijojné ose kuptojné.

JINYHW couMjanHN 1 BO3PaCcHW rpynn Aa cnojenaT 3aelHNYKO VCKYCTBO; NpoLUMpyBame
Ha 3HaeHeTo Ha MJ1aAnTe 1 BO3PaCHUTE 3a XXMBOTOT; U3/I0OXEHOCT Ha NCKYCTBOTO Ha KOH-

VyiTadvid d CVIUOTVIBHdA VI VIATC Vd d Dda3VICHd bUO dlVIOLDECEPDa c

MN3NpaHke Ha NO3NTUBHW MNOCTANKn N ogHeECyBake BO YMOBUTE Ha MJ1IagnNTe rnedayw;
pa3Boj Ha KONEKTUBHO U NHANBWAYATHO pPa3sMnClyBal€ BO MOTpara rno MOXXHW rno3n-

TUBHU HACOKM KOH XVBOTHUTE NMPo61eMn Ha CBOj HAUNH.
Video tutorial: Developing a character

Chapter 9: Developing a character

__i i

Njé udhézues video pér ndértimin e karakterit éshté né dispozicion né:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=388 dhe
https://www.youtube.com/watch?v=YSTXjI5U4SM&feature=emb _title

Bérja e pyetjeve né lidhje me karakterin jo vetém gé ndihmon né krijimin e njé karakteri
realist, t& besueshém, por shpesh pyetjet e rastésishme rezultojné né informacione té
reja né lidhje me karakterin qé e ndihmon autorin té kapércejé kufizimet e tij. 42



Imagjinoni se si karakteri &shté ulur prané jush dhe ju ushgen me informacione pér veten
e tij. Pastaj plotésoni pérgjigjet e pyetjeve si¢ i merrni. Né varési té karakterit tuaj, ju mund
té gjeni shumeé pyetje té tjera gé mund té shtroni gé do t'ju japin njé pasqyré shtesé mbi
karakterin dhe mé shumé material pér tregimin tuaj gé do té pasurojé pérshkrimin tuaj
dhe do ta béjé karakterin t& duket mé tre-dimensional pér lexuesit. Pyetésori i karakterit
éshté ményré e shkélgyeshme pér ta béré trurin toné té punojé né drejtime té reja, ndikon
né ményrén toné té menduarit dhe ndihmon pér té kuptuar larminé.Mund té vijojné
pyetje gé lidhen me: praniné fizike, karakterin, sjelljen, géndrimet, migté dhe familjen,
marrédhéniet, e kaluara dhe e ardhmja, dashuria, konflikti, puna, edukimi, hobi, gjérat e
preferuara, tiparet, natyra shpirtérore, vlerat, jeta e pérditshme. Pyetje té pérgjithshme
pér zhvillimin e karakterit: Cilat ishin éndrrat / déshirat e personazhit si fémijé? Cfaré
éndérron personazhi pér té ardhmen e tij? Cili ishte momenti kryesor né té kaluarén /
biografia personale gé i béri ata gé jané tani? Cili &shté roli i personazhit né tregimin? Cila
éshté dinamika midis personazhit dhe personazheve té tjeré pérreth tij? Si shprehet jeta e
brendshme pérmes trupit?

Temat kryesore: ndértimi i karakterit

Madhésia e grupit: ¢cfarédo

Kohézgjatja: /

Rekuizita: nuk ka

Udhézimet: Moderatori u jep pjesémarrésve njé listé fjalésh dhe shpjegon se ata kané 3
minuta kohé gé té shkruajné dicka pér veten e tyre né lidhje me fjalét e dhéna.

Pér shembull, nése fjala "Londér" éshté né listé, ata mund té thoné: "Uné shkova né
Londér muajin e kaluar" ose "Londra éshté vendi ku njé dité uné do té doja té jetoja.”

Né fund té atyre 3 minutave, fasilitatori u kérkon studentéve té ndajné informacionin e
tyre me té tjerét (né hapésira té vogla ose né seancé plenare).

Fjalét gé mund té pérdoren:

. luleshtrydhe
. londra

. kampim

. qiell

. njé vit

Temat kryesore: ndértimi i karakterit

Madhésia e grupit: ¢cfarédo

Kohézgjatja: /

Rekuizita: nuk ka

Udhézimet: Cdo person né grup mendon pér njé send. Nése sendi éshté né dhomén e
tyre ata nuk duhet ta tregojné até para kamerés dhe pjesémarrésve té tjeré né fillim, nése
sendi nuk éshté né dhomé, ai mund té jeté njé send imagjinar gé té gjithé mund ta
zgjedhin. Nga ana tjetér, pjesémarrésit sillen sikur té ishin ai objekt, béjné imazh té
objektit, imitojné objektin, flasin sikur té ishin ai objekt. Prezantojné si duket, si ndihet, si
géndron, pranojné pamijen fizike té objektit, i imagjinojné emocionet, besimet, éndrrat,
shpresat dhe déshirat e objektit. Pasi secili té keté shpjeguar objektin e tij / saj té zgjedhur,
meé voné nése déshiron mund té krijojé lidhje me objekt tjetér, diké gqé pjesémarrésit e
kané prezantuar. Si kombinohen? Pse? Cfaré mund té rezultojé nga kjo? A mund té
ndértoni njé histori té shkurtér me tema té kombinuara? Cila éshté korrelacioni i tyre?
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Temat kryesore: ndértimi i karakterit

Madhésia e grupit: ¢cfarédo

Kohézgjatja: 10 min.

Rekuizita: nuk ka

Udhézimet: Pérgendrohuni né Kkarakterizimin kur emocionet ndryshojné shpeijt.
Moderatori shpjegon se secili né fund do té numérojné deri né 20 sé bashku dhe ndérsa
moderatori numéron, ata do té lévizin népér emocione té ndryshme duke i shprehur ato
me zérat dhe trupat e tyre.

Filloni me Numrat me fat nga 1 - 5, pastaj futni numrat pikéllues dhe késhtu me radhé:

1-5 - Fat

6-10 - | zeméruar
10-15 - | pikélluar
15-20 - Fat

Variacione: Ndérroni me numra té ndryshém ose emocione té ndryshme.

Numeéroni né rreth individualisht.

Zévendésoni numrat me radhé nga njé monolog ose skenar gqé duhet té ushtrohet, njé
person lexon, ndérsa té tjerét reagojné emocionalisht ndaj historisé.

Temat kryesore: Aftési komunikimi

Madhésia e grupit: ¢cfarédo

Kohézgjatja: 20 - 40 min.

Rekuizita: nuk ka

Udhézimet: Grupi éshté i ndaré né dy grupe. Jepini secilit grup tema pér te cilat ata mund

té diskutojné dhe caktoni kohé sa gjaté déshironi té flisni pér njé temé té caktuar. Secili

grup duhet té gjejé ményré té mbéshtesé ideté / besimet e veta, faktet, stereotipet, mitet

bazuar né temén dhe géndrimin gé u éshté dhéné.

Si fillim, ka dy karrige té nxehta, njé pér secilin grup. Dy pjesémarrés, njé nga secili grup,

zéné vendin e tyre dhe fillojné té flasin pér pozicionin e tyre né lidhje me kété temé. Pas

disa minutash, pjesémarrésit né grupet e tyre mund té ngrené dorén dhe té kérkojné té

zévendésojné anétarin e ekipit té tyre, té zéné vendin e tyre dhe té vazhdojné diskutimin.

- Religjion - person fetar kundér njé ateisti;

- Té drejta té barabarta - té drejta té barabarta pér té gjithé né vend gé burrat té
dominojné botén (seksizmi kundrejt feminizmit);

- Edukimi i fémijéve - edukimi i fémijéve me disipliné té rrepté pérkundrejt lejimit té
fémijéve té jené té liré, duke i lejuar té béjné gabime, duke i udhéhequr ngadalé;

- Jeta né fshat kundrejt jetés né qgytet;

- Ndértimi i mé shumeé rrugéve infrastrukturore, fabrikave pér punésim pérkundrejt
lIénies mé shumé gjelbérimit dhe ruajtjes sé mjedisit jetésor;

- Bashképunim kundrejt konkurrencés.

Qéllimi éshté té lehtésojé dialogun dhe t'u mundésojé pjesémarrésve té gjejné zgjidhje
pér problemet me té cilat pérballen, duke ndaré histori bazuar né pérvojén e shtypjes. Né
njé faré ményre, éshté transformues sepse shtypési éshté gjithmoné né publik né ndonjé
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manifestim. Ai / ajo éshté gjithmoné pjesé e komunitetit té gjallé, qofté né njé nivel mikro
apo makro, si individ apo si fugi e brendshme. Teatri forum ndihmon pér t'i dhéné fund
cikleve té shtypjes pérmes pérdorimit té teatrit né té cilin edhe té shtypurit dhe shtypésit
e shohin veten né skené si njeréz té vérteté dhe anétaré té ligjshém té komunitetit té
pérfshiré né betejat e tyre komplekse.

Ky éshté njé teatér gé lind nga procesi dhe problemet né komunitet dhe ofron hapésiré
pér zérat gé nuk dégjohen shpesh né teatrin e zakonshém; diskutohen ¢éshtje pér té cilat
diskutohen rrallé dhe mundésia pér pjesémarrje té té gjithé komunitetit Eshté proces dhe
vleré terapeutike. Paraget mundési pér dialog krijues té bazuar né komunitetin.

Teatri krijohet dhe interpretohet nga anétarét e komunitetit gé jetojné me problemet gé
shqyrtohen.

Pjesémarreésit krijojné lojé té shkurtér, e cila interpretohet njé heré, ku publiku mund té
shohé situatén dhe problemin e paraqitur. Historia zhvillohet deri né momentin e krizés
dhe ndalet kétu, pa ofruar zgjidhje. Né Teatrin Forum, shfaqgja shfaget pérséri, me
mundésiné gé anétarét e publikut té ngrijné lirisht veprimin dhe té ndérhyjné né ¢do
moment kur ata do té identifikojné shtypjen. Njé anétar i publikut mund té pérplasé duart
ose té thoté "ndalo"”, madje té ngjitet né skené dhe té ofrojé ose provojé ndonjé ide.
Aktorét e tjeré reagojné né suazat e personazheve té tyre. Kjo quhet ndérhyrje. Shfaqgja
duhet té projektohet pér té inkurajuar publikun té shkojé pértej hapésirés sé teatrit.
Ndérhyrja ndodh kur anétarét e publikut mendojné se situata aq i térheq saqé ata
mendojné se nuk kané zgjidhje tjetér vegse té béjné dicka.

Eshté e réndésishme té pérmendet se personazhet e shtypésit dhe té shtypurit jané té
lidhur, né kuptim teatral, ndonjéheré mund té jeté i njéjti karakter. Ato jané pjesé
integrale e té njéjtit rrjet dhe pasqyrojné té njéjtat modele té sjelljes. Nése duam t'i japim
fund ciklit té shtypjes, forcimi i té shtypurve éshté vetém njé hap né njé numér hapash qé
¢cojné drejt shérimit té njé rrjeti ose komuniteti mé té madh.

Ndérhyrjet jané ftesé gé publiku té ngjitet né skené té zévendésojé njé person té shtypur
dhe té provojé idené e thyerjes sé shtypjes. Shfagjet qé krijojmé duhet té pérmbajné sa
mé shumé kompleksitetin e jetés reale. Pér shembull, burrat zévendésojné graté, graté
zévendésojné burrat, té rinjté zévendésojné té moshuarit, té pasurit zévendésojné té
varfrit dhe anasjelltas, etj. Ky éshté procesi i t¢ mésuarit té njé komuniteti aktiv pérmes
dialogut té thellé dhe té miréfillté, bazuar né empati dhe besim. Né projektin e Teatrit
Forum, aktorét dhe regjisori nuk e shkruajné kurré storjen. Ajo qé personazhet i thoné
njéri-tjetrit buron nga ndérveprimi midis xhokerit (shih Roli i Xhokerit) dhe aktoréve gé
jané anétaré té komunitetit. Ajo gé fitojmé éshté zéri i vérteté i interpretuesve. Kur béhet
fjalé pér hapésirén né internet dhe opsionet ZOOM pér ndérhyrjet e xhokerit, pérdorni
opsionin pér fokusim (spotlight). Xhokeri mund té pérfshihet me fokusimin e dikujt dhe
nése nevojitet ndérhyrje mund té béhen pyetje té tilla si:

- Cfaré paté tani?

- Si do ta pérshkruanit situatén?

- A éshté kjo njé dilemé reale?

- Me cilin nga personazhet identifikoheni dhe rolin e kujt do té merrnit?

- Cili personazh po pérballet me problemin?

Pasi té provohen disa zgjidhje ose pasi veprimi do té ndalet, xhokeri mund té pyesé:
- A e zgjidhém situatén ashtu si¢ e prisnim?
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Kur pjesémarrési merr njé rol, mund té pérdorim reflektorin (spotlight) pér té pércaktuar
me saktési rolin e ndérmarré. Eshté e réndésishme té ndértohet konsensus midis
pjesémarrésve se até gé e shohin éshté ajo pér té cilén jané pajtuar. Xhokeri gjithmoné
mund té ndalojé skenén dhe té sigurohet gé pjesémarrésit té jené né pérputhje me
ményrén se si zhvillohet situata. Xhokeri gjithmoné mund t'u thoté pjesémarrésve té
flasin né cifte ose t'i ndajé né dhoma té vecanta qé té pérgatiten pér ndérhyrje. Eshté e
réndésishme té ofroni gjithmoné njé shans dhe té pérdorni platformén pér té formuar

Video luborial The robe of the Jokes

Tha 124 o T'a JokiT

Video udhézim pér rolin e xhokerit éshté né dispozicion né
http://www.seeyn.org/elearning/mod/hvp/view.php?id=391 dhe
https://www.youtube.com/watch?v=XY7gLEbXNxY&feature=emb _title

Njé komponent ky¢ i Teatrit Forum éshté roli i moderatorit, i njohur si Xhoker. Augusto
Boal pérdori termin Xhoker pér té frymézuar dhe treguar funksionin e tij. Praktikimi i
Teatrit té té Shtypurve pésoi njé ndryshim revolucionar kur gjaté njé shfagjeje njé
spektator nga publiku doli spontanisht né skené dhe ndérhyri né veprimin e shfagjes.
Boal e kuptoi se u shemb muri i katért midis aktorit dhe publikut, i cili &shté pikérisht ajo
gé kérkohet né njé teatér té ndérgjegjshém politik.

Xhoker luan rolin kryesor né tejkalimin e dy botéve té shfaqgjes (botés imagjinare) dhe
publikut (botés reale) duke iu drejtuar shikuesve dhe personazheve drejtpérdrejt dhe
duke lehtésuar ndérveprimet e tyre. Xhoker éshté zakonisht regjisor ose trajner i njé
kompanie teatri ose edukator grupor.

Xhokeri té sjell né mendje komedianin mesjetar té oborrit mbretéror, i cili kishte lejé té
pérgeshé institucionin geverisés dhe té tregojé té vértetat e véshtira né njé ményré té
gjallé dhe zbavités. Xhoker-i mishéron fuginé krijuese duke manipuluar me shkathtési me
shumé elementé. Xhokeri e mban té hapur procesin dramatik dhe nuk i lejon
pjesémarrésit té gjejné zgjidhje té lehta ose té thjeshta (Boal e quan Xhokerin
"pérkegésues” né vend té "lehtésuesit").

Roli i xhokerit éshté té krijojé ¢rregullime duke u dhéné zé njerézve gé normalisht nuk do
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té dégjoheshin ose duke inkurajuar individét té shfaqgin zéra té kundért. Kéto ¢rregullime
meé pas vendosin dinamikén e grupit gqé rezulton me ndryshime. Duket se roli kryesor i
xhokerit éshté té provokojé krijimtari kolektive duke krijuar kushte né té cilat me siguri do
té paraqitet dicka e re. Xhokeri éshté aty pér té shembur murin e katért gé nga fillimi.
Shkémbimi i dy botéve té shfagjes midis aktoréve dhe publikut njihet si metaksa
(méndafsh) ndérsa xhokeri éshté personi mé i réndésishém qé hap derén ndérmjet tyre.
Falé kontributit té tij, e ashtuquajturi metaksa ndodh dhe transformohet.

Gjendja e pérkatésisé sé ploté dhe té njekohshme né dy boté té ndryshme, autonome:
imazhi i realitetit dhe realiteti i figurés. Pjesémarrésit ndajné dhe u pérkasin kétyre dy
botéve autonome; realiteti i tyre dhe imazhi i realitetit té tyre gé ata veté kané krijuar
(Boal, 1995)

Roli i xhokerit éshté té krijojé klimé besimi dhe mbéshtetje té ndérsjellé pér té& ndihmuar
komunitetin té kalojé ndjenja té pasigurisé, frikés, konfuzionit dhe dyshimit né vetvete.
Pérdorimi i gjuhés teatrale pér té ndihmuar komunitetet té€ béhen mé té lidhura dhe
késhtu mé té gjalla, mé kreative dhe té afta té shkaktojné ndryshime ka efekt vértet
fuqizues. Termi praktiké kétu éshté veprimi gé rezulton nga kéto reflektime. Xhokeri ka
shumé funksione, té gjitha teatrale. Xhokeri duhet té jeté empatik, por nuk duhet té jeté
né rolin e késhilltarit ose terapistit. Xhokeri éshté njékohésisht njé regjisor teatri dhe
person pér mbéshtetje, por ai nuk duhet té keté shumé pushtet sepse do té largohet nga
komuniteti pasi procesi té keté mbaruar. Xhokeri duhet té jeté né gjendje té kuptojé dhe
t'u shérbejé nevojave té publikut dhe té krijojé hapésiré té sigurt pér shprehje, si dhe té
menaxhojé rezultatet e ideve nga publiku dhe té udhézojé komunikimin e drejtpérdrejté
me publikun.

Duhet té theksohet se procesi nuk duhet asnjéheré té ekzistojé si formulé pér té
shmangur até té veprojé mekanikisht. Funksionimi né kuadér té paradigmés e
véshtiréson njohjen e problemeve té njé komuniteti té vecanté. Nése e trajtojmeé
komunitetin si njé makiné gé gjithmoné do té reagojé né té njéjtén ményré ndaj té njéjtit
ushtrim, do té humbasim aftésiné toné pér té dégjuar me té vérteté, pér té paré me té
vérteté dhe pér té béré ndryshim. Xhokeri bén hap né até drejtim qé éshté i réndésishém
pér kété komunitet, pér kété moment té vecanté, kétu dhe tani. Cfaré pyetje mund t'i béjé
xhokeri grupit ose publikut éshté thelbésore sepse nxjerr pérgjigje té menjéhershme. Té
praktikosh rolin e xhokerit né hapésirén e rrjetit &shté e ngjashme si me praniné fizike,
sepse roli i tij éshté té ndérmjetésojé né diskutimin midis aktoréve dhe "spekt- aktoréve".
"Spect -actor"- spekt -aktor, éshté term i Boal, dhe si¢ sugjeron veté emri, éshté figuré qé
banon géllimisht dhe me vetédije té dy botét, vézhgon dhe vepron. Pér spekt-aktorin
shpesh mendohet se ka ndjenja empatie ndaj karakterin dramatik. Ekzistojné tre
pretendime té réndésishme té cilat duhet té shqyrtohen gjaté procesit - se teatri éshté
gjithmoné politik, se pjesémarrja éshté me réndési jetike dhe se empatia éshté mjet gé
mund té pérdoret pér té shtypur ose né ményré radikale- dicka gé pohohet vazhdimisht
me Teatrin e té Shtypurve.

Xhokeri ose lehtésuesi né hapésirén e rrjetit merr ideté dhe sugjerimet e hedhura né
skené ose né platformén e internetit. Rregullat shpjegohen nga xhokeri (lehtésuesi)
funksioni i té cilit éshté té inkurajojé ndérhyrjet, t'i ndihmojé ata né kalimin nga shikues
né spekt - aktor dhe té inkurajojé publikun né térési té vlerésojé veprimin gé ndodh para
tyre. Ai inkurajon spekt-aktorét té mendojné pér konfliktin, kjo mund té béhet né njé
bisedé private (duke pérdorur opsionin ‘chat’) né ményré gé diskutimi té mos ndérpritet
dhe diskutimin e udhé&heq xhokeri. Spekt -aktorét e kuptojné dhe e pranojné rolin e tyre
né skenarin dhe si zgjidhjet mund tu ndihmojné né jetén e pérditshme. Xhokeri éshté
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figuré shumé e réndésishme né zhvillimin e teatrit forum. Ai e kupton thellésisht rolin gé
I éshté caktuar dhe pérgjegjésiné gé vjen me té. Qéllimet revolucionare pér té cilat
insiston Boal kérkojné ndérhyrje né ¢cdo fazé dhe né té gjitha aspektet e procesit né
ményré gé té prodhojné kété produkcion teatror.

Procesi éshté luftarak népérmjet lojés: spekt - aktorét, tekstualisht dhe metaforikisht,
duke marré rolin e protagonistit té shtypur, kundérshtojné aktorét gé jané né rolin e
shtypésve. Xhokeri duhet t'i kushtojé vémendje késaj situate, né ményré gé té mos
shndérrohet né shtypje té re té personazhit dramaturgjik. Grupi duhet té punojé sé
bashku, duke eksperimentuar me té gjitha manovrat e mundshme né ményré gé té
prishé modelin e shtypjes gé éshté dramatizuar né shfagjen. Fitohet njé rrjedhé spontane
dhe e gjallé e ngjarjeve brenda njé strukture té krijuar gé duhet té sigurojé gé procesi - i
mbikéqgyrur nga xhokeri i kujdesshém - éshté i kuptueshém dhe i arritshém pér té gjithé.

Ekzistojné disa parime gé duhen ndjekur:

- mos merrni asnjé vendim veté. (Xhokeri éshté atje gé té koordinojé, dhe jo té
vendosé se ¢faré do té ndodhé mé pas. Duhet t'u lihet spekt-aktoréve, sepse roli i
tyre éshté té marrin pjesé né diskursin aktual, né té cilin kuptimet dhe zgjedhjet |
ané té hapura pér negociata)

- nuk ka zgjidhje magjike dhe xhokeri duhet té jeté i kujdesshém pér kété; nuk ka
magji né realitet; xhokeri madje mund té ndalojé ndérhyrjen nése duket joreale
dhe t'u kérkojé aktoréve té diskutojné nése situata éshté e mundur - kjo éshté né
kontrast té ploté me formén tradicionale té teatrit dhe shikuesit gé shohin shfagje
gé imponon njé "vizion té gatshém pér botén" (Boal, 1979)

- xhokeri duhet té jeté i vetédijshém pér pamjen e tij fizike, sjelljen dhe gjuhén
joverbale, né ményré gé té mos ndikojé tek shikuesit sepse ata jané ata qé hasen
me mundési té ndryshme

- duhet ta shqgyrtojé dhe lehtésojé debatin "Xhokeri duhet t'i ndihmojé shikuesit té
afrojné mendimet e tyre dhe t'i pérmirésojné veprimet e tyre" (Boal, 1979)
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Pyetja 1: Cili éshté roli i xhokerit né procesin e Teatrit té Forumit?

- pér té hapur diskutim

- té ofrojé zgjidhje

- t& monitorojé dhe moderojé procesin

- pér t'i béré aktorét dhe spekt-aktorét té ndjehen té sigurt pér té shtruar pyetje
delikate

Pérgjigje: Gjithcka éshté e sakté pérvec "té ofrojé zgjidhje"

Pyetja 2: Nése gjaté ndérhyrjes né skené, spektatori éshté i mbingarkuar me emocione,
xhokeri reagon né ményré gé ai / ajo:
- ofron empati (ndjeshméri)
- ua lehtéson njerézve gé té ndajné informacione
- lejon gé spekta-aktori nuk éshté vetém né situatén dhe ndjenja dhe ofron njé
pamje mé té gjeré té problemit;
- nuk reagon sepse xhokeri nuk éshté terapist

Pérgjigje: Gjithcka éshté e vérteté pérvec "nuk reagon...”

Pyetja 3: Cilat karakteristika dhe aftési éshté e déshirueshme gé t'i keté xhokeri:
-emapatia
-aftésité fasilitatore
-proktiviteti
- diplomacia
-ndjeshmeéri
-aftésité e aktrimit

Pérgjigje: Gjithcka éshté e vérteté pérvecg "aftési té aktrimit"

Pyetja 4: Qéllimi i xhokerit éshté gé té
-inkurajojé spekt-aktorét té mendojné pér konfliktet
-tu ndihmojé té kuptojné rolet né skenar
-té manipulojé dhe ndikojé
-tu kushtojé vémendje "zgjidhjeve magjike, pérkatésisht, zgjidhjeve joreale™

Pérgjigje: Gjithcka pérvec "té manipulojé dhe ndikojé"

Pyetja 5: xhokeri duhet gjithmoné té
-ndérhyjé né cdo situaté
-té jeté i/e vetédijshém/e pér pamjen e tij/saj fizike, sjelljen dhe komunikimin
joverbal
-té ruajé rrjedhén e ngjarjes
-té keté ndikim té drejtpérdrejté né kahen e tregimit
-té pyesé dhe t'i pérmirésojé veprimet e té tjeréve
-té zévendésojé aktorin dhe té marré rolin
Pérgjigje: Gjithcka pérvec "Té keté ndikim té drejtpérdrejté né kahen e tregimit"

Pyetja 6: Pyetjet e mundshme gé xhokeri duhet t'i marré parasysh:
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- Cfaré paté né kété moment?
-Me cilin nga personazhet identifikohesh?
-Cili personazh po pérballet me problemin?
-Kush éshté shtypési?
-A éshté kjo situaté realiste?
-Po té ishit redaktor gazete, ¢faré titulli do t'i jepnit shfagjes?
-A jané té gjithé gati pér té vazhduar pérpara?
-Né anén e kujt jeni

Pérgjigje: Pérgjigje té gabuara "Kush éshté shtypési? " dhe "Né anén e kujt jeni?"

Pyetja 7: Xhokeri pérmes gasjes sé tij pérpiget té:

-Zhvillojé té menduarit kolektiv né kérkim té zgjidhjeve pozitive né jetén e
pérditshme

-Té fitojé pérvojé né veté-shprehje

-Té pérdoré fuginé e grupit

-Té pérgatisé publikun pér situata té papritura né jeté

-Té eliminojé frikén nga e panjohura dhe késhtu, té eliminojé ¢cdo formé té
agresionit

-té béjé analizé dhe té veprojé si i gjithédijshém

Pérgjigje: Pérgjigje e gabuar: Té béjé analizé dhe té veprojé si i gjithédijshém.

Pyetja 8: Gjaté mbarimit té forumit, xhokeri duhet;

-Té kujtojé publikun se rolet luhen nga aktoré

-Té mbyllé forumin pa e ndaré aktorin nga personazhi para publikut

-Té prezantojé aktorét vecanérisht me emér dhe tu japé atyre kohé pér té "dalé"
nga roli

-Té ftojé publikun dhe pas shfagjes té vazhdojé t'u drejtohet aktoréve si né rolet e
tyre

-Té falénderojé publikun pér pjesémarrjen e tyre dhe t'i inkurajojé ata té rebelohen
kundér shtypjes.

Pérgjigje: Gjithcka nga e pérmendura pérveg: Té falénderojé publikun pér pjesémarrjen e

tyre dhe t'i inkurajojé ata té rebelohen kundér shtypjes dhe té mbyllin forumin pa e ndaré
aktorin nga personazhi para publikut
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Kryerja e njé trajnimi ose punétorie né distancé, vecanérisht kur béhet fjalé pér puné
teatrale, sjell shumé sfida. Kétu jané disa gjéra gé duhet t&€ mbani mend kur organizoni
dhe kryeni aktivitete teatri pérmes Internetit.

Para trajnimit / punétorisé:

- Sigurohuni gé té keni internet lidhje té miré dhe té géndrueshme;

- Sigurohuni gé té keni shkarkuar aplikacionin ZOOM né pajisjen tuaj;

- Sigurohuni gé mikrofoni, kamera dhe altoparlantét punojné dhe jané funksional;

- Kontrolloni nése keni hapésiré té mjaftueshme pér té lévizur pérreth, té coheni né
kémbé, etj.;

- Sigurohuni gé té jeni veshur me tesha té rehatshme gjaté sesioneve;

Informoni pjesémarrésit para trajnimit / punétorisé pér té njéjtat gjéra me dérgimin e
udhézuesit té shkurtér te pjesémarrésit / interpretuesit disa dité para ngjarjes.

Gjaté trajnimit / punétorisé:

- Krijoni hapésiré té sigurt pér njerézit e pérfshiré né proces. Konfiguracionet né
internet kérkojné qasje mé té kujdesshme, prandaj éshté me té vérteté e
réndésishme té siguroheni secili té ndihet mjaftueshém i hapur dhe i sigurt gé té
ndajné géndrimet dhe / ose historité personale. Kété mund ta arrini duke vendosur
rregulla gé do té zbatohen né grup gjaté seancés sé paré. Disa nga kéto rregulla
mund té jené:

- Té jeni té sakté né kohé (té paktén 10 minuta para fillimit té sesionit pér tu
rregulluar (kontrolloni lidhjen, mikrofonin, altoparlantét, etj.);

- Fikni mikrofonin kur nuk po flisni;

- Ngrini dorén (pérdorni opsionin e ZOOM-it);

- Pércaktoni sinjal pér ndalimin e aktivitetit (qofté vizual apo audio);

- "Cfarédo gé té ndodhé né Vegas, ngel né Vegas";

- Komunikoni me respekt me té tjerét;

- Dégjoni mendimet e té tjeréve;

- Mos harroni se punojmé né kérkim, jo né zgjidhje;

- Mbéshtetni pjesémarrésit dhe punoni si "ekip";

- Shprehuni me péremrin vetor "Uné" kur diskutoni pér probleme / ¢éshtje;

- Nése déshironi té regjistroni sesionet, kérkoni leje nga pjesémarrésit /
interpretuesit;

- Pérdorni karakteristikat dhe opsionet e aplikacionit té cilat i keni provuar
paraprakisht. Mund té provoni cdo mundési né internet, té cilén déshironi ta
pérdorni para trajnimit, gqé té siguroheni se funksionon si duhet dhe éshté e
pérshtatshme pér aktivitetin tuaj.

Né kété pjesé mund té shihni njé shembull té procesit té Teatrit té té Shtypurve, si dhe
propozim pér aktivitete gé mund té zbatohen né punén tuaj. E pérfshin té gjithé procesin,
udhézimet pér filozofiné e metodés, pérzgjedhjen e temave, pérgatitjen e shfagjes, si dhe
ndérhyrjet té pérgatitura paraprakisht té cilat do té aplikohen mbi shfagjen.

Shembull pér procesin (skenar) e Teatrit té té Shtypurve:
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AKTIVITETI

PESRSHKRIMI
I AKTIVITETIT

MATERIALE /
LINQE / LIDHJE

Sesioni 1: Njoftim/ Hyrje né Teatrin e té Shtypurve.

10 min.

Hyrje

Hyrje né trajnim
/ punétori

Prezantimi

TRAINER

10 min.

Shkrimi i emrit
me ndihmén
e trupit

Kjo lojé

shpjegohet né
pjesén: Lojéra
dhe ushtrime.

Lojé

30 min.

Histori pér
emrin

Loja shpjegohet
né pjesén:
Lojéra dhe
ushtrime.

Loje

Takime té
rastésishme né
dhoma té
vecanta té ZOOM
para fillimit té
aktivitetit

20 min.

Marréveshja e
grupit Rregullat
themelore

Ky aktivitet
shpjegohet né
pjesén: Agjenda
e trajnimit

/ punétorisé

té Teatrit té té
Shtypurve

Puné né grup

/

5 min.

Fund /
Reflektime

Moderatori fton
pjesémarrésit té
ndajné njé fjalé
(né chat) rreth
asaj se si
ndihen pas
sesionit té paré.
Nése dikush
déshiron ta
ndajé kété me
grupin, mund té
shprehet
gojarisht, se si
ndihet
shkurtimisht.

Reflektime
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Sesioni 2. Hyrje né Teatrin e té Shtypurve dhe hapja e pyetjeve

rreth shtypjes

5-7 min. | Pushto hapésirén| Kjo lojé Ushtrim pér té Pjesémarrésit
(bérryl-gju) shpjegohet né rritur nivelin e sigurojné
Pjesén 7: Lojéra energjisé / lojés | hapésiré pér
dhe Ushtrime. veten e tyre
20 min. | Prezantim Kjo lojé / /
pérmes objektit shpjegohet né
pjesén: Lojéra
dhe ushtrime.
45 min. Simbol i shtypjes | Ky aktivitet Puné né grup Dhoma té
35 min. shpjegohet né dhe prezantime vecanta né
puné né pjesén: Gjetja e té shkurtra né ZOOM
grup +10 tregimeve / dhomén
nmdlgi'je e temave / plenare
dhomén pyetjeve
plenare
10-15 min. | Hyrje né Teatrin Mé shumé Prezantim i /
e té Shtypurve informacione shkurtér
mund té gjenden
né seksionin:
Hyrje né Teatrin
e té Shtypurve
5 min. Reflektime Pjesémarrésit i Reflektime /

flasin né lidhje
me ditén gé
kaluan duke u
pérgjigjur se si
ndihen né
shkallén nga 1
né 10

Sesioni 3: Hyrje né Teatrin e Imazheve

5 min. E marr Kjo lojé Ushtrim pér té | /
topin shpjegohet né rritur nivelin e
Pjesén 7: Lojéra energjisé
dhe Ushtrime.
10 min. Ushtrimi Ky aktivitet Ushtrim Dhoma té
Pasqyra shpjegohet né vecanta né
Pjesén: Teatri i ZOOM

imazheve,
pérdorimi dhe
praktika
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45 min. Imazhi i botés / Ky aktivitet Ushtrim Vegla Video pin
procesi i Teatrit | shpjegohet né ose spotligjt to
té Imazhit Pjesén: Teatri i everyone né

imazheve, ZOOM
pérdorimi dhe
praktika

10 min. Diskutim Pjesémarrésit / Dhoma té
diskutojné vecanta né
¢éshtjet dhe ZOOM
problemet té
hapura
shoqgérore

5 min. Reflektime- Rishikimi i Reflektime, /
dhoma plenare aktivitetit dhe diskutim

temave gqé u

diskutuan né
online dhomat
e vecanta.

Sesioni 4: Imazh i pérbashkét

20 min. Numeérimi né Kjo lojé Ushtrim pér té Online dhoma
dyshe: 1,2,3 shpjegohet né rritur nivelin e té vecanta, té
Pjesén: Lojéra energjisé, lojé ndaré né cifte
dhe ushtrime. pér pérgendrim
40 min. Zgjedhja e Pjesémarrésit Puné né grup Té ndaré né
temés né grupe online dhoma té
zgjedhin njé vecanta si
temé / shembull konkret té
shtypjes.
10 min. Reflektime Rishikimi i dités Reflektime, lojé
se si kaloi.

Sesioni 5: Shtypja né

Pjesémarrésit
tregojné se si
ndihen pérmes
tingujve dhe
lévizjeve.

komunitetin tim

5-7 min. Prek blu Kjo lojé Ushtrim pér té¢ | /
shpjegohet né rritur nivelin e
pjesén: Lojéra energjisé
dhe ushtrime.

5-7 min. Cfaré bén Kjo lojé Lojé /

shpjegohet né
pjesén: Lojéra
dhe ushtrime.
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25 min. Skulpturé dhe Ky aktivitet Exercise/ Group
argjilé shpjegohet né work
Pjesén: Teatri i
imazheve,
pérdorimi dhe
praktika
50 min. Imazh i Ky aktivitet Ushtrim
pérbashkét / shpjegohet né
lojé me Pjesén: Teatri i
bashkimin e imazheve,
pjeséve té njé pérdorimi dhe
figure praktika
10 min. Prezantim i Grupet /
imazheve prezantojné
imazhet e tyre.
10 min. Reflektime Pjesémarrésit i Reflektime
referohen
aktivitetit.

10 min. Fytyré Kjo lojé Ushtrim pér té
gesharake shpjegohet né rritur nivelin e
Pjesén: Lojéra energjisé / Lojé
dhe ushtrime.
30 min. Krijimi i njé Kjo veprimtari Procesi i
kénge shpjegohet né dinamizimit
Pjesén:
Dinamika e
imazheve.
30-40 Ndértimi i Kjo veprimtari Procesi i
min, personazheve shpjegohet né dinamizimit
Pjesén: ndértimi
i karakterit
15 min. Shtaté prekje Kjo lojé Lojé
dashurie shpjegohet né
Pjesén: Lojéra
dhe ushtrime.
5 min. Reflektime Pjesémarrésit u Reflektime
referohen
aktiviteteve.
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Sesioni 7: Dinamizimi dhe zhvillimi i skenés

5 min.

Ushtrim pér té
rritur nivelin
e energjisé

Zgjidhni njé
ushtrim pér té
rritur nivelin e
energjisé nga
Pjesa: Lojéra
dhe Ushtrime

Ushtrim pér té
rritur nivelin e
energjisé

40 min.

Dinamizimi -
lIévizje dhe
tingull

Kjo veprimtari
shpjegohet né
Pjesén:
Dinamika e
imazheve

Dinamizimi i
imazheve

40 min.

Pérgatitja e
shfagjes

Mé shumé
informacion se si
pérgatitet
shfagja dhe
dramaturgjia e
Teatrit té té
Shtypurve mund
té gjenden né
pjesén:
Dramaturgjia e
Teatrit té té
Shtypurve

Puné né grup

5 min.

Reflektime

Pjesémarrésit u
referohen
aktiviteteve

Reflektime

Sesioni 8: Roli i xhokerit dhe ndérhyrjet

5 min. Ushtrim pér té Zgjidhni njé Ushtrim pér té
rritur nivelin e ushtrim pér té rritur nivelin e
energjisé rritur nivelin e energjisé

energjisé nga
Pjesa: Lojéra
dhe Ushtrime

70 min. Prezantime té Mé shumé Ndérhyrjet né
shfagjes dhe informacion se si | Teatrin Forum
ndérhyrje té kryhen

ndérhyrjet né
online Teatrin
Forum mund té
gjenden né
pjesén: Procesi i
Teatrit Forum
(ndérhyrjet
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15 min.

Sesioni 9: Pérfundimi

Reflektime

Rishikimi i
problemeve
sociale gé u
iniciuan dhei
zgjidhjeve
témudshme té
ofruara

Reflektime

20 min. Reflektime mbi | Pjesémarrésit i Reflektime
trajnimin / referohen
punétoriné e trajnimit /
pérgjithshme punétorisé sé
pérgjithshme.
25 min. Vierésim / Vierésimi i Vlerésim
evaluim trajnimit evaluim

/ punétorisé
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S¢ u sqarua né pjesén hyrése, ky doracak éshté krijuar pér té gjithé edukatorét (pagésor)
né arsimin formal dhe joformal, si¢ jané mésuesit, edukatorét e shkollave, punonjésit e
komunitetit, profesionistét e teatrit, punétorét rinor dhe edukatorét rinor né sektorin e
0lQ-ve, etj., té cilét déshirojné té zbatojné teknikat artistike né aktivitetet e tyre arsimore.
Eshté krijuar duke pasur parasysh se pérvoja nga mésimi bazuar né Teatrin e té& Shtypurve
mund té ofrohet né njé gamé té gjeré mjedisesh, vendndodhjesh, ngjarjesh dhe me grupe
té ndryshme nxénésish.

Doracaku, duke pérfshiré shumicén e lojérave, ushtrimeve dhe aktiviteteve té tjera,
tashmé éshté zbatuar dhe testuar nga njé grup njerézish nga pjesé té ndryshme té
Ballkanit, me prejardhje té ndryshme kulturore dhe profesionale, gjaté njé kursi trajnimi
intensiv 5-ditor. Gjithcka gé sugjerohet / rekomandohet né doracakun éshté menduar
miré paraprakisht, né ményré gé té pérshtatet miré pér online pérdorim. Doracaku éshté
veté-shpjegues dhe i lehté pér pérdorim pér té gjithé njerézit dhe institucionet, té cilét do
té kishin dashur té béjné ndryshim né komunitetin e tyre.

Implementimi i online Teatrit té té Shtypurve, sjell me vete disa sfida, prandaj éshté e
réndésishme té keni parasysh listén e gjérave gé do t'ju pérgatisin ju dhe ekipin tuaj, se si
té realizoni sa mé miré Teatrin e té Shtypurve né distancé. Mé shumé udhézime praktike
né lidhje me kété mund té gjenden né pjesén e doracakut, té quajtur "Vendosja e
Agjendés pér Trajnimin / Punétoriné pér online Teatrit e té Shtypurve " né: Lista e gjérave
gé duhen marré parasysh.

Njékohésisht, pérkundér sfidave gé mund té paraqiten, mund té konkludojmé bazuar né
pérvojén, se me pérgatitje té miré pér trajnimin dhe me sigurimin e njé grupi té motivuar
té pjesémarrésve, té gjitha sfidat e mundshme, mund té monitorohen dhe tejkalohen.
Duhet té jeni koshient se metodologjia e Teatrit t&é Shtypur po ndryshon vazhdimisht dhe
veté Boal i ftoi praktikuesit gé té ndryshojné metodat e tij sipas nevojave té grupeve dhe
té pérshtaten me kontekstin lokal me géllim mé miré té arrinen géllimi dhe té forcohen
komunitetet. Mos harroni té luani, eksploroni, sepse ky éshté thelbi i késaj metode,
njékohésisht té géndroni té hapur pér modalitete té reja. Mbani né mend se déshtimi
éshté pjesé e procesit. Teatri i té shtypurve na méson té vazhdojmé té pérpigemi dhe té
imagjinojmé. Boal: "Ndalohet ecja népér bar. Nuk ndalohet fluturimi mbi bar. ,,
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Shfagja ZiPopo, Shoqata pér Arsim Moral Kreativ (The ZiPopo show, Association for
Creative Moral Education)

Freire, Paolo (2017): Pedagogjia e té Shtypurve, Penguin Books, Brazil

(Freire, Paolo (2017): The Pedagogy of the Oppressed, Penguin Books, Brazil)
Boal, Augusto (1979): Theatri i té shtypurve, Pluto pres Londér (Boal, Augusto (1979):
Theatre of the Oppressed, Pluto press, London)

Boal, Augusto (1992): Lojéra pér aktoré dhe jo-aktoré, Rutledge, Londér (Boal,
Augusto (1992): Games for Actors and Non-actors, Routledge, London).
https://www.orlandorep.com/kids-need-theatre/
https://www.deseret.com/2014/3/17/20537566/a-teaching-role-how-theater-enhanc
es-academic-ability-performance-in-youths#young-actors-participate-in-a-performa
nce-of-university-of-utah-youth-theatres-crow-and-weasel dhe

. https://www.aate.com/benefits-of-theatre-ed

https://envs.ucsc.edu/internships/internship-readings/freire-pedagogy-of-the-oppre

. ssed.pdf

Boal, Augusto (1979): Theatri i té shtypurve, Pluto pres Londér (Boal, Augusto (1979):

. Theatre of the Oppressed, Pluto press, London)

Boal, Augusto (1992): Lojéra pér aktoré dhe jo-aktoré, Rutledge, Londér (Boal,
Augusto (1992): Games for Actors and Non-actors, Routledge, London).

Boal, Augusto (1995): Yiberi i déshirés, Routledge, Londér (Boal, Augusto (1995): The
Rainbow of Desire, Routledge, London)

Boal, Gusht (1998): Teatri Legjislativ; Pérdorimi i shfaqgjes pér té béré politiké,
Routledge, Londér (Boal, Augusto (1998): The Legislative Theatre; Using Performance
to Make Politics, Routledge, London)
https://fontys.nl/Professionals-en-werkgevers/Opleidingen-en-cursussen/Master-Ku
nsteducatie-deeltijd1.htm?fbclid=IwAR1zKPnbD70t8W8xhqEvXHQGZ7__jIEIZI9yMNrA
fq60-k20WuMPfA3ECJ8

Boal, Agusto(1992): ,Lojéra pér aktoré dhe jo aktoré®, (Kapitulli 3: fage 49), Rutlixh,
Londér (Boal, Augusto (1992):“Games for actors and non-actors”, (Chapter 3: page
49), Routledge, London).

Johari Window, krijuar nga psikologét Joseph Luft (1916-2014) dhe Harrington
Ingham (1916-1995) né 1955 (Johari Window krijuar nga psikologét Joseph Luft
(1916-2014) dhe Harrington Ingham (1916-1995) né 1955)

Freire, Paolo (2017):, Pedagogjia e té Shtypurve, Penguin Books, Brazil (Freire, Paolo
(2017) ;, The Pedagogy of the Oppressed, Penguin Books, Brazil)

Boal, Augusto, Punétori nga Teatri i té Shtypurve, konferenca né mars 1996 dhe
1997 né Universitetin e Nebraskés / Omaha (Boal, Augusto, Theatre of the
Oppressed Workshops, March 1996 and 1997 Conferences nat the University of
Nebraska/Omaha)
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Forum ZFD Makedonija, u partnerstvu sa Media Artes (Ohrid), je odlucio istraZziti
mogucnosti i kreirati edukativne resurse kako bi osposobio i potaknuo edukatore za mir iz
Zapadnog Balkana za koriStenje alternativnih obrazovnih dramskih i pozorisnih tehnika u
online nastavi - ili tacnije, za koristenje pozorisnihh oblika teatra potlacenih u obrazovanju
za mir u digitalnom prostoru. X

U tu svrhu, partneri, uz podrsku tima kvalifikovanih stru¢njaka u sastavu: Besnik Leka,
Demir Meki¢,Ida Avdibegovi¢-Karahasanovic¢,Jasmina Bilalovik, Dragan Atanasov, Gjorgji
Lazov, i uz podrsku Clémentine Dupont, pripravnika ZFD Foruma, SEEYN learning house -
web platforme za ucenje Mreze mladih jugoistocne Evrope, su osmislili i implementirali
online obuku za edukatore i pripremili razliite edukativne resurse u nekoliko formata za
koriStenje Teatra potlacenih u digitalnom prostoru i online uceniju.

Ova publikacija predstavlja jedan od resursa koji je nastao kao rezultat ovog partnerstva.
Ovo je Prirucnik za edukatore (za mir) o koriStenju pozorisnih formi teatra potlacenih u
obrazovanju za mir u digitalnom prostoru. Unutar ovog Priru¢nika, edukatori za mir mogu
pronaci informacije, upute, predloge, ideje i inspiraciju za programe obuke i aktivnosti koje
mogu podrzati njihove napore u organizaciji i implementaciji prilika za obrazovanje za mir
koje se zasnivaju na teatru potlacenih, u online okruzenju i na terenu.

forumZFD




Priru¢nik je namenjen (mirovnim) edukatorima u formalnom i neformalnom obrazovanju
kao sto su ucitelji i Skolski edukatori, radnici u zajednici, pozorisni profesionalci, edukatori
za mlade i edukatori za mlade u nevladinom sektoru, koji bi Zeleli koristiti tehnike
umetnosti u svojim obrazovnim delatnostima. PozoriSte potlacenih je tako osmisljen da
iskustvo koje donosi sa sobom moze da se izvede na razne nacine, lokacije, prilike i raznim
grupacijama ljudi kao Sto su:

. Deca i mladi

. Odrasli: (porodice, roditelji, susedi, ucitelji, edukatori i ostali, imajudi razlicite
profesionalne pozadine i profile, kao npr. novinari, biznismeni, policajci, medicinski
radnici, (doktori),nastavnici, radnici, donosioci odluka)

U ovom periodu, zbog pandemije uzrokovane Covid-19, postoje razni pokusaji da se
obrazovne vestine prilagode u online prostoru. Ovaj prirucnik je jedan od pokuSaja
prilagodbe upotrebe pozoriSnih i dramskih tehnika u razli¢itim obrazovnim okvirima i
pruzanju alternativne online edukacije za mirovnu pedagogiju u ovim vrlo izazovnim
periodima.

PozoriSte potlacenih moZze da sluZi kao vrlo dragocena tehnika, koja se ovisno o kontekstu
i potrebama ucenija, te srodnim ciljevima i iskustvima ucenja, mozZe posluZiti u kontekstu:

. kreiranja platforme za istraZivanje i razmisljanje o situacijama, dogadajima,
osecanjima, mislima, idejama, vrednostima, stavovima, ponasanjima, odnosima
itd.;

. rada na poboljSanju kritickog razumevanija situacije kao i podsticaj kritickog
razmisljanja;

. adresiranja i kreirati prostor za istrazivanje sistemske prirode razlicitih oblika
ugnjetavanja/potlacenosti;

. istrazivanja i podrska razumevanja konkretnog pojedinca, grupe ili socijalnog
problema;

. da bi se ponudilo pravo izbora, treba se ponuditi glas potlacenim;

. otkrivanja nacina sudelovanja uzimajudi u obzir standard i moguce alternative;

. stvaranja prostora za ucenje kroz razmenu iskustava,

. motiviranja | podsticanja pozitivnih promena.

U nekim situaciama se Pozoriste potlacenih smatra kao snaZzna sistematska
psihoterapijska tehnika, kada se izvodi od strane obucenih profesionalaca i u
odgovarajuc¢em okruzenju.



PozoriSte je veoma mocan instrument obrazovnog procesa jer pruza odreden stupanj prisnosti i
angazmana publike na fizickom, intelektualnom i emocionalnom nivou. Forum Tatar je “kolektivna
proba za stvarnost” Kao Sto Boal kaze, pozoriste je “ljudski jezik” (Boal, 2004), stoga obrazovni
programi pozorista u zajednici omogucavaju ljudima da razviju svoje unutrasnje talente i
sposobnosti, pomazudi im da se izraze na potpuno novi nacin’1

Pozoriste potlacenih se moze koristiti u razli¢itim grupama ljudi neovisno o starosti, te pruza
jedinstvenu mogucdnost iskustva ukljuCivanjem ucenja kroz otkrivanje, zajednicko razmisljanje i
diskusiju na razne teme. Izvodaci izvode kratku dramatizaciju, koja prikazuje neku osetljivu temu i
potice razgovor medju grupom posmtraca, omogucavajuci da se dugogodisnja uvjerenja i stavovi
preispitaju i izadu na videlo.

PozoriSte potlacenih je arsenal pozorisSnih tehnika i igara koje deluju motivirajuce, uspostavljaju
istinski dijalog i stvaraju prostor za ucesnike da probaju i uvezbavaju “delovanje”. Sve zapocinje
idejom da svako ima sposobnost da glumi u “pozoristu” svog zivota; svi su istovremeno i glumac i
gledatelj. Mi smo “sudionici — pojam koji je izmislio Augusto Boal da bi opisao sve one ukljucene u
forum Pozoriste. Odnosi se na dvostruku ulogu onih koji su uklju¢eni u process i kao gledaoci i kao
glumci, jer i jedni i drugi stvaraju dramsko stvaralastvo promatrajudi i menjajuci tok izvedbe.

Jedno od osnovnih uverenja Teatra potlacenih se odnosi na ¢injenicu da svi posedujemo unutarnje
talente pomocu kojih preispitujemo sebe, a zatim to koristimo kao alat za spoznaju novih ideja o sebi,
$to je jedan od osnovnih ciljeva radionice “Eticki trening kroz interaktivnu dramu”. Sama priroda Teatra
potlacenih (pisanje scenarija, gluma i reziranje), omogucava momentalnu kreativnu raspravu kako bi
se dotakla dilema stvarnog zivota i to Cesto radi po prvi put. Poenta radionica je postaknuti diskusiju
kroz razlicite nacine i pristupe, istovremeno otvarajuci put za otvoren dijalog i odgovornost svakog
pojedinca. Pokretacki cilj je primorati ucesnike da istrazuju i analiziraju pretpostavljeno te razviju
hrabrost za samostalno razmisljanje.

Boal istice da kada smo samo pasivni ¢lanovi publike, svoju zelju za delovanjem prenosimo na likove
s kojima se poistovecujemo, a ta se Zelja zadovolji ukoliko se konflikt na sceni resi bilo da je to u filmu
ili na vestima. Katarza sluzi kao zamena za akciju. Pozorisne strategije kojima se Boal koristi
“rekonstruiraju stvarnost’, olaksavajudi publici da ispita problematiku njihovih Zivota, identificirajuci
uzroke problema i pomazuci im u pronalazenju realnih i prakti¢nih reSenja za poboljsanje situacije -
proces koji Freire (1970) naziva “konkretizacija”2X

Boal (1979) je pokrenuo osnazivanje ljudi da prepoznaju i suzbiju ugnjetavanje u svom zivotu
uzrokovano vanjskim faktorima (eksploatacijski sistem, vlasti koje imaju mo¢, te institucije koje
podrzavaju nepravdu | diskriminaciju, itd.) Osnovni fokus Teatra potlacenih se bazira na drustveni
kontekst. Nadalje, to je oblik pripovedanja kroz izvedbeni vid umetnosti, dramu, glumu koja
istovremeno angazuje i um i srce koliko izvodaca, toliko i gledatelja . Postupak se obi¢no sastoji od:

. identifikovanja problema koji treba resiti u drustvu;

. istrazivanja teme;

. brainstormanja i predstavljanja price ili koncepta koji na kreativan nacin prikazuje mogucnosti
iizbore;

. savetovanja o izvedbenom planu produkcije dela koje ce se baviti reSenjem nekog problema
(uklju€ujuci umetnicku reziju, muziku, kostime/rekvizite, aktivnosti nakon izvedbe, itd.);

. implementaciju plana ( tj. organizacija predstava, pokusaj da se dosegne Sira publika);



. Razmisljanje o celom procesu, imajuci u vidu sta je funkcionisalo i Sta se moze poboljsati, te
isprobati i implementirati moguce nacine promena za poboljsanje.

Ipak, ono sto je vazno utvrditi ovde je specificnost uloge Teatra potlacenih. Postoje osnovni stavovi
prema kojima je Pozoriste potla¢enih organizovan. Kao $to Boal sugerise, pozoriste je samo po sebi
‘efikasno oruzje'3, drugacije od ostalih oblika umetnosti, na primer od knjizevnosti, jer uspostavlja
neposrednu interakciju s publikom, U Teatru potlacenih Boal iznosi Cetiri razli¢ita prakti¢na pristupa
koja pomaZzu u razumevanju vaznosti uslova potrebnih za bavljenje ovim oblikom pozorista. Ovo je
prakti¢no i detaljnije objasnjeno u Igre za Glumce i Ne-glumce4. Ova knjiga sadrzi neke od osnovnih
principa koji oblikuju metodiku Teatra potlacenih i predlaze pet kategorija aktivnosti:

Osec¢am ono $to dodirujem;
Slusanje onog sto ¢ujemo;
Dinamizacija nekoliko Cula;
Videti ono u Sta gledamo;
Secanje Cula;.

LA WN =

Unutar svake od njih postoji nekoliko razli¢itih kategorija. Na primer: Osje¢am ono Sto dodirujem
sastoji se od nekih opstih vezbi poput 3etnje, poruka, integracijskih i gravitacijskih igara; Slusanje
onog $to ¢ujemo ukljucuje ritam i melodiju, zvuk, ritam disanja i unutradnji ritam, dinamizaciju
nekoliko ¢ula. Dinamizacija nekoliko ¢ula uzima predhodni rad u obzir, kao na primer koristenje
poveza preko ociju i podsticanje. Osetljivosti na zvuk i prostor istovremeno. Videti ono u Sta
gledamo uvodi nas u tehnike za pozoriste slika. Na primer, mozemo koristiti vezbe ogledala i preci na
kiparstvo, stvaranje slika i igru likova. Se¢anje ¢ula vodi nas do stvaranja slika, izrazavajuci na taj nacin
odredene predmete ili vlastita iskustva. Ove kategorije postaju bitne kada Zelimo istraziti metodiku
Pozorista potlacenih. Uvek je bitno biti svestan ove prakse ako je vreme ograni¢eno - iz naseg
radionicarskog iskustva, osnovni elementi se uvek mogu ukljuciti, ¢ak i ako ste vremenski ograniceni:
priprema tela, koristenje igara za povezivanje grupe | energizacija, fokusiranje na uvod pitanja moci,
stvaranje slika, te njihove dinamizacije i transformacije.

Pozoriste potlacenih ¢esto se naziva — skupom pozorisnih tehnika i time ukazuje na mnogo vece “telo”
- kompleksno, interdisciplinarno, viseglasno telo puno filozofskog znanja koje obuhvata dela Paola
Freira i Bertolta Brehta; karnevala i cirkusa - brazilska pozoriSna avangarda koja je vladala u
dvadesetom veku pod uticajima Hegela i Aristotela. Mo¢ pozorista postoji kako bismo iskusili
transedentalno iskustvo. Jedinstveni trenutak koji nadilazi sve. Kritika koja pruza konkretna resenja.
Otvorena platforma mogucnosti koja nista ne uzima zdravo za gotovo.



Da bi doziveli licnu i drustvenu transformaciju mladih koristimo se upotrebom Pozorista
potlacenih, a zahvaljuju¢i tome postajemo aktivni agenti pozitivnih promena u svojim
zajednicama i proaktivno se nosimo sa izazovima koji su ispred nas i nasih zajednica. Kroz
pozoriSte, deca i mladi iz razlicitih sredina u€e o tome kako raditi skupa u timovima,
stvarati i izvoditi umetnicke dogadjaje i sticati Zivotne vesStine poput donosenja
savetodavnih odluka, kreativnog i kritickog razmiSljanja, samoizrazavanja, tolerancije,
reSavanje sukoba i organizacijskih vestina.

Nedostaje jasno razumevanje cinjenice zasSto se umetnost smatra sekundarnom u
odnosu na osnovne predmete.5 Istrazivanje bi sugerisalo da mladi koji ucCestvuju u
pozoristu uce stvari poput: kreativnosti, saradnje, izgradnje tima, komunikacijskih
vestina,kritickog razmisljanja itd.6 Neke druge studije su pokazale da sudelovanje u
pozorisnim programima moze pomocu u poboljSanju akademskog performansa i
rezultata.

CHAPTER

How 1o use ToO IN
PEACBUILDING EDUCATION

How to use TeQ in peace education ?

Pogledati video na: https://youtu.be/0B918Lqjlyk i
http://www.seeyn.org/elearning/mod/hvp/view.php?id=385

Da bi se ucenje poboljsalo, pozoriSte koristi ples, dramu, sliku, pokret i muziku za pokret
kao alate za ilustraciju. Sirom sveta, umetnost se pokazala kao moc¢an oblik neverbalne
komunikacije i jedan od izravnih kanala koji otvara put do ljudskog srca i uma. Kako
razumevanje mladih i odraslih napreduje, oni redovno imaju performance pred razlicitom
publikom, deluju¢i poput multiplikatora Sireci svoje obrazovanje na svoje vrsnjake i
zajednicu. Pored toga, pozoriste ¢e ohrabriti omladinu da ucestvuje sluzedi zajednici u
vidu volontiranja. Tako ¢e mladi iz prve ruke imati priliku da iskuse znacaj gradanskog
angazmana i razvijanja osecaja odgovornosti prema svojoj zajednici.
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Pozoriste potlacenih je oblik pozorista koji je razvio Augusto Boal, pozorisni prakticar i
politicki aktivista 1970-ih. Pozadina Augusta Boala odnosi se na specificnu eru u brazilskoj
istoriji, poznatu kao Vargas-era (1930-1945), politicki nestabilno doba i vreme vojne
diktature koja je bila uzrok socijalnog jaza, siromastva i diskriminacije. Sve je to snazno
uticalo na ovaj vrlo slozen | fenomenalan sistem tehnika razvijenih koje su doprinele da
pozoriSte povrati svoju temeljnu ulogu i naslede politicke intervencije i mirnog
redefinisanja pravila drustva.

"THE THEATER
ITSELF [S NOT
REVOLUTIONARY: [T
IS A REHEARSAL FOR
N THE REVOLUTION"

Image Augusto Boal em aula sobre o Teatro do Oprimido em SP, em 1979. izvor:
https://www1.folha.uol.com.br/ilustrada/1184477-serie-de-leituras-e-debates-em-sp-rec
upera-a-obra-de-augusto-boal.shtml

Ova metoda koristi pozoriSte kao sredstvo drustvene i politicke promene, a sastoji se od
niza igara, vezbi | tehnika koje ukljuc€uju celo telo, osetila i ukljuCuju osobna iskustva
uCesnika kako bi se ostvario kriticki odraz nasSe drustvene stvarnosti, izgradio dijalog |
pronaslo zajednicko reSenje za pitanja. Ovo je interaktivni i participativni oblik pozorista |
ujedno stvara prostor za uCesnike da uvezbavaju i probavaju svoje radnje te nalaze razne
nacine da dodu do li¢ne | drustvene transformacije koju mogu iskoristiti i u stvarnom
Zivotu.

PozorisSte potlacenih ima snaznu drustvenu i politicku pozadinu, bududi da su A. Boala
nadahnuli mnogi teoreticari i aktivisti, a posebno rad Paula Freira “Pedagogija
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obespravljenih”.7 Izvorno je Boal koristio svoju metodu prvenstveno za rad sa ljudima sa
sela i radnicima u Brazilu s ciljem da ih osnazi u borbi protiv nejednakosti i ugnjetavanja u
drustvu. U Boalovom pozoristu potlacenih nema gledaoca koji pasivho posmatra
glumacke postupke. Osoba postaje “gledatelj-izvodjac” ukljuCivanjem i delovanjem,
kreirajuci stvarne promene na sceni. Ne postoji “Cetvrti zid” a publika stvara vlastiti
scenarij u predstavi, nudeci konkretna reSenja za postavljena pitanja. (dalje citanje:
“Pozoriste potlacenih”, Augusto Boal)8

Boal podseca na nekoliko faza postajanja gledatelja-izvodjaca:

. Prva faza: upoznajte svoje telo. U ovoj fazi osoba postaje svesna svog tela,
zvukova i pokreta.

. Druga faza: ucinite telo izraZajnim. Osoba uci kako se izraziti svojim tijelom.

. U tredoj fazi, postoje razliciti nivoi ucesca:

. Simultana dramaturgija - gde osoba iz publike daje uputstva glumcima o
tome kako se ponasati i kako resiti problem

. PozoriSte slika - osoba uci kroz izrazavanje stavova i osecanja kroz
nepokretne slike.

. Forum pozoriSte - ovde publika interveniSe preuzimajuci ulogu protagoniste
(glavnog junaka) u pripremljenim scenama menjajuci smer predstave.

. Cetvrta faza - pozoriste kao diskurs. Dijalog postoji i publika aktivno

ucestvuje u njemu.

PozoriSte potlacenih sadrzi razne tehnike koje su se razvijale u razli¢itim vremenskim
periodima, ovisno o definisanim potrebama zajednice. Vremenom su se menjale i Boal je
razvio nove tehnike. Sve su jasno predstavljene u “Stablo PozoriSta Potlacenih” ali ajde
da ih ukratko navedemo ovde.

Igre imaju jasno navedena pravila, ali istovremeno zahtevaju kreativnost i dozu slobode.
SluZe za ruSenje barijera i stvaranje sigurnog mesta. (Citati dalje: “Igre za glumce i
ne-glumce”, Augusto Boal)

Pozoriste slika je metoda u kojoj ucesnici procesa komuniciraju koristeci svoja tela i
stvaraju zaledjene slike kako bi izrazili svoje ideje, stavove i/ili osecaje.

Forum pozoriste je jedna od najpopularnijih metoda koja otvara dijalog o odredjenim
vaznim i drustvenim pitanjima, ukljucujudi i pozivajuci publiku da predlozi reSenja za dati
Problem.

Pozoriste novina je skup vezbi | tehnika u kojima sun ovine glavni izvor informacija za
istraZivanje tekucih socijalnih pitanja.

ViSestruka slika sreée, ova tehnika, iako veoma specificna, bavi se internim
ugnjetavanjem (emocijama, mentalnim preprekama, internaliziranim normama).
Uglavnom Kkoristi slike kao sredstvo za istrazivanje problema. U mnogo ¢emu, podseca na
psihodramu i sociodramu, stim Sto Boal tu naglasava da su definicije kulture vaznije od
pojedinacnih hirova ili dinamike porodi¢nog porekla. (Citati dalje: “Videstruka slika sre¢e”;,
Augusto Boal)
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Nevidljivo pozoriSte koristi javni prostor za predstavljanje scene ugnjetavanja. Scena se

na stol vazna pitanja s kojima se zajednica bavi.

Legislativno pozoriSte je tehnika slicna forum teatru, ali osnovni cilj se odnosi na
specificne zakone i ve¢ postojeca pravila. Ovo je najviSi nivo ucesca pojedinca u kreiranju
zakona. (dalje citanje: “Legislativno pozoriste: Koristenje performansa za aktivno uceSce u
politici”, Augusto Boal)

Direktno delovanje je tehnika slicna nevidljivom pozoristu. UkljuCuje pozorisni pristup
protestima, demonstracijama, marsevima, ... (primer delovanja ulicnog pozorista,
organizovano s mladim ljudima u Ohridu, u okviru kampanje za podizanje svesti o
aktivizmu mladih i gradjanskom angazmanu mozZete pronaci na sledecem linku
link:https://www.facebook.com/events/376277606052359/?active_tab=discussion )

L

H* YnuuHa Teatapcka akuuja u cieMm-nepgopmaHc

[en oa ynu4Hata Teatapcka akuwnja-urpa "AupureHt”

PozoriSte potlacenih koristi se Sirom sveta za druStveni i politicki angazman, izgradnju
zajednice, reSavanje sukoba i mnoga druga pitanja, a UNESCO ga prepoznaje kao sredstvo
druStvenih promena.
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Pozoriste, kao umetnost koja predstavlja “ovde i sada”, te kao umetnicki medij s najjacom
drustvenom dinamikom, naslo se unutar umetnickih disciplina koje su najvise pogodjene
pandemijom uzrokovanom korona virusom. U ovim vremenima kada socijalno
distanciranje postaje imperativ i nova norma, a javni skupovi su ograniceni ili u
potpunosti zabranjeni, medjuljudski odnosi i interakcije su nepovratno transformisani.
Neminovno je da ¢e se ova transformacija odraziti na novu, korona/postkoronsku
dramaturgiju u svom procesustvaranja pozorista i izvodenja za publiku.

Nakon prvobitnog odgovora otpora, prilicno brzo nakon izbijanja pandemije, mnogi su
pozoriSni stvaraoci poceli traziti naCine kako da sebe i svoje rad prilagode “novoj
normalnosti” koja je obiljezena socijalnim udaljavanjem, izolacijom i ogranicenjima.
Objave video snimaka pozorisnih predstava su postali jedan od novonastalih formata.
Rasprava se pokrenula medu pozoriSnim prakti¢arima o tome da li online pozoriste moze
da posluzi kao adekvatna zamena za pozoriste uzivo. Ono Sto je jedan od osnovnih
argumenata rasprave je da sustina uzitka pozoriSne umetnosti leZi u relacijskoj €injenici;
a to je izvanredna Zivost predstave koja se doZivljava na licu mesta; u najSirem mogucem
smislu reci: prihvacenosti, opazanja i spoznaje. Uz ovu argumentaciju, dolazi i ¢injenica da
zadovoljstvo koje proilazi iz pozorista nije ograni¢eno na estetsko nego i na sam osecaj
zajednice, zajedniStva, igre svojstvene okupljanju koja je neprikosnovena i nadilazi
estetsku dimenziju pozorista.

Sli¢ni ovome su i izazovi obrazovnog procesa u doba pandemije. Glavni izazovi stvaranja
pozoriSta online i poducavanja su zapravo problem neimanja fizickog prisustva.
Nedostatak interakcije s publikom znaci da odredjeni oblici umetnosti nisu mogudi;
istovremeno je teSko zadrzZati paznju ucesnika/publike u online prostoru.

Kada su u pitanju potrebe i izazovi procesa poucavanja/ucenja, vreme i prostor postaju
presudni elementi, kako za nastavnika tako i za ucenika. Da bi se to reSilo, treba razviti
oblike umetnosti i/ili nastave prilagodjene online platformama ili posebno stvorene za
internet koristi.

Pozoriste potlacenih je jedno od osnovnih intersekcija izmedju pozoriSta i obrazovanja jer
prihvata izazove s kojima se obe discipline suocavaju. U svom normalnom, fizickom “off-
line” radu, ono vaZzi za jedan od najefikasnijih alata za iskustveno ucenje, kako za
pojedince tako i za zajednice. Kada govorimo o pozicijama ugnjetavanja, ona su upravo
sve goruca | prisutnija u vreme kriza. Udubljujudi se sve viSe u njihove specifi¢nosti, ako se
osvrnemo na zivot poslednjih meseci od poCetka pandemije, prepoznat e se da postoji
nekoliko tema koje su zajednicke svim ljudima na globalnoj razini (ili barem u vecini
zapadnog sveta). Jedan od njih je djeljenje Zivotnog prostora sa “cimerima” (bilo da su
Clanovi porodice, partneri ili sustanari), u vreme fizickog distanciranja i srodnih trvenja te
raznih izazova. Pretpostavka druge teme odnosi se na rad od kuce suprotno povratku u
ured. Kako se ogranienja postepeno ukidaju; traZi li sistem od nas da biramo izmedju
karijere i zdravlja naSe porodice? | naravno, pitanje protesta koji podrzavaju ljudska
prava, i dalje sve viSe istaknuti u vreme globalnih kriza.
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Video buinrial: ToO digial space; possiites and challenges

it oyl Ea |;|.|:|.|i|_||1 e & E e g

Proveriti mogucnosti | izazove u apliakciji onlajn na slede¢im linkovima ToO
https://www.youtube.com/watch?v=JHHWQFCFHsY&feature=emb_title /
http://www.seeyn.org/elearning/mod/hvp/view.php?id=456

Rekavsi sve ovo, spomenuvsi sve prednosti | nedostatke pozoriSta onlajn, takodjer je
neizostavno spomenuti potrebu za dijalogom | kreativnim delovanjem u doba pandemije
- ne samo da je potrebna, nego je klju¢na. Online platforme u svojoj sustini pruzaju
svakako prostor za to. (u svojoj sustinskoj svrsi postojanja ). Sto se tice onlajn pozorista
(UkljuCujuci pozoriSte potlacenih) , joS se mnogo treba istraZivati | na tome raditi, jer
glavno pitanje tjelesnog kontakta ostaje nereSeno. U ovo vreme, kada se vec sve postojece
zajedncie premestaju onlajn | kada se u onlajn prostoru stvaraju nove, neki institute koji
se bave umetnicki obrazovanjem (kao Sto je Fontys University Master of Education in Arts
iz Holandije, koji koriste SAMR model i tehnologije proSirene stvarnosti), zapoceli su razvoj
istrazivackih programa | tehnologije o tome kako poboljsati kvalitetu iskustva - kako
izvodjenja tako | u€enja u virtuelnom svetu. Da li ce ove nove tehnologije zameniti stvarno
fiziCko prisustvo | nadoknaditi kvalitet pozoriSnog iskustva kakvo poznajemo? Verovatno
ne. Ali, verujemo da Ce istraZivanje doprineti unapredjenju kvalitete iskustva | u€enja. Nas
projekat ToO u virtualnom svetu takodje na ovaj nacin Zeli dati svoj doprinos u ovom
pravcu.

15



Pozoriste potlacenih i Forum teatar, kao njegova najpopularnija i najpoznatija metoda,
koriste igre i vezbe kao svoj najvazniji instrument. Igre su usmjerene na povecanje
izrazajnosti tela kao posSiljatelja i primaoca poruka. Igre su vrsta dijaloga i zahtevaju
sugovornika. Igra je ekstroverzija. Neke igre koristene u PozoriStu potlacenih su razvijene
polazedi od razliCitih decjih igara iz celog sveta i zapravo su njihova prilagodba.

Druge su izmiSljene radom
osnivata / oca Teatra
potlacenih, samog Augusta
Boala.

S druge strane, veZbe
ukljuCuju fizicke, misicne
pokrete (respiratorne,
motoricke, vokalne) i koriste
se da bi izvodaci stekli bolji
uvid [ prepoznavanje
vlastitog  tela,  njegovih
misica, Zivaca, veza s drugim
predmetima i telima, sa
samim prostorom itd. Vezbe
u  Pozoristu  potlacenih
usmerene su na povecanu
svest o telu i njegovim
mehanizmima, njegovim
atrofijama i hipertrofijama,
njegovoj sposobnosti
regeneracije,restrukturiranja
i reharmonizacije.

Svaka vezba je fizicki odraz
glumca / sudionika koji je
izvodi. U tom smislu, vezba
je  svojevrsni monolog,
introverzija.

lgre i vezbe u PozoriStu
potlacenih ne dolaze u
“izoliranom” obliku, ve¢ su
prilicno mesovite. Adrian Jackson, jedan od najblizih saradnika Augustoa Boala, naziva ih
Jigrovezbe”, jer u vezbi ima prilicno igre, a u igri prilicno vezbe. Razlika na kraju ovisi o
didaktickoj nameri. Nijedno pozoriSte nije moguce bez duha igre i uzitka - cak i (ili
posebno) kada se bavi “teskim” temama! Kada se PozoriSte potlacenih radi na internetu, u
svim aktivnostima - ukljucCujudi igre i vezbe, kao i prezentacije i druge aktivnosti, dZzoker i
sudionici moraju biti svesni kamere i njene vaznosti kao nevidljivog partnera sto se mora
uzeti u obzir, imajte je na umu i igrajte se s njom. Kako se ova izjava prevodi u praksu
tokom Internet sesije Pozorista potlacenih? Kao ucesnik (ukljuCujudi dzokera) morate
definirati i odrediti prostor u kojem sedite, krecete se i bavite se fizickim aktivnostima
tokom sesije. Ovo je prostor koji zauzima kamera vaseg racunala i nalazi se u okviru vaseg
monitora. Korisno je oznaciti granice ovog prostora, posebno ako niste profesionalni
izvodac i/ ili ako niste iskusni u igranju pred kamerama. Zasto? Jednostavno zato Sto ono
Sto radite tokom Pozorista potlacenih, sve vase akcije, moraju videti dZoker, ostali u€esnici
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i /ili publika; usuprotnom, ako ste izvan dosega vaseg fotoaparata i niste u kadru, ¢ak i ako
su vase performanse najbolje (oskarovke), besmisleno ce biti ako ga drugi ne vide i
komuniciraju s njim i s vama kao glumac / u€esnik. Isto se odnosi i na zvuk, stoga je zaista
poZeljno proveriti intenzitet vaseg glasa prema zvucniku koji koristite, a posebno kada ste
dalje od njega, kako biste bili sigurni da drugi u€esnici u ToO sesiji mogu Cuti. Sve ovo moze
zvucati kao da komentariSemo i navodimo stvari koje su previSe ocite; medutim, korisno je
obratiti paznju na to i prethodno se pripremiti za sesiju; u suprotnom, previSe energije i
vremena moglo bi se potrositi na otkrivanje i reSavanje ovih pitanja tokom sesije, Sto bi
rezultiralo manje efikasnom provedbom radnog plana. Da rezimiramo: budite svesni gde
su vam kamera i mikrofon i igrajte se za njih i sa njima kao s nevidljivim partnerom, jer su

to ,oci"i,usi” vasih kolega - ToO ucesnika u sesiji i /ili ,,oCi” i "uSi" vase publike.

U sistematizaciji i razradi igara i vezbi koje se koriste u Pozoristu potlacenih, Boal polazi od
principa da je ljudsko tijelo jedinstvo nedeljiva celina, Ciji su fizicki i psihic¢ki uredaji
nerazdvojni, Sto je u skladu sa radom Stanislavskog na fizickim radnjama i njegovim
zakljuccima da su ideje, osecaji i senzacije neraskidivo isprepleteni. "Telesni pokret je
misao, @ misao se izrazava u telesnom obliku". Zajedno s prvim jedinstvom - jedinstvom
fizickih i psihi¢kih uredaja, Boal definira i drugo jedinstvo - jedinstvo pet osetila koja su
takoder medusobno povezana i od kojih nijedno ne postoji zasebno. Cula pate u telesnoj
bitci sa svetom i pocinjemo osecati vrlo malo onoga Sto dodirnemo, slusati vrlo malo onoga
Sto Cujemo, videti vrlo malo onoga sto gledamo itd. U svakodnevnom Zivotu precesto tijelo
se prilagodava poslu koji mora Ciniti i pocinje osecati, slusati i videti u skladu sa svojom
specijalnoscu, razvijajudi tako atrofije i hipertrofije. Ukupni cilj Boalovih igara i vezbi je
razbiti automatizaciju tela i njegovu "specijalizaciju", tako da se moZe reharmonizirati da
Salje i prima sve mogude poruke. Boal sistematizira igre i vezbe koristene u Pozoristu
potlacenih, u pet kategorija. U prvoj kategoriji cilj je premostiti jaz izmedu dodira i osjecaja;
u drugom, izmedu slusanja i sluha; u tre¢em je cilj razviti nekoliko ¢ula odjednom; u
Cetvrtoj, da pokuSamo videti Sto gledamo, a u petoj kategoriji cilj je ponovno probuditi
pamcenje Cula. Slede primeriigara i vezbi u svakoj od ovih kategorija koje takoder imaju
posebne svrhe u smislu grupne dinamike i procesa. Neke od njih su modifikacije i
adaptacije originalnih igara / vezbi za online PozoriSte potlacenih.

e -
How 10 use exercises in Tol? u‘
waich later. - Share

Pogledajte tutorijal o tome kako koristiti vezbe u ToO dostupan na SEEYN za ucenje:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=387&forceview=1
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Glavne teme: Koordinacija, pomicanje izmedu levog i desnog mozga, fokus

Veli€ina grupe: Bilo koja

Trajanje: 5 min

PotroSni materijal: nijedan

Upute: Sudionici koji stoje ili sede, trebaju desnom rukom nacrtati krug. Moze biti veliki
ili mali, nema veze. Ovo je lak zadatak. Nakon nekog vremena, voditelj / dZoker trazi od
sudionika da stanu. Daje im novu uputu: da levom rukom nacrtaju kriz. Ovo je jednako
lak zadatak. Nakon nekog vremena, voditelj / dZzoker trazi da se zaustave, a zatim im daje
novu uputu: da rade oba zadatka istovremeno. Tada to postaje gotovo nemoguce.
Teoretski, ovo bi trebala biti najlakSa vezba; medutim, zbog nase psiholoske i fizicke
mehanizacije, prilino je tesko to prakti¢no postici.

Glavne teme: verbalna i neverbalna komunikacija,

Podteme: Ritam, fokus, sluSanje, saradnja, odgovornost

Upute: U okruZenju s fizickim prisustvom, ova igra se radi u parovima, gde se partneri
suocavaju. U onlajn adaptaciji parovi ulaze u break out rooms (odvojene chat sobe), pa se
partneri gledaju na monitoru, slededi ista pravila kao u verziji sa fizickim prisustvom.
Zadatak svakog para je da broji do tri, uvek iznova, uspostavljajuci ritam brojanja i
odrzavajuci ga. Tokom izvrSavanja zadatka, partneri se sve vreme izmenjuju u izgovaranju
brojeva. Pravilo je da brojeve uvek izgovaramo u sledu: ,1-2-3“. Prva uputa za parove,
koju je dao dZoker, je verbalno brojanje. Parovi imaju neko vreme da veZbaju i uspostave
ritam. Jednom kad su uspeli u tome, dZoker im daje novu uputu: da pljeskom ruku
promene broj "1", dok "2" i "3" ostaju za usmeno brojanje. Parovi imaju neko vreme da
vezbaju i uspostave ritam, a nakon Sto uspeju, dZzoker uvodi zavrSnu uputu: zamenite broj
"3" tapkanjem nogom po podu; prema tome, broj "1" je tapSanje rukama, broj "2" je
pucanje prstima, a broj "3" je tapkanje nogom.

Nakon Sto su parovi uvezbali poslednju instrukciju, svi se parovi okupljaju u plenumu i
onaj ko oseca moze predstaviti igru, sledeci sve prethodno date izmene uputa, pocevsi od
verbalnog brojanja, postupno zamenjujudi verbalne brojeve sa neverbalnim gestama i
zavrSavajudi totalno neverbalnim brojanjem.

Zaklju€ak: Razmisljanja o iskustvu ucesnika: Kako je proslo? Koja je bila najizazovnija
uputa koju treba slediti? A koja najlaksa?

Glavne teme: Veza s telom i prostorom, dinamika nekoliko Cula; saradnja, neverbalna
komunikacija, su-stvaranje

Veli€ina grupe: bilo koja

Trajanje: 10-15 min

PotroSni materijal: nijedan

Upute: U verziji fizickog prisustva, ovo je igra u kojoj sudeluje cela grupa. Ucesnici se vrlo
brzo krecu kroz prostor (ali ne trceci), vodeci racuna da nijedan prostor na podu ne ostane
prazan; drugim recima, kao grupa svi su rasporedeni po celom prostoru sobe. U
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odredenim trenucima dzoker kaZe "zaustavi se", a sudionici se smrznu u bilo kojem delu
prostorije u kojem su i u bilo kojem segmentu pokreta koji bi se mogli na¢i u tom
odredenom trenutku. ldealno bi bilo da se na podu tijekom zaustavljanja ne vidi prazan
prostor. Slededi je nivo da dZoker zameni izgovorenu rec “stop” pljeskom i odmah
imenuje odredene delove tela kojima se ucesnici povezuju; na primer, ,uho do dlana” ili
.lakat do koljena”, Sto znadi da u€esnici ostvaruju fizicki kontakt jedni s drugima kroz ove
delove tela. Upute za ,delove tijela” tada se mogu zameniti brojem pljeska, Sto oznacava
broj ljudi po podgrupi u koje se moraju odmah organizirati nakon Sto Cuju pljesak,
Cekajuci upute o formaciji koju zajedno moraju napraviti s njihovim telima (npr. ,Ajfelov
toranj”, ,Propeler”, ,Stolica”, ,Slon”, ,Avion”itd.).

U online adaptaciji, ova kolektivna igra pretvara se u individualnu vezbu: ipak, ¢ak i u
online formatu, sudionici trebaju imati na umu izvornu ideju i nameru igre (tj. da svojim
telom osvoje prostor, da osete ritam ostalih u grupi i sinhronizuju vlastiti ritam sa ritmom
grupe, kako bi suradivali sa ostalim ucesnicima). U online adaptaciji svaki sudionik osvaja
prostor koji ima (kod kuce / u uredu, ispred kamere) kretanjem tela. Na signal “Stop”
trebali bi zauzeti Sto viSe prostora svojim telom; na signal pljeskanja i upute o delovima
tela, sudionici bi trebali uspostaviti kontakt s tim razli¢itim delovima vlastitog tela. Kako
se vezba razvija, dZzoker bi trebao podici ulog i uciniti ga fiziki izazovnijim za sudionike,
povecavajuci tempo pokreta ili uparivanjem delova tela kojima je teze odrzati fizicko
drZzanje i/ ili uravnoteziti itd.

Glavne teme: Vestine promatranja i pamcenja videnog

Veli€ina grupe: bilo koja (radite u parovima)

Trajanje: 10 min

PotroSni materijal: Nema

Upute za postavljanje: U okruzenju s fizickim prisustvom, ova igra se izvodi u 2
podskupine, formirane u 2 linije okrenute i promatrajuci jedna drugu. Okrecu se ledima i
menjaju neke detalje u svom izgledu, nakon Cega se okrecu i gledaju jedni druge i moraju
shvatiti koji je element osoba nasuprot njima promenila. U internetskoj adaptaciji ova
igra se radi u parovima, u prostorijama za razbijanje. Umjesto da okrenu leda, nakon sto
su promatrali svoje partnere, u internetskoj verziji sudionici mogu zatvoriti oci, dok
partner menja detalje svog izgleda.

Glavne teme: Vestine promatranja, koordinacije i saradnje

Veli€ina grupe: bilo koja (radite u parovima)

Trajanje: 10 min

PotroSni materijal: nijedan

Upute za postavljanje: Podeljeni u parovima, u prostorijama za razbijanje, sudionici
prave igru ogledala. Jedno je ,A"- subjekt, drugo je ,B” - slika. "A" - subjekt Cini niz pokreta,
ukljucujudi i telesne pokrete i promene izraza lica, koje njihov partner, "B" - slika, mora
kopirati €ak i u najsitnijim detaljima. ,A" treba imati na umu da ne pravite oStre pokrete
koje je nemoguce pratiti. Ideja je postici savrSenu sinhronizaciju pokreta izmedu A i B, pa
je stoga saradnja izmedu partnera neophodna. U idealnom slucaju, vanjski promatrac ne
bi smeo znati ko vodi, a tko sledi.
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Glavne teme: KoriStenje Cula za prise¢anje na uspomenu

Veli€ina grupe: bilo koja

Trajanje: 20 -30 min

PotroSni materijal: nijedan

Upute za postavljanje: Glumci moraju mirno sediti na stolicama, potpuno opusteni.
Moraju polako kretati svaki dio svog tela uzastopno, koncentrirajuci se samo na taj deo,
izolirano. OCi zatvorene. Tada ih dZoker pocinje poticati da se prisete svega Sto se
dogodilo prethodne veceri, pre nego Sto su legli u krevet.

Svaki detalj mora biti popracen culima-okusom, mirisom, opipljivos¢u, oblicima, bojama,
konturama, dubinom, tonom, zvukom, melodijom, itd. Glumci se zaista trebaju potruditi
da se sete svih fizickih senzacija i da ih pokusaju ponovo dozZiveti. Da bi postupak bio Sto
laksSi, trebali bi ponoviti pokrete tela; na primer, ako su sino¢ nesto vecerali, onda
pokretima usana, jezika, usta trebaju izraziti Cula mirisa i tako dalje. Ako razmisljaju o
tome kako su se istuSirali, onda telesno izrazavanje vode, koZe | mirisa postaje jasnije...
Ako razmisljaju o Setnji, onda pokretima miSi¢a nogu i stopala...

Nakon Sto DZoker nastavi sa istrazivanjem, forsirajuc¢i glumce da se sete Sta se im se
desilo to jutro pitajuci ih kako su se probudili, da li ih je neko probudio; zvuk alarma, neciji
glas, da li ih je pak probudila neka druga osoba, kao i za detalje sobe u kojoj su spavali,
trpezarije, boja, zvukova...

Onda ih pita vezano za njihov prevoz do ovog mesta- podzemna Zeljeznica, autobus, taxi,
automobil; da |i su putovali s nekim, da li su registrovali zvuk zatvaranja vrata itd..

Napokon i njihov dolazak u ovu sobu za razgovor u kojoj su- koga su prvog videli, Ciji su
glas prvo Culi, da daju Culni opis sobe i ljudi u njoj. Otvori svoje oci, uporedi.

Primena igara i veZbi PozoriSta Potlacenih u razli¢itim svrhama, u zavisnosti od
grupnog rada i upravljanja dinamike grupe

Siguran prostor je jedan od osnovnih uslova za grupne radove u kontekstu obrazovnog
teatra, celi set igara i vezbi namenjenih osiguranju sigurnog prostora, kroz upoznavanje
sa ucesnicima, uspostavljanje osnovnih pravila, probijanje leda, zabava i deljenje istih.
Kroz celi proces, sigurni prostor je odrzavan idalje ovisan, i proSiruje se uspostavljanjem
poverenja, komunikacijom i saradnjom unutar grupe - to su temelji za timski rad koji idu
ka zajednickom cilju - performansu PozoriSta Potlacenih. Slede detalji i opisi odredenih
igara i vezbi, kao i saveti i trikovi o primenjivanju istih za karakteristi¢ne ciljeve u procesu,
sadrzavajuci i online adaptaciju.

Glavne teme: zagrejavanje, ispunjenje ucesnika energijom, davanje podstreka osetilima
Pod-teme: zapamtiti imena u grupi

Veli€ina grupe: neodredeno

Trajanje: 5-10 min

Pribor: nije potreban

Priprema: DZoker ucesnicima daje naredbu da napiSu svoje ime delovima tijela (5min).
Prva osoba koja napise, kaze ime iduce osobe, idu¢a osoba nastavlja pisati ime svojim
telom i sve tako do poslednjeg ucesnika.
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Glavne teme: razbuditi telo i um, fokus, ispunjenje ucesnika energijom i njihovo
spremanje za nadolazedi rad.

Veli€ina grupe: neodredeno

Trajanje: 10 min

Pribor: nije potreban

Priprema: Moderator poziva sve glumce/ucCesnike da prate upute za vreme vezbe. Prije
pocetka ove aktivnosti, moderator objasnjava znacenje iducih naredbi:

Ustani - svi se trebaju ustati

Sedni - svi sedaju na svoju stolicu

Levo - pomeri ruke u levo

Desno - pomeri ruke u desno

Gore - podigni ruke uvis kao da pokusavas dodirnuti plafon

Dolje - dodirni pod

Tresi - dodirni rukama ramena i protresi ih

Zagrljaj - zagrli se.

Moderator daje upute koje glumci/ucesnici prate. Ovo se moZe ponoviti nekoliko puta,
kombinujudi razlicite upute. U jednom trenutku, moderator objasnjava da se od tog
trenutka, pravila menjaju.

Kada moderator kaze Ustani - svi sedaju. Sedi - znaci - ustani. Kada moderator kaze Levo-
svi pomeraju ruke u desno. Kada moderator kaze Desno - svi pomeraju ruke u levo.
Kada moderator kaze Gore - to znaci dole (svi dodiruju pod). Kada moderator kaZe Dole,
svi podizu ruke. Kada moderator kaze Tresi, to znaci Zagrljaj, a kada moderator kaze
Zagrljaj, to znadi Tresi.

Poruka moderatoru: Ne menjati sva pravila odjednom. Menijati ih jedno po jedno, da bi
ucesnici bili u stanju da prate promene. MoZete smisliti i nove upute koje ukljucuju
facijalne ekspresije, primera radi: tuzno lice i sretno lice.

Glavne teme: ispunjenje energijom, zabava

Veli€ina grupe: neodredeno

Trajanje: 10 min

Pribor: nije potreban

Priprema: Ovo je zabavna i brza energizirajuca igra, gde je cela online grupa u pokretu.
Jedna osoba zapocinje tako Sto kaZe recenicu i radi pokrete: Ja uzimam loptu dok
pokazujem obema rukama pretvarajuci se da drzim loptu, zatim cela grupa ponavlja
recenicu ,Uzimam loptu”. Osoba koja vodi kaze: ,Ja uzimam loptu”, i pravi se da pokazuje
rukama kako drzi loptu, ostatak grupe ponavlja recenicu ali i pokret neposredno nakon
osobe koja vodi: ,Uzimam loptu.” Osoba koja vodi: ,Loptu stavljam ovde” (ciljajuéi na
rame). Grupa ponavlja: ,Loptu stavljam ovde.” Osoba koja vodi: ,lgram se s loptom*,
(ponavljajudi pokrete koriste¢i rame za igranje sa loptom). Ostatk grupe prati: ,Igram se s
loptom”. Osoba koja vodi: (ponavlja viSim tonom): ,Igram se s loptom.” Grupa ponavlja
isto. Osoba koja vodi: ,Uzimam loptu” (uzima loptu sa ramena). Grupa ponavlja: ,Uzimam
loptu.” Osoba koja vodi: ,Stavljam je ovde.” (ciljajuci na kuk). Grupa ponavlja: ,Stavljam
jeovde.”
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Osoba koja vodi: ,Igram se s loptom” (pomerajudi kukove). Grupa ponavlja: , Igram se s
loptom.” Osoba koja vodi: ,Uzimam loptu.” (ciljajuéi na kukove, da bi uzeli loptu sa
kukova). Grupa ponavlja: ,Uzimam loptu.”

Osoba koja vodi: ,Stavljam je ovde.” (pokazujudi na glavu). Grupa ponavlja: ,Stavljam je
ovde.” Osoba koja vodi: ,Igram se s loptom.” (pomerajuci glavu u stranu pretvarajudi se da
udara loptu). Grupa ponavlja: ,Igram se sa loptom.”

Osoba koja vodi: ,Uzimam loptu.” (pokazujudi na glavu). Grupa ponavlja: ,Uzimam loptu.
Osoba koja vodi: ,Bacam loptu.” Grupa prati: ,Bacam loptu.”

Glavne teme: samospoznaja, komunikacija

Pod-teme: davanje i primanje povratnih informacija, Istrazivanje identiteta, gradenje
empatije

Veli€ina grupe: neodredeno

Trajanje: 20-40 min

Format predstavljanja: empirijska interakcija, introspekcija(samoopazanje)

Pribor: nije potreban

Priprema: Kopirati ,Johari Window" model i podeliti isprintanu stranicu, ili podeliti ekran
i oznaciti sve osim ‘Otvoreno, Slepo, Skriveno, Nepoznato'. (Open, Blind, Hidden,
Unknown).

"

Upute moderatora: Oslanjajuci se na dijagram, objasni svaki kvadrat (pogledati opise
ispod), dajuci primer toga Sta bi moglo biti u svakom okviru. Popuniti svaki kvadrat
imenom nakon objasnjenja. Nakon sto su kvadrati utvrdeni, pozvati dobrovoljca da , stoji”
(pitati dobrovoljca da zamisli da stoji u kvadratu) u svakom kvadratu razmisljajuci o
svakom kvadratu uz pomo¢ grupe i moderatora. Osloniti se na sledeca objasnjenja:

1) Otvori:

a) Uputiti dobrovoljca na nacin: “Reci nesto Sto znas o sebi, Sto takoder i drugi
znaju tebi.” Kao na primer: “Imam kovrdzavu kosu.” Nakon Sto dobrovoljac
odgovori,

b) Potvrditi sa ostalim ucesnicima da vec znaju ovo Sto je dobrovoljac izjavio.
Ako nije slucaj, pozvati dobrovoljca na ponovan pokusaj.

2) Slepo:

a) Uputiti dobrovoljca na nacin: “Reci nesto Sto znas o sebi, Sto mislis da niko u
grupi ne zna.” Kao na primer: “Moj omiljeni sport je fudbal.” Nakon Sto
dobrovoljac odgovori,

b) Potvrditi sa ostatkom grupe da do sada nisu znali iznesenu izjavu o
dobrovoljcu. Ako jesu, pozvati dobrovoljca da ponovo pokusa.

3) Skriveno:

a) Uputiti u¢esnike na nacin: “Imenujte nesto o dobrovoljcu za Sta mislite da
ona/on nije svesna/svestan o sebi.” Kao na primer: “Ona/On je
odli¢na/odli¢an kuvar/ kuvarica.” Nakon Sto svako da svoju pretpostavku,

b) Potvrditi sa dobrovoljcem da ove informacije pre toga nisu bile poznate ili
uvidene. Ako jesu, pokusati ponovo.

4) Nepoznato: Ovo je mozda i najtezi kvadrat; otkriti neSto novo o dobrovoljcu.
Mozda necete modi otkriti niSta novo, ali pokuSajte provesti par minuta
istrazuju¢i mogucnosti.
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a) Uputiti u€esnike na nacin: ,,Hajde da vidimo moZemo li pomo¢i (ime
dobrovoljca) da shvati neSto cega nije svesna/svestan - a €ega ni mi nismo
svesni.” Jedini nacin da se do toga dode je postavljajudi pitanja.

b) Potaknuti grupu da postavljaju pitanja o svrsi (primjer, zbog Cega radisS to Sto radis),
ili stvari koje voli ili ne voli i slicno. Krajnji cilj je da se dode do tacke gde dobrovoljac
moZe da napravi zakljuCak o sebi kojeg prethodno nije bila svesna/svestan.

Otkrice: Ovo moZe vrlo dobro posluziti kao inicijacija modula o kulturalnoj osvijeSenosti,
komunikaciji/povratnim informacijama ili samospoznaiji.

VeZba: Ovo je dobra prilika za veZbu vestina za davanje povratnih informacija (Pogotovo
u,Slepo”/Blind’ kvadratu). ,Nepoznato”/ ,Unknown" kvadrat
takoder obezbeduje sticanje samospoznaje kroz dublja pitanja i slusanje.

Varijacije: vremenski dozvoljavajudi, podeliti grupu u manje grupe od po 3 do 5 osoba
i pozvati ih da se menjaju prolazedi kroz slican proces jedni sa drugima. Mogu koristiti
mreZe na podu ili se jednostavno pozvati na table sa listovima i razgovarati o svakom
kvadratu.

Sagledavanje izveStaja: Uz dodatak triju standardna pitanja za izvestaj, takoder biste
mogli dodati sledeca:

- Sta te iznenadilo?

- Sta si naucio o svojim vrinjacima?

- Sta ti je bilo najizazovnije vezano za ovaj zadatak?

- Kako si se osecao u svakom kvadratu? Da li je bilo teSko ili lagano? Zasto?

Glavne teme: Samospoznaja, samootkrivanje, licno predstavljanje

Veli€ina grupe: neodredeno

Trajanje: 20-30 min (ovisno o velicini grupe)

Pribor: razliciti predmeti

Priprema za postavljanje: Svaki uCesnik treba nadi jedan ili dva predmeta oko sebe.
Upute: Svaki ucesnik se predstavlja kroz predmet. Imaju 5 minuta da se spreme (odabrati
predmet intuicijom, istraziti isti, razmisljati o njegovim osobinama, materijalu od kojeg je
napravljen i kako se moze povezati s tobom; na kraju-postani predmet kroz projekciju.
Primjer: - Zdravo, ja sam John i rijeC koja me najbolje opisuje je “Iskra”! Moj predmet je
upaljac/lampa/kamen. Verujem da moj predmet objasnjava moju strast za neke stvari u
zivotu, moju zivu Zelju za u€enjem i istrazivanjem. Zbog toga, izabrao sam rec iskra i
upaljac da bih se najbolje opisao.

Poruka moderatoru: Moderator, ako je potrebno, moze ohrabriti uesnike sa pitanjima
objasnjavajudi vezu izmedu objekta i osobe da bi ih ohrabrio za dublju diskusiju.
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Glavne teme: samootkrice, licno predstavljanje, razvoj tima kroz umetnost, drama,
pevanje

Veli€ina grupe: neodredeno

Trajanje: 20-30 min (ovisno o velicini grupe)

Pribor: nije potreban

Pripreme za postavljanje: Svaka osoba uzima par minuta da bi razmislila o prici iza svog
imena.

Upute od moderatora: Podeliti grupu na najmanje 3-4 ucesnika. Oni mogu biti u
razlic¢itim sobama na Zoom-u i podeliti pricu o svom imenu: ko im je dao ime (ako znaju ili
se secaju); da li ima neko znacenje, koliko je ucestalo, da li ljudi imaju problema sa
izgovorom ili pamdéenjem njihovog imena, da li im se svida, da li se susrecu s nekim
izazovima ili negativnim reakcijama u nekim kontekstima zbog svog imena i slicno. Nakon
Sto su svi podelili svoju pricu, grupa treba odluciti/glasati o najboljoj prici koju su Culi dok
su bili u zasebnim/grupnim sobama. Nakon Sto izaberu najbolju pricu, trebaju napraviti
performans, dramu, pesmu, poeziju ili narativ da bi se objasnila prica nakon sto su
vraceni u plenarnu sesiju. Prezentacije mogu sadrzavati scene, zvukove, narative i slicno.
U plenarnoj sobi, svaka grupa deli jednu pricu, a imena kroz kreativne prezentacije: audio,
pesmu, scenu i tako dalje.

Glavne teme: telesnost, osetila

Veli€ina grupe: neodredeno

Trajanje: 10-20 min

Pribor: stolica

Upute: Glumci/uCesnici su pozvani da istraZze razliCite svrhe u koje se moze koristiti
stolica. Moraju smisliti najmanje 10 nacina koriStenja iste, koriste¢i svoju mastu i
pretvoriti stolicu u: sto, partnera, SeSir ili Sta god im padne na pamet. Trebaju
demonstrirati isto.

Glavne teme: improvizacija, kreativnost

Veli€ina grupe: neodredeno

Trajanje: neodredeno

Pribor: nije potreban

Upute: Grupa smislja scenu improvizacije, definiSu situaciju, protagonistu, veze izmedu
glumaca, mesta i vremena. Dvoje ili viSe ljudi izvode scenu (dijalog) improvizirajudi. Ostali
mogu zapisati odredene rijeci u chat koje glumci moraju koristiti u izvedbi. Emocije
takoder mogu biti napisane u chat, sto tim inom postaje zadatak izvodacima da
odglume.

Glavne teme: zagrejavanje, aktivacija vise Cula
Veli€ina grupe: neodredeno

Trajanje: 10min

Pribor: Nije potreban
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Upute: Glumci/ucCesnici sedaju na svoje stolice. Muzika se pusta opcijom deljenja zvuka.
Moderatori pozivaju uc€esnike da se opuste, zatvore oci i nekoliko puta duboko udahnu.
Kada se grupa opusti, moderator im kaze da zamisle da prave plesne pokrete i da pleSu uz
muziku koju Cuju. U jednom trenutku, moderator ih upucuje da naprave jednostavnu
koreografiju od tri pokreta koja su nesmetano povezana.

U drugoj fazi vezbe, nakon Sto su glumci/uCesnici odredili koreografiju, moderator ih
poziva da zaista pokuSaju te pokrete. Zatim ih oni i izvode. Upute moderatoru: Bitno je
pobrinuti se da svi imaju dovoljno prostora za kretanje i plesanje.

Glavne teme: Razbijanje leda i zabava; dinamiziranje nekoliko Cula; stvaranje konteksta

za ucesnike da budu zaigrani, da se opuste i daju sebi dozvolu da budu blesavi.

Veli€ina grupe: bilo koja

Trajanje: 10 min

Materijali: nema

Upute: Obicno se radi hodanjem u velikom krugu, u online verziji sudionici igraju igru

svaki u svom prostoru, ali sa idejom i namjerom da to rade u velikom krugu. Otpevaju se

prve Cetiri strofe pjesme. Dok se normalno pjevaju prve Cetiri strofe, DZoker govori

ucesnicima Sta trebaju raditi nakon svakog refrena. Uvodenjem svake nove upute,

prethodno date upute ostaju na snazi. DZokerove upute su sljedece:

- 1. ,Glava gore” (ruke ispod glave), a zatim ponovo otpjevajte iste Cetiri linije;

- 2. "“Ruke van” (glava gore, ruke vani), a zatim ponovo otpjevaijte iste Cetiri linije;

- 3..Straznjica, gore” (glava gore, ruke vani, straznjica gore), a zatim ponovo
otpjevajte iste Cetiri linije;

- 4. ,Kolena zajedno” (glava gore, ruke vani, straznjica gore, kolena zajedno),

zapevajte ponovo.

Glavne teme: Zagrijavanje tela i uma; odnos prema telu i prostoru, dinamizirajuci
nekoliko Cula; fokus, prisutnost i opreznost.

Veli€ina grupe: bilo koja

Trajanje: 10 min

Materijali: nema

Upute: Zapocnite tako Sto ¢e moderator javiti Sta treba dodirnuti, poput , dodirnite plavo
ili ,dodirnite nesto toplo”. Zatim se svaki uCesnik mora kretati i dodirnuti nesto Sto je
plavo ili toplo. Ovo moZe biti neSto na njihovom stolu, odijevni predmet ili nesto Sto
moraju pronaci na polici s knjigama. Posljednja osoba koja je pronasla predmet mora
odabrati sljedeci atribut. Ako to Zelite uciniti malo konkurentnijim, dajte svima petnaest
sekundi da pronadu nesto i eliminirajte one igrace koji niSta ne pronadu na vrijeme.
Nastavite igrati i komplicirajte stvari ili smanjite vrijeme dok ne ostane samo jedan igrac.
Takoder, moze biti efikasno obaviti brzo pucanje ovog energizera tokom radionice kako bi
se ucesnici drzali na nogamal!

u
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Glavne teme: Dublje povezivanje i napredna izgradnja poverenja kod ucesnika;
probijanje izolacije; prevladavanje straha od druge osobe; pomaganje ucesnicima u
uklanjanju tabua dodirivanja tijelom.

Veli€ina grupe: bilo koja

Trajanje: 15-20 min

Materijal: nema

VaZno imati na umu: Ova igra, posebno uz fizicko prisustvo, radi se nakon Sto se ucesnici
dobro upoznaju i nakon sto se u grupi stvori siguran prostor, uspostave pravila i
atmosfera povjerenja! Ovo definitivno nije igra razbijanja leda niti pocetna igra
upoznavanja!

Upute: Onlajn adaptacija igre se radi u parovima, podeljeni u podgrupe, a moze i u jednoj
velikoj grupi. U onlajn adaptaciji igra postaje individualna vjezba, jer svaki ucesnik
dodiruje sebe. Ipak, ¢ak i u onlajn formatu, ucesnici trebaju imati na umu izvornu ideju i
namjeru igre (tj. probijanje barijera, prevazilazenje straha od drugog i pomoc¢ u
otklanjanju tabua oko dodirivanja tijela drugih osoba i biti dodirnut od strane nekog
drugog). Po potrebi, moze se koristiti u svrhe interkulturalnog ucenja, u tom slucaju treba
pruziti odgovarajuci kontekst, u smislu uzimanja u obzir kulturoloskih razlika u smislu
dodira (npr. Neke su nacije “taktilnije” u odnosu na Skandidavce ili Japance, na primjer.)

Ucesnici imaju zadatak da osmisle sedam razlicitih dodira koje nanose na tijelo, sto za njih
predstavlja izraz ljubavi. Ti dodiri mogu i trebali bi biti dodiri razli¢itih dijelova tijela: glave,
vrata, trupa, udova, kao i prednje i straznje strane tijela. Svaki dodir mora imati svoje
mjesto/broj u nizu. Nakon Sto smisle i odluce koji su njihovi dodiri ljubavi, voditelj daje
uputu da ovih sedam dodira ljubavi, jedan po jedan, izvedu u nizu, ponavljajudi niz
nekoliko puta. Voditelj daje sudionicima onoliko vremena koliko smatra da im je potrebno
kako bi zapamtili slijed. Zatim voditelj pusta lijepu, umiruju¢u muziku (klasicna muzika,
recimo Bach, najbolja je za tu svrhu) i upucuje ucesnike da pronadu svoj ritam pokreta
uskladen s ritmom muzike. Neophodno je da pronadju svoj tok i da vjezbu rade osecajudi
jeiznutra, ne promatrajudi sebe i ne razmisjajudi kako pokret izgleda | da li je lijep. Nakon
uspostavljanja ritma, ucesnici se mogu igrati tempom pokreta | gradacijom intenziteta.
Kao rezultat nastaje koreografija: pojedinac (u onlajn verziji) je duo/grupa (fizicke verzije).

Glavne teme: improvizacija, kreativnost

Velicina grupe: bilo koja

Trajanje: /

Materijali: nema

Upute: Jedan glumac je ispred kamere i izvodi razne pokrete da pokazu odakle dolaze,
¢ime se bave, i gdje idu. Drugi moraju pokusati upoznati glumca kroz ovih par pokreta:
- -dosli su sa ulice,

- -u Cekaonici su,

-izvadit ¢e im se zub,

- -dolaze iz puba,

- -u predvorju su hotela i trebaju u svoju sobu,

- -izlaze iz kuce ujutro,

- -u liftu su,

- -pocinju da rade u uredu itd.
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Glavne teme: Team Building, grupni rad

Veli€ina grupe: bilo koja

Trajanje: 10min

Upute: Pricanje kao nacin da spojimo ljude, da gradimo odnose i pomazemo jedni
drugima. Krugovi prica pomazu ucesnicima da razviju, rasciste ili strukturiSu pricu koju
Zele kreirati u prostoru grupe koja pruza podrsku. Neka cijela grupa virtuelno “napravi
krug” na video pozivu i neka proces pocne ovako: Prva osoba treba zapoceti pricu sa
jednom uvodnom recenicom i joS jednom nedovrSenom. Na primer: “ Na DZonov 35.
rodendan, svi njegovi prijatelji i porodica su se okupili u dnevnoj sobi. On treba da ude u
kuc€u na iznenadenje, ali onda...".

Sljedeca osoba dovrSava prethodnu recenicu i dodaje jos jednu nedovrsenu. Ovako, svaki
ucesnik doprinosi dok svi ne dodu na red. Ciljajte da pri¢a ima smislenu strukturu do kraja
igre! Kreiranje price tera timove da koriste svoju kreativnost, ali isto tako im pomaze da
sluSaju jedni druge i poboljSaju timski rad.

Glavna tema: Tim bilding, rad u grupi, sticanje emocionalnog oslobadjanja

Veli€ina grupe: cela grupa ili u parovima

Trajanje: 10 min

Vestine: mimika

Upute: Napravi facu - ali budite oprezni u kom smjeru vetar puse

Grupa stoji u krugu - opcija ZOOM-a je da sus vi na ekranu. Voditelj dodeljuje brojeve
ucesnicima od 1-15, tako da svi budu svjesni svog reda. Prva osoba pokazuje svoje lice i
pomice ga ispred kamere, pomicudi usne, odi, jezik, obrve - sve Sto se moze premjestiti u
groteskno lice. To se moze uciniti skrivanjem poze rukama, a kada je gotovo, odmaknite
ruke i pokazite im lice. Shodno tome, cijela grupa kopira izraz lica. Kad to vidi prva osoba,
vrati se u neutralan polozaj kako bi druga osoba mogla nastaviti pod svojim rednim
brojem. Ova igra je prilicno zabavna za sve, a grupa se zaista opusti i poveze.

Napomena voditelju: Vedi dio svog zivota provedemo nosedi isti izraz lica. Ova igra nam
omogucava da isporbamo viSe izraza i izadjemo iz svojih zona komfora. Radeci ovu
aktivnost, postajemo svesni vlastitih ogranicenja i fleksibilnosti.

Glavna tema: Team building

Veli€ina grupe: cela grupa ili u parovima

Trajanje: 15 min

Vestine: gluma kreativnosti, rizikovanje, spontanost, neverbalno izrazavanje,
improvizacija

Upute: Mozemo igrati ovu igru na razne nacine - u parovima ili s celom grupom. Jedan od
nacina jeste postaviti grupu u krug dok jedan igra€ dode u sredinu i poCne nesto raditi.
Kada postane jasno Sta on(a) radi, sljedeca osoba se pridruzi spontano ili po nekom redu.
Najbolje je spontano ali moze se desiti da samo mali broj ljudi aktivno sudeluje u igri, dok
drugi ostani isto nesigurni kao i ranije. Zoom opcija nudi dodelu broja svakom ucesniku,
tako da svi znaju kada da pocnu. Facilitator bi trebao bodriti svakog igraca da igra, a to se
moze postici na razlicite nacCine - mozete se sloZiti da pratite redosled kruga ili neki drugi
redosled.
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Kada sledediigrac ude i pita “Sta radis?” prvi igrac¢ kaZe prvo ¢ega se doseti, ali ne moZe biti
povezano ni na jedan nacin s radnjom koju vidi. Na primer, ako se igrac ceslja, odgovor
moZze biti da svira klavir. Drugi ucesnik pocinje izvoditi radnju (sviranje klavira), dok slededi
ucesnik ne pita - “Sta radi3?”

Za stimulisanje atmosfere i ohrabrivanje igraca da brzo i spontano odgovore, prva stvar
koja padne na pamet - ova igra se igra vrlo brzo.

Naravno, ne treba zaboraviti da se ova aktivhost moZe koristiti s razli¢itim grupama i da se
moZze prepravljati na razlicite nacine, u zavisnosti od cilja koji facilitator postavi. Ova igra
“trenira” sposobnosti i slobodnu improvizaciju, brze i spontane reakcije, neverbalno
izraZzavanje, a usto je jako zabavna, tako da bi trebala stvoriti dobru energiju i proizvesti
smeh u grupi.

Znog nemogucnosti ostvarivanja ove aktivnosti u spontanom redosledu u online
okruzenju (kasnjenje zvuka i slike, sitacije gdje su troje ili viSe osoba aktivne simultano i
kada ne znamo gdje sledece da gledamo, dok se uZivo taj problem veoma lako resi),
facilitator odredi redosled grupe prije vremena. To je samo u online situaciji - uzivo bi se
radilo u krugu, s jednom osobom uvijek u sredini i drugom koja pita i preuzima situaciju.

Ova igra se takoder moze igrati u parovima (to zahteva brze reakcije i mnoge nove ideje) i
moZze se uciniti takmicarskom - jedan par igra dok ne ponestane ideja, dok se ne zaustave
i ne mogu se nicega drugog setiti Sto nije receno ranije.

Ne treba zaboraviti da ovakva atmosfera podize energiju i potiCe kreativnost, ali za neke
igraCe moze biti prenagla - zavisi od grupe i moderatora.

Teatar slika je jedna od tehnika metode Pozorista potlacenih, koja se ve¢inom koristi za
proces forum teatra, korak k razvoju forum teatra. Gledanjem na “stablo Pozorista
potlacenih” mozZzemo primetiti da je teatar slika dio stabla, zajedno s igrama i forum teatra.
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lzvor:
http://www.forumoteatras.|lt/en/methodics/augusto-boal-tree-of-the-theatre-of-the-oppr
essed-165.htm

Slike predstavljene u ovom obliku teatra su serija stati¢nih slika tela ili zivih slika koje su
dinamizirane (ozivljene) putem raznih nacina. Slika je vazan deo metodologije, predstavlja
osnovu (korene) Pozorista potlacenih, skupa sa zvukom i recju.

Komuniciranje poruke, ideje ili osecaja preko slike zahteva ronjenje u srz problema. Vadi
najiskrenije izvodaceve poglede na problem, odnosno zarobi se u slici. Slike ostavljaju
dovoljno mesta gledaocu, za razli¢ita shvatanja i projekcije svojih li¢nih iskustava. Cas
StaviSe, kulturno nijansiranje slika je neizbezno, Sto je sami Augusto Boal potvrdeo
istrazivanjem istih koncepata na razli¢itim kontinentima i drzavama, sve to uz pomoc
teatra slika. PoloZaj tela izvodaca, njihove facijalne ekspresije i njihov odnos prema
prostoru i drugim izvodacima moZe lako predstaviti socijalni kontekst zajednice.

lako se teatar slika retko koristi kao zasebna tehnika, jako je koristan alat za istrazivanje
stavova i osecanja ljudi ukljucenih u teatarski proces. MoZe se koristiti za istrazivanje
socijalnih problema poput ugnjetavanja, moci, diskriminacije ili bilo koje druge teme za
izgradnju mira, kao i za uCenje o nasem istinskom gledanju na gledano (subjektivna i
objektivna interpretacija slika). Prakticari Pozorista potlacenih koriste razne vezbe koje se
mogu raditi u drugacijim okruzenjima, individualno ili u grupama. Stati¢ne slike/skulpture
mogu biti nacinjene individualno, u grupama ili parova, u zavisnosti od namene i cilja
aktivnosti.

Jedan nacin koriStenja pozorista slika je pozivanje ucesnika da naprave sklupturu/sliku
kao individualni odgovor na razlicite koncepte koje je bitno procesuirati. Obi¢no su prvi
koncepti koje treba istraZiti arhetipi (npr. majka) ali koncepti poput drustvene pravde i
mira se takoder mogu koristiti (poput konflikta modi ugnjetavanja jednakosti i
nejednakosti etc.) Uobicajeno u krugu ucesnici stvore fizicke slike u odgovoru na datu
temu, a ovo trebaju raditi brzo bez razmisljanja unapred.

Video tutorial: How to use Mirroring?

29



Kako koristiti miroring? Pogledajte online tutorijal na:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=454&forceview=1 /
https://www.youtube.com/watch?v=8Uw7ZTJENeA&feature=emb_title

Jo$ jedan nacin da se koristi tehnika teatra slika je podjela grupa u parove ili manje grupe
gdje jedna osoba glumedi vajara oblikuje glumu drugog kao statue, koriste¢i samo dodir ili
miroring tehniku (pogledajte viSe o miror exercise u tutorijalu). Ovo se radi bez koriStenja
rijeci, samo kroz tijelo. Diskusija koja prati prezentaciju slika je veoma bitna i moze biti
bitan korak prema dinamizaciji slike, ali takoder prema stvaranju performanca/scena
forum teatra. Upotreba ove metode u online okruZenju je izazovna ali moguca. lako se
grupni rad u pravom smislu ne moZe ostvariti, digitalni svet pruza druge alate koji se
mogu koristiti za istu svrhu (npr. upotreba fotografija). Teatar slika u online okruzenju
idalje moZe prinuditi u€esnike da izraze svoje ideje i stavove i ose¢anja u vezi sa bitnim
problemima.

Glavne teme: |Istrazivanje socijalnih problema, fizikalnost, neverbalno izrazavanje,
uvodna prica reSavanje ugnjetavanja

Velicina grupe: bilo koja

Trajanje: 20- 40 min (u zavisnosti od diskusije i grupnog procesa)

Sredstva: nema

Upute: Ucesnici drze zatvorene oci. Onda facilitator/voditelj kaze rec (npr. “Skola”) i svako
napravi svoju sliku koja predstavlja tu rec. Njihova slika predstavlja njihovo misljenje,
njihova osecanja, prva stvar koja im je pala na pamet kada Cuju re¢/koncept. Moderator
pita ljude da budu aktivni ucesnici i podstice ih da budu Sasavi i kreativni dok kreiraju slike.
Takoder, moderator kaze ucesnicima da mogu izmisliti price ali vise bi mu odgovaralo da
su istinite i trebaju prestavljati njihovu vlastitu pricu/misljenje/stav.

Moderator odbrojava od 5 i na 1 oni otvore oci i pokazu svoje slike. Jedan ucesnik bude
pozvan da “ode u sredinu” da napravi svoju sliku, drugi komentiraju davajuci objektivne
komentare (“koljeno mu je savijeno”, “oci su mu zatvorene”, “prst pokazuje na pod” itd.) i
subjektivha opazanja (“zbunjena je”, “ljut je" itd.). U online okruZenju, osoba koja
prezentira svoju sliku moZe biti vidljiva drugima, koriste¢i ZOOM opciju “spotlight for
everyone”.

Moderator napominje ucesnike da budu svesni da projektujemo vlastita iskustva u
onome Sto vidimo u slici. Osoba koja prikazuje sliku ne mora ostalima nista reci o
znaceniju slike.

Moderator moZze pozvati grupu da prave sliku na razlicite reci/teme. Neke od tih mogu biti
teatar, nasilje, mir, majka, mo¢, konflikt, naslije, moj grad, drZava, selo, naselje. Kada se
osecam mocno/nemocno.

Napomena moderatoru: Dok se odvija aktivnost, bitno je posticati diskusiju postavljajuci
pitanja. Preporucena pitanja za diskusiju :

- Sta vidimo na slici?

- Sta slika predstavlja?

- Kako se osoba na slici oseca?

- Koje pitanje postavlja ova skulptura/slika?

- Kako se ova slika moZe povezati sa izgradnjom mira/ugnjetavanja?

Ova pitanja se mogu koristiti u bilo kojoj vjezbi teatra slika. 30



Glavne teme: Fizikalnost, istraZzivanje drustvenih problema, neverbalno izrazavanje
Veli€ina grupe: bilo koja

Trajanje: 20- 40 min

Sredstva: nista

Upute: Ucesnicima podeljenim u grupama se zadaje zadatak da naprave sliku svoje
porodice krpz tu sliku pozvani su da pokazu odnose izmedu clanova porodice, da
predstave neki tipican dan/situaciju u svom Zivotu. Nakon $to zavrSe sa kreiranjem slike,
prezentuju ih. U online okruZenju, vjezba moZze biti uradena koristeci opcije breakout
rooms (da se podjele u€esnici u grupe) i screenshot opcija (jedna osoba u grupi je direktor
i Cini slike ekrana slike koju je grupa napravila). Slike/fotografije se predstavljaju u plenary
room.

Napomena moderatoru: Moguce je da male grupe predstave nasilje u porodici, mo¢
jednog clana porodice nad ostalim, itd. Ovo moZe biti pocCetna tacka diskusije bitnih
drustvenih problema i odnosa modi.

lzmena: Ova vezba moZe imati i smeSan ton i moZe se koristiti za razlicite svrhe. MoZe se
koristiti kao “ice breaker” ako facilitator pozove grupu da nacini porodicu: zeCeva, Stakora,
macaka, advokata, doktora, itd.

Glavne teme: Fizikalnost, neverbalno izrazavanje, grupni rad

Veli€ina grupe: bilo koja

Trajanje: 30- 50 min

Sredstva: Nikakva/ Uredaj (Kompjuter) i Zoom aplikacija

Upute: Podeljeni u male grupe, ucesnici biraju temu/pri€u za koju su zainteresovani,
jedna tema za koju su strastveni. Kreiraju joint body image koja predstavlja tu pricu.

Jedna osoba iz grupe je direktor. Ta osoba vodi grupu i ini slike ekrana grupne slike. Neke
od tema o kojima se moZe pricati su: ugnjetavanje, izgradnja mira, nasilje, stvarni primeri
ugnjetavanja u njihovoj zajednici.

Glavna tema: Fizikalnost, neverbalno izrazavanje, grupni rad

Veli€ina grupe: bilo koja

Trajanje: 20- 40 min

Sredstva: Nikakva

Upute: Jedna osoba Cini skulpturu/sliku. Druga osoba nastavlja kreirajuci novu sliku. Ova
slika se Cini s ciljem dovrSavanja prethodne da se napravi odnos - pric¢a. Prva osoba odlazi,
druga ostaje, a nova osoba je pozvana da nacini novu sliku koja dovrSava onu
prezentiranu. Facilitator otvara diskusiju o slikama, postavljajuci pitanja poput: Koji je
odnos izmedu likova, gde se situacija deSava, itd.

Uputa facilitatoru: U online okruzenju, ova se vezba moZe implementirati koristedi
opciju “spotlight for everyone” u ZOOM aplikaciji. MoZete posebno istaknuti osobu koja
predstavlja sliku, prekinuti isticanje nje, a zapoceti isticanje druge osobe. Zoom Pro
omogucava isticanje mnogih korisnika u isto vreme.
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Glavne teme: Fizikalnost, neverbalno izrazavanje, grupni rad

Veli¢ina grupe: bilo koja

Trajanje: 20- 30 min

Sredstva: Nema

Upute: Svaki ucesnik cini sliku ugnjetavanja. Kada svako predstavi svoju sliku, facilitator
poziva izlagaCe/uCesnike da predstave sliku slobode. Konacno, svaka osoba bi trebala
napraviti sliku koja predstavlja korak neophodan za kretanje iz ugnjetavanja prema
slobodi. U konacnoj fazi vezbe, povezuju tri slike Sto ¢ini svojevrsnu koreografiju.

Glavna tema: Samorealizacija, samopozicioniranje

Velic¢ina grupe: bilo koja

Trajanje: 20 min

Sredstva: Nikakva

Upute: Svaki ucesnik dobija broj u privatnoj poruci. Postoje brojevi od jedan do pet koji
predstavljaju koli¢inu moci, druStveni status koji osoba posjeduje (jedan predstavlja
najvisi nivo; pet predstavlja najnizi nivo modi i statusa u drustvu). Ucesnici trebaju misliti
koja grupa/individua posjeduje taj nivo modi u drustvu. Kada se dosjete posebne grupe,
trebaju misliti o zvuku i pokretu koje predstavlja grupu.

Glumci/u€esnici su podeljeni u breakout rooms (nasumicno) i upuceni su da se ponasaju
prema statusu i moci/nedostatku modii da izvedu zvuk i pokret kojeg su se dosjetili. Mogu
pratiti druge i povezivati svoje izvodenje s njima, a zvukove i pokrete mogu menjati ako
misle da to trebaju uraditi.

VeZbe sa skulpturama su Cesto koriStene kao dio procesa teatra slika. Postoje mnoge

varijacije vezbi sa skulpturama. Neke od tih varijacija su:

1. Vajar i glina. Ucesnici su podeljeni u parove u svojim breakout rooms. Jedan je
vajar, a drugi glina. Valjar daje upute glini (gde da se krece, kako da se postavi).
Upute mogu biti verbalne ili facijalne (vajar cak moze koristiti i chat opciju) ali bitno
je da ne spomene ideju skupture koji Zeli kreirati. Tema skulpture moze biti osecaj,
drustveni problem, itd.

2. Muzej skulptura. Proces vajanja je isti kao i u prijasnjoj vezbi (vajar i glina), ali su
pozvani da pokazu svoje skulpture i da ih prezentiraju u “muzeju skulptura”. Mogu
nadiniti pricu koja objasnjava njihovu sliku, pricu iza nje, itd.

3. Mnogi vajari jedna osoba. Ucesnici su podeljeni u male grupe (u breakout rooms
u Zoomu). Jedna osoba je glina, a ostali su valjari koji se pokuSavaju sinhronizirati i
nadciniti sklupturu na istu temu. Svako bi trebao ucestvovati u kreiranju skulpture.

4, Jedna osoba kreira mnoge skulpture. Jedna osoba je valjar i vaja ostale u jednu
povezanu sliku. Kasnije valjar sebe pozicionira u slici. Vezba se Cesto koristi za
razgovor o licnim pricama i temama gde vajar prepriCava pricu ugnjetavanja, neki
licni primer ili price drugih ljudi za koje drze da su bitne i emotivne.
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Dinamizacija slika je oZivljavanje slika koristedi razliCite tehnike, ubacujuci zvuk i pokrete
slici, ali takoder, izradivanje veza izmedu individualnih Zivih slika. Dinamizacija pomaze
ucesnicima da se udube u socijalni problem s kojim se susrecu; sluzi kao jedan od koraka
prema izradi scena forum teatra i kao vezba razvoja karaktera. MoZe se uraditi na razne
nacine.

1.

o
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Nakon Sto svaki ucesnik nacini svoju individualnu sliku, dvije ili viSe osoba su
pozvane da podele svoje slike u centru kruga. Na taj nacin ¢ine grupnu Zivu sliku
koja onda moZe biti dinamizirana dodavajudi zvuk i pokret.

Jedna osoba ili grupa Cini sliku, a ostali u€esnici mogu dodati zvuk slici. Obi¢no to
mogu uraditi ulazedi u scenu, dodirujudi nastupaca na rame i govoreci rijec koju lik
u sceni govori ili misli u datoj situaciji.

Jedna osoba dijeli individualnu sliku u krugu, a ostali se mogu povezati kreirajuci
svoje slike povezane sa nastupacevom.

Svakog lika u slici se pita da naglas govori svoje misli bez kretanja trideset sekundi.
Ovo moze pomocdi u€esnicima da shvate svoje likove i njihovu ulogu u sceni/slici.
Svakog lika u slici se pita da proizvede jedan repetitivan zvuk i mehanicki pokret.
Facilitator moze igrati ulogu “dirigenta” koji moze “ugasiti” i “upaliti” svakog
ucesnika tako Sto im dotakne rame. Kada se upale, u€esnici kontinuirano
ponavljaju svoj zvuk i pokret.

Ucesnici u sceni su pozvani da se usporeno krecu i izraze Zudi svojih likova.
Ucesnici koji predstave sliku nekog oblika ugnjetavanja su pozvani da kreiraju
“Zeljenu sliku”, sliku gde ugnjetavanje ne postoji. U neko doba, pozvani su da
kreiraju sliku koja predstavlja korak izmedu te dve slike, odgovarajuci na pitanje:
Sta se mora uciniti da se postigne ova “Zeljena slika”? U konacnom koraku vezbe,
ucesnici predstavljaju sve tri slike odjednom, pokusSavajuci naciniti leZerne pokrete,
krecuci se od prve slike do zadnje.

Stvaranje pesme iz perspektive protagoniste i/ili ugnjetavaca u slici moze biti jedan
nacin dinamiziranja slika (njihovog oZivljavanja), gde ucesnici mogu dublje
razmotriti likove, njihove Zelje i motive. UCesnici mogu stvoriti pesmu koristeci
razne tehnike:

Freestyle. UCesnici dobivaju generalni zadatak, napraviti pesmu iz perspektive
svoga lika ili perspektive bilo kojeg lika. Pesma moZe biti bilo kojeg Zzanra.

Pisanje pesme koristedi skicu/ritam. Facilitator moZe pruZiti skicu pjesme koju
ucesnici mogu razvijati.

Exquisite corpse, takoder poznat kao exquisite cadaver, je metoda kojom se zbirka
reci kolektivno sastavlja. Svaki u€esnik dodaje kompoziciji u sekvenci prateci pravilo
(npr. “pridev - imenica pridev- glagol ) ili tako Sto mu se dozvoli da vidi samo kraj
onoga Sto je zadnja osoba dodala.



Video tutorial: Dynamization of images

-+

Dynamization of images 0

Waich later  Share

Video tutorial o Dinamizaciji slika dostupan na:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=455&forceview=1 i
https://www.youtube.com/watch?v=A4LK30ZQ4Zk&feature=emb_title

Pozoriste potlacenih je fizicki, senzualnan i participativan. Pronalazak pri¢a se dogada u
Zivotnoj zajednici i Teatar koristi razlicite pristupe da dode do price koja ¢e biti na
pozornici. Ove uklju€uju skup vezbi poput Pozorista slika, Novinarsko pozoriste, Forum
teatar, Playback, Teatar u Obrazovanju, Pozoriste zajednice, Psiho drama, Razvojno
pozoriste, itd.

Facilitator cesto fokusira grupu na svakodnevne ucinke uveta koji omogucavaju
koegzistenciju problema i konflikata. Koristeci razne tehnike, analiziramo probleme
konflikta koje su ucesnici identificirali i kreiramo nacine njihove izvedbe. Kada se koristi
teatar slika za otkrice price, na primjer, dZoker koristi skulpture koje su napravili uesnici
svojim telima kao slike ugnjetavanja, koristi njihove asocijacije i spaja ih uz odgovarajudi
kontekst. i, dZoker koristi lokalne novine da identificira specifi¢ne price ugnjetavanja koje
su prisutne i relevantne u odredenoj zajednici u to vreme. Sve tehnike zavejane u okviru
Pozorista potlacenih su pravljena da poboljSaju i probude takozvanu konkretizaciju
potlacenih. Pogledaj dalje Citanje u Freireovoj Pedagogiji potlacenih) Drugim recima, da
bismo se nosili s ugnjetavanjem i razliCitim aspektima Zivota, moramo nekako dostici
svest tog ugnjetavanja i sposobnost uocavanja nacina opunomodenja da sebe
promenimo. Ovo stvara priliku uesnicima radionice da artikuliraju interaktivni teatar o
bitnim problemima i da nacine nesto sto uveliko ide u korist njihovih zajednica. Ukratko je
ve¢ spomenuta bastina ovog tipa teatra - konkretizacija i metaxis potlacenih, glumca i/ili
gledaoca. Cilj je ukljuciti se u muke likova, price iz stvarnog Zivota, koje prepoznajemo kao
nase muke. Ne trazi se lom ugnjetavanja, vec stvaranje zdrave zajednice, sigurnosti i mira.
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Teatar potlacenih uvek pravi uvidaje poput “Kako se nosimo s porodi¢nim nasiljem?”;
“Kako ne kriminalizirati siromastvo?”; “Kako se nositi s ovisnos¢u”; itd. Sve na jedan nacin
polinje individualnim pri¢ama, ponudenim kao neme slike ili geste. U proizvodnji teatra,
privlacimo ljude koji imaju sli¢na iskustva i onda kreiramo teatralnu fikciju koja prica istinu
iskustva zajednice. Uvek prelazedi iz jednine u mnozinu, u meta mnozinu, a sve vreme
koristeci pozorisni prostor za promene. Napraviti umetnost. Pronaci relevantnu pri¢u ne
sluzi samo njenim ucesnicima, vec ¢lanovima zajednice koji su se okupili radi uklju¢enja u
dijalog o problemima koji se uvidaju.

Evo primera dobre prakse: 2018., Things | Want to Say but Never Will kreirana je predstava

u srednjoj skoli Druga gimnazija Sarajevo i izucavala je metodologiju formiranja predstava
nakon anonimne skolske ankete.
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What I want
to say but

never will

Mnoge predodzbe iz kojih proizlazi PozoriSte potlacenih dolaze iz rada u obrazovanju.
Grupa omladinskog teatra ReACT pokrenula je anonimnu anketu i prvo napravila
trominutni performans u vidu poseta casovima Skole koje su inspirisale dake da odgovore
na tri jednostavna pitanja iz ankete: “Sto Zeli3 re¢i?” “Kome to Zeli§ re¢i?” Zasto to ne Zeli3
reci?” Istrazujuci ova jednostavna, ali intimna pitanja, predstava je sacinjena mislima i
dijalozima dosega od smesnih do dramaticnih problema, podsticudi publiku da reaguje i
promisli svoje odnose.

Predstava je o profesorici koja uzima glavnu ulogu u istrazivanju raznih problema o
kojima se tinejdZeri ne usuduju govoriti i petnaest ucenika na pozornici koji glume obi¢an
razred. Ova predstava je koristila metodu forum teatra gde je ulogu dzokera preuzeo
ucitelj glumac koji konstantno razgovara sa publikom (roditelji, profesori, braca i sestre,
¢lanovi zajednice) od samog pocetka, ostajuci svestan da je njegova uloga biti spontan,
mastovit i da deluje terapeutski kroz povezivanje glumaca s publikom i kreiranje dijaloga
s mogucom razreSenjem problema spomenutih u predstavi. Neke od problematika
spomenutih u predstavi su: homoseksualnost, anoreksija, sukob generacija, problemi sa
profesorima, nepostovanje, ovisnosti, nasilje u porodici, zlostavljanje.

Svi problemi su spomenuti kroz monologe, dijaloge i nameStanje prirodne scene s
glumcima i profesorom. Strategije procene u forum teatru su vodene kontekstom i
centralno se tiCu davanja glasa ucesnicima- glumcima i gledaocima. Dakle, procena se
prvenstveno fokusira na to Sta se interpretira, a ne to kako se to deSava u cilju Sireg
dosega na individue i zajednice. Osnovni cilj je potaknuti raspravu (kroz delovanje, a ne
samo recima) kako bi se pokazale alternativne mogucnosti, a ljudi osposobili da postanu
“protagonist svojih Zivota”.

Slede alati i specifi¢ni primeri aktivnosti koji se mogu koristiti efikasno s ciljem otkrica
pri¢a ugnjetavanja iz zajednice ucesnika.
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Pozoriste slika (vidi poglavlje 8) je jedan od osnovnih alata Pozorista potlacenih, najSire i
najuobicajnije koriSten za hvatanje u kosStac s problemima uclesnika o radionicama
pozorista potlacenih, ukljuCujuéi ugnjetavanje prisutno u njihovoj zajednici. Uvodedi
pozoriste slika, dZzoker ne samo da oprema ucesnike s alatima pozorista potlacenih, vec i
stvara kontekst kao i sigurno okruZenje za isplivavanje tema i pri¢a. Cak i kroz pocetne
slike, dZoker moze jasno shvatiti koje teme rezonuju sa uklju¢enim ucesnicima i koje bi
rezonovale sa Sirom zajednicom tokom sesije forum teatra. U procesu odabira price, bitno
je napomenuti da je od velike vaznosti briga u€esnika, bila ona nihova li¢na ili ne; moraju
biti uljudni, jer to JESTE necija prica i trebaju biti empaticni. Naprimer, vezba “slika sveta”
opisana u devetom poglavlju se moZze koristiti za pronalazak tema i prica koje su bitne i
koje rezonuju s ucesnicima i zajednicom. DZoker moze uvesti sledeCe teme da zagre
ucesnike:

Reci/teme: Teatar, Mir, Majka, Mo¢, Konflikt. Nakon toga DZoker/Facilitator cini sliku
zaslona ekrana svacije slike (u zavisnosti od veli€ine grupe, DZoker deli grupu u podgrupe
i deliih u break-out rooms, ili pretvori aktivnost u plenarnu grupu); onda DZoker/facilitator
Cini mozaik slika ekrana i deli ih dok ih analizira skupa s ucesnicima.

Analizirajte sliku (nastavak): Nova tema je data ucesnicima, npr. ,Rat”ili ,Pozoriste” i svaki
uCesnik stvara svoju sliku. Facilitator pita: Sta slika predstavlja? Je li to metafora? Kakav
oselaj osoba izrazava? (Imajte na umu da smo retko u mogucnosti promatrati na
objektivan nacin. Ovde je najvaznije da slika Cini celovitu sliku koja predstavlja celokupno
iskustvo sa Skolom, ratom itd. To je nacin da se iznese unutrasnji svet.) Slike mogu pomoci
u sugeriranju stvari i tema koje ne moZzemo izraziti re¢ima; na taj nacin teatar slika je od
velike pomodi. Takode, to moze dati osobi strategiju da sazna Sta oseca. Osoba, Cija se
slika analizira, naucit Ce. | svi ostali.
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Drugi nacin pronalaZzenja priCa o ugnjetavanju je traZenje i istrazivanje simbola
ugnjetavanja. Sledi konkretan primer aktivnosti u ovom smeru:

Glavne teme: Ugnjetavanje i mo¢

Velic¢ina grupe: bilo koja

Trajanje: 30 - 40 min

Sredstva: Papir i olovka

Upute: (zaranjanje u teme, ugnjetavanje)

- Facilitator trazi od glumaca / u€esnika da razmisle o ugnjetavanju u drustvu i
simbolima koji predstavljaju ugnjetavanje i moc. Svoje prve ideje mogu zapisati u
chatu.

- Facilitator motivira glumce / u€esnike da istrazuju prostor oko sebe i pronadu jedan
simbol koji predstavlja moc ili ugnjetavanje. Moze predstavljati grupe koje imaju
mo¢ u drustvu, grupe koje koriste mo¢ nad nekim drugim grupama ili pojedince u
drustvu koji koriste svoju mo¢ nad nekim.

- Nakon Sto glumci / u€esnici odaberu simbol, pozvani su da potraze drugi simbol
koji predstavlja ugnjetavanu grupu protiv koje se koristi moc.

- Glumci / ucesnici stavljaju predmete u odnos i pozivaju se da razviju pricu,
postojecu situaciju, primer ugnjetavanja koje pokusavaju izraziti kroz predmete.
Deljenje prica.

Napomena moderatoru: Ohrabrite glumce / u€esnike da razmisljaju o razli¢itim objektima

koji mogu predstavljati moc i ugnjetavanje. MoZete predloziti nesto od sledeceg:

- kravata: simbol muske dominacije;

- stolica: simbol modi, statusa;

- uniforma.

PozoriSte novina je skup vezbi i tehnika u kojima su glavni izvor za istrazivanje socijalnih
pitanja novine. Novinsko pozoriste je stvarnost Cinjenica predstavljenih u vestima kojke se
prenose direktno na gledaoca. To moze vezbati bilo ko. Prva tehnika koja se koristi je
Citanje vesti, jasno i iskreno, bez komentara ili misljenja. To se moze uciniti jednostavnim
Citanjem odvojenim od konteksta novina, od pocetnog formata. Druga tehnika moze
ukljucivati ukrsteno Citanje - dve vesti Citaju se u prekrizenom obliku, jedna baca svetlost
na drugu, objasnjavajudi to, daju¢i mu novu dimenziju. Takoder, postoji moguénost
paralelnog zbivanja u kojoj glumci mimiraju dok se vest Cita, pokazujuci kontekst u kojem
se prijavljeni dogadaj zaista dogodio, na primer, neko Cuje vest i promatra radnju koja je
vizuelno dopunjuje. Izrada predstave (tekst o prakticnim stvarima koje treba imati na umu
kada je u pitanju pozoriSte onlajn) Nakon Sto su ucesnici iz vlastite zajednice doneli price
o ugnjetavanju i podelili ih u velikoj grupi (putem teatra slika ili na neki drugi nacin),
DZoker / facilitator grupu podeli u podgrupe. Broj podgrupa ovisi o ukupnom broju
sudionika, ali op¢enito u podgrupi treba biti 3-5 sudionika. Joker kreira sobu za razbijanje
za svaku podskupinu i distribuira sudionike u breakout rooms, gdje sudionici raspravljaju
o pricama podijeljenim u plenumu i odlucuju koja ¢e im prica najviSe odjeknuti i koje Zele
razviti u scenu. Dalje, oni razgovaraju o odnosu izmedu likova, biraju klju¢nu scenu(e)
sukoba i/ ili predstavljaju ugnjetavanje koje ¢e pripremiti i izneti, raspravljaju o kontekstu
/ datim okolnostima u kojima se scena odvija i raspodeljuju uloge izmedu sami. U slucaju
da se prezentacija sastoji od nekoliko scena, kada se te scene uveZbavaju (i kasnije
predstavljaju), samo glumci koji igraju uloge u tim scenama imaju uklju¢ene kamere i
mikrofone; svi ostali isklju€uju kamere i mikrofone. Joker u centru paznje stavlja glumce
koji igraju u sceni.
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UcCesnici prave scene / performanse. Upute koje dobijaju su:

. U izvedbi mora biti predstavljen sukob, bez razreSenja

. Barem jedan njegov sled mora biti dijalog

. Ona se mora baviti pitanjima unutar teme izgradnje mira

. MoZe biti eksperimentalno, ne mora biti standardni oblik; to moZze biti predstava,

sled audio drame; moZzete koristiti slike, monologe, zvukove, skulpture itd.

Koristeci grcke izraze ,protagonist “i ,antagonist,” “Forum teatar pokuSava prikazati osobu
(protagonistu) koja pokuSava da se izbori sa ugnjetavanjem i neuspehom zbog otpora
jedne ili viSe prepreka (antagonista).

U pozoristu potlacenih jednom se dogodi prica, drama ili kratka glumacka skica koja
predstavlja problem ili izazov s kojim se suocava, pokrece um publike.

Diskusija s publikom nakon dramati¢nog zakljucka pomaze prisutnima da prepoznaju
obrazac odgovora na problem, zasnovan na nekim od mogucih rjeSenja koja bi publika
odglumila ili predstavila. Prednosti za gledatelje ukljuCuju proSirenje njihovog znanja o
Zivotu; priprema za neocekivane ili nepoznate situacije; poticanje da se javno razgovara o
pitanjima iz bitnih tema; jacanje porodi¢nog jedinstva i poticanje pojedinaca da postanu
odgovorni za vlastiti izbor i pocnu pozitivnho delovati.

Ovo je s ciljem pruZanja gledateljima prilike da sagledaju socijalna pitanja i pruZiti im
sredstva da pristupe Zivotnim problemima i pronadu razlicite mogucnosti da intervenisu
kroz specificne dramati¢ne primjere.

Neki od faktora koji ¢Cine emisiju ucinkovitom su: upotreba drame kako bi problem ucinio
emocionalno neposrednijim; mogucnost da razliCite socijalne i dobne skupine podele
zajednicko iskustvo; proSirivanje znanja o Zivotu mladih i odraslih; izlaganje iskustvu
savetovanja kao emocionalna i intelektualna razmena u poticajnoj atmosferi; legitimiranje
pozitivnin postupaka i ponasanja u svesti mladih gledatelja; razvoj kolektivnog ili
individualnog razmisljanja kako bi se na svoj nacin tragalo za mogudim pozitivhim
pravcima zivotnih problema.

Razvijanje lika

Osoba koja Zeli razviti lik trebala bi dati sve od sebe da otkrije sve Sto je moguce znati o
liku kojeg Zeli razviti. Nije stvar samo u tacnosti Cinjenica o liku, vec bi se oni trebali dublje
pozabaviti kako bi razumeli motive, pozadinu / istoriju lika, njegovu proslost i kako je to

uticalo na razvoj lika koji Zelimo stvoriti ili razumeti.
Video tutorial: Developing a character
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Video tutorial o Razvijanju karaktera dostupan na:
http://www.seeyn.org/elearning/mod/hvp/view.php?id=388 i
https://www.youtube.com/watch?v=YSTXjI5U4SM&feature=emb_title

Postavljanje niza pitanja liku ne samo da pomaze stvoriti realan lik koji je verodostojan,
ve¢ Cesto i nasumicna pitanja rezultiraju novim informacijama o liku koje mogu pomoci
autoru da pobedi njihova ogranicenja.

Zamislite lika koji sedi pored vas i hrani vas podacima o sebi. Zatim popunite odgovore na
pitanja onako kako su vam dana. Ovisno o vasem karakteru, mozda cete razmisliti o
mnogim drugim pitanjima koja Cete postaviti, a koja ¢e vam pruziti dodatno razumevanje
lika i viSe materijala za vaSu pricu koji ¢e obogatiti vase opise i uciniti ih citateljima

smerovima, utjecati ¢e na nas nacin razmisljanja i pomoci ¢e u razumevaniju razlicitosti.

MozZete postavljati dodatna pitanja u vezi s fizickom prisutno$cu, licnosc¢u, ponasanjem,
stavovima, prijateljima i porodicom, vezama, prosloscu i buducénoséu, ljubavlju, sukobom,
poslom, obrazovanjem, hobijima, dragim stvarima i aktivhostima, imanjem, duhovnoscu,
vrednostima, svakodnevnim Zivotom.

Nekoliko opcih pitanja o razvoju likova: Koje su likove sanjali / Zeljeli kao dete? O cemu lik
sanja o svojoj buducnosti? Koji je bio klju¢ni trenutak u proslosti / biografiji lika koji ih je
ucinio onim Sto su sada? Koja je uloga lika u prici? Kakva dinamika postoji izmedu lika i
ostalih likova oko njih? Kako unutrasnji zivot prolazi kroz telo?

Glavne teme: Razvoj lika
Veli€ina grupe: bilo koja
Trajanje:
Sredstva: /
Uputstvo: Moderator daje listu reci u€esnicima i objasSnjava da imaju 3 minute da zapisu
nesto o sebi ili Sto ima veze sa datim rijeCima.
Na primer, ako je rec "London" u listu aktivnosti, mogu da napisu: "ISao sam u London
proslog meseca." ili "London je mesto gde bih voleo da Zivim jednog dana."
Na kraju 3 minuta moderator trazi od ucenika da podele svoje informacije sa drugima (u
malim sobama ili u plenarnom).
Moguce reci:
. Jagoda
London
Kampovanje
Nebo
Godinu dana

Glavne teme: Razvoj lika

Veli€ina grupe: bilo koja

Trajanje: /

Sredstva: nema

Uputstvo: Svaka osoba u grupi misli na neki predmet. Ako se predmet nalazi u prostoriji,
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u pocetku ne bi trebalo da se prikazuje kameri i drugim ucesnicima. Ako predmet nije u
prostoriji, to moze biti imaginarni predmet koji svaki od njih moZe da izabere.

Ucesnici redom postupaju kao da su predmet, prave sliku predmeta, oponasaju predmet,
razgovaraju onako kako bi da su taj predmet. Oni se ponasaju tako kako izgleda, kakav je
osecaj, kako je pozicioniran, uzimaju fizicku spremu predmeta, zamisljaju emocije,
verovanja, snove, nade i Zelje. Nakon Sto svako ima svoj red da objasni svoj odabrani
predmet, ako Zeli moZe da uspostavi veze sa drugim predmetom koji su predstavili
ucesnici. Kako se kombinuju? Za3to? Sta moZe da izade iz toga? MoZete |i da napravite
kratku pri¢u sa kombinovanim predmetima? Kako su u korelaciji?

Glaven teme: Razvoj lika

Velicina grupe: bilo koja

Trajanje: 10 min

Sredstva: /

Uputstvo: Fokusirajte se na karakterizaciju tokom brzog menjanja emocija. Moderator
objasnjava da Ce svi na kraju brojati do 20 zajedno i kako moderator racuna treba da se
krecu kroz razliCite emocije koje to pokazuju svojim glasom i telima. Pocnite sa Sre¢nim
brojevima od 1 - 5, a zatim uvedite TuZne brojeve i tako dalje:

1-5 - Srecan
6-10 - Ljut

10-15 - Tuzan
15-20 - Srecan

Varijacije: Izmenite na razlicite brojeve ili razli¢ite emocije.

Racunajte u krug pojedinacno.

Zamenite brojeve sve zajedno sa redovima iz monologa ili scenarija koji se uvezbavaju,
jedna osoba ga Cita, a ostali emotivno reaguju na liniju price.

Glavne teme: Sposobnosti komunikacije
Velicina grupe: bilo koja
Trajanje: 20- 40 min
Sredstva: /
Uputstvo: Nek je grupa podeljena u 2 grupe. Dajte grupi brojne teme o kojima mogu da
diskutuju i odredite vreme koliko dugo Zelite da pri€aju o toj temi. Svaka grupa mora da
pronade nacine da podrZi svoje ideje/uverenja, Cinjenice, stereotipe, mitove zasnovane na
temi i tacku gledista koja im je data.
Postoje dva vruca mesta, svaki za jednu grupu. Dva ucesnika, po jedan iz svake grupe
zauzima mesto i pocinje da pria o svom stavu/stavu o toj temi. Nakon nekoliko minuta
ucesnici iz svojih grupa mogu da podignu ruku i zatraze da zamene svog ¢lana tima koji
zauzima podijum i nastavlja diskusiju.

-Religija - religiozna osoba protiv ateiste;

-Jednaka prava - jednaka prava za sve vs. muskarce koji dominiraju svetom

(seksisticka vs. feministkinja);
-Odgajanje dece - Odgajanje dece strogom disciplinom protiv pustanja dece da
budu slobodna, pustajuci ih da prave greske tako sto ih vode polako;

-Ziveti na selu naspram Zivota u gradu;

-lzgradnja visSe infrastrukturnih puteva, fabrika za zaposljavanje naspram

ostavljanja viSe zelenih povrsina i spasavanja Zivotne sredine;

- Saradnja protiv konkurencije. i



Forum teatar je oblik participativnog pozorista. Tradicionalni poziv u Forum teatru je da se
zameni potlaceni lik i suprotstavi se tlacitelju, da se eksperimentiSe sa nacinima za
razbijanje tlacenja. Cilj je da se olakSa dijalog i omoguci u€esnicima da pronadu reSenja za
probleme sa kojima se suocavaju, deledi price zasnovane na iskustvu ugnjetavanja.

Na neki nacin, transformativan je posto je tlacitelj uvek u publici u nekoj manifestaciji. Oni
su uvek deo Zive zajednice, bilo da je to na mikro ili makro nivou, kao pojedinac ili
internalizovana sila. Forum teatar pomaze da se okoncaju ciklusi ugnjetavanja kroz
koriStenje pozoriSta u kojem i ugnjetavani i tlacitelji sebe vide na sceni kao stvarne ljude i
legitimne ¢lanove zajednice, angazovane u svojim sloZzenim borbama.

Ovo je pozoriste koje prerasta u proces zajednice i nudi prostor za glasove koji se najcesce
ne ¢uju u normalnom pozoristu; razgovara se o pitanjima o kojima se vrlo retko diskutuje
i mogucénost ucesca Citave zajednice je terapeutski proces i izuzetna vrednost. To je prilika
za kreativan dijalog zasnovan na zajednici.

PozoriSte stvaraju i izvode ¢lanovi zajednice koji Zive sa pitanjima koja su pod istragom.

Ucesnici kreiraju kratku predstavu, koja se izvodi jednom do kraja, kako bi publika mogla
da vidi situaciju, kao i predstavljen problem. Prica se nadoveZe na krizu i tu se zaustavlja,
ne nudedi reSenje. U forumskom pozoristu predstava se ponovo izvodi, a ¢lanovi publike
su slobodni da zamrznu akciju i interveniSu u svakom trenutku prepoznaju ugnetavanje.
Clan publike moZe da tap3e rukama ili da kaZe "stani", ¢ak i da izade na binu i ponudi ili
isproba neku ideju. Ostali glumci reaguju u ulozi. Ovo se zove intervencija. Produkcija
mora biti osmisljena da podstakne publiku da prekrsi pozoriSni prostor. Intervencija se
deSava kada c¢lanovi publike smatraju da je situacija toliko ubedljiva da osjeéaju da nemaju
drugog izbora nego da neSto urade.

Vazno je napomenuti da su ugnetavaci i ugnetavani povezani, u pozoriSnom smislu i oni
ponekad mogu biti istog karaktera. Oni su neodvojivi dio iste mreze i odrazavaju iste
obrasce ponasanja. Ako Zelimo da okonCamo cikluse ugnetavanja, osnaZivanje
ugnetavanih je samo jedan korak duz brojnih koraka koji dovode do ozdravljenja vece
mreze ili zajednice.

Intervencije su pozivi publici da izade na scenu kako bi zamenili potla¢enog lika, i ponudili
ideju da se prekine ugnetavanje. Predstave koje stvaramo moraju da sadrZe Sto vecu
sloZzenost stvarnog Zivota. Na primjer, muskarci zamenjuju Zene, Zene zamenjuju
muskarce, mladi zamenuju starije, bogati zamenjuju siromasne i obrnuto, i tako dalje. Ovo
je proces ucenja Zive zajednice u dubokom i istinskom dijalogu zasnovanom na empatiji i
poverenju. U projektu Forum teatra, glumci i reditelj nikada nisu stavili olovku na papir da
bi stvorili pricu. Ono Sto likovi govore jedni drugima nastaju kroz interakciju izmedu
DZokera (pogledajte ulogu DZokera) i glumaca koji su ¢lanovi zajednice. Ono Sto dobijamo
je pravi glas izvodaca.

Sto se ti¢e online prostora i opcija zumiranja za dZoker intervencije koristite opcije
reflektora. DZoker moze da interveniSe tako Sto ¢e nekoga uociti i ako je intervencija
potrebna pitanja moZe se postavljati na primer:

- Sta si upravo vidio?
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- Kako biste opisali situaciju?

- Da li je to realna dilema?

- Sa kojim likovima se poistovjecujete i ¢iju ulogu biste preuzeli?

- Koji lik se suocava sa problemom?
Nakon isprobaja reSenja ili zaustavljenog, dZoker bi mogao da pita:

- Jesmo li rijesili situaciju onako kako smo ocekivali?
Kada ucesnik preuzme ulogu, mozemo da koristimo reflektore da odredimo preuzetu
ulogu. Vazno je izgraditi odredeni konsenzus medu ucesnicima da je ono Sto vide ono Sto
su se dogovorili. Dzoker uvijek moze da zaustavi scenu i uveri se da su ucesnici u skladu s
tim kako se situacija razvija. Dzoker uvijek moZe da zamoli u€esnike da ¢askaju u paru ili
da ih podijele u ,break out* rooms (odvojene chat sobe) kako bi pripremili intervenciju.
Vazno je da uvek ponudite Sansu i koristite platformu za formiranje misljenja koje ce biti
izrazeno i kojima ce se dati glas.

Video lubotial The robe of the Jokes

Tha 134 o s Jokir

Video uputstvo za ulogu dZzokera dostupno na
http://www.seeyn.org/elearning/mod/hvp/view.php?id=391 i
https://www.youtube.com/watch?v=XY7gLEbXNxY&feature=emb_title

Klju€ni sastojak Forum teatra je uloga moderatora, poznatog kao DZoker. Augusto Boal je
upotrebio izraz Dzoker da inspiriSe i oznaci svoju poziciju. Praksa Teatra potlacenih prosla
je kroz revolucionarni zaokret, kada je tokom nastupa gledalac spontano zakoracio na
binu i intervenisao u akciji predstave. Boal je shvatio da razbija Cetvrti zid izmedu glumca
i publike koji se zahteva u politicki svesnom pozoristu.

DzZoker igra klju¢nu ulogu premostavanja dva sveta predstave (izmisljenog sveta) i publike
(stvarnog sveta) tako Sto se direktno obraca i gledaocima i likovima i olakSava njihove
interakcije. Dzoker je obi¢no reditelj ili trener pozoriSne kompanije ili grupni edukator.
DZoker podseca na srednjovekovnog dvorsku ludu koji je imao dozvolu da ismejava
vladajucu organizaciju i da se na razigrane i zabavne nacine bavi nezgodnim istinama.
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DZoker otelotvoruje kreativnu moc¢ veSto manipuliSudi s vise elemenata. DZoker drZi
dramatican proces otvorenim, drzi u€esnike podalje od lakih ili pojednostavljenih reSenja
(Boal o DZokeru govori kao o tkzv."teSkom" a ne kao o "moderatoru"). Njihova uloga je da
stvaraju smetnje dajudi glas ljudima koji se inace ne bi Culi ili omogucili pojedincima koji
manifestuju oprecne glasove. Ove smetnje onda postavljaju dinamiku grupe koja dovodi
do promena. Cini se da je glavna uloga dZokera da donese kolektivno stvaraladtvo
postavljanjem uveta u kojima ¢e verovatno doci do pojave noviteta. DZoker je tu da razbije
Cetvrti zid od samog pocetka. Razmena dva sveta predstave izmedu glumaca i publike
poznata je kao metaksija i DZoker je sve vazniji otvarac vrata izmedu njih. Zahvaljujudi
dzokerovom doprinosu, takozvani metaksi se deSava i transformise.

Stanje u kojem potpuno i simultano pripadate dva razlicita, autonomna svijeta: slika
stvarnosti i realnost slike. Ucesnici dijele i pripadaju ova dva autonomna svijeta; njihovu
stvarnost i sliku njihove stvarnosti, koju su stvorili za sebe (Boal, 1995).

Uloga dZokera je da stvori klimu povjerenja i uzajamne podrske kako bi pomogao
zajednici da prode kroz osecanja nesigurnosti, straha, zbunjenosti i samo-sumnje. Ovo je
osnazujuce - koristenje jezika pozoriSta kako bi se pomoglo zajednicama da postanu
povezanije sa sobom i samim tim Zivlje, kreativnije i sposobnije da donose promene.
Pojam praksisa je akcija koja proistiZe iz ovih reflekcija. DZoker ima mnoge funkcije, sve su
teatralne. DZoker bi trebalo da bude suosecajno ljudsko bice, ali ne bi trebalo da bude u
ulozi savetnika ili terapeuta. DZoker je i pozorisni reditelj i osoba za podrsku, ali ne bi
trebalo da ima preveliku moc¢ s obzirom da ¢e napustiti zajednicu kada se proces zavrsi.
DZoker mora biti sposoban da oseti i posluzi potrebama publike, da stvori siguran prostor
za izrazavanje kao i da upravlja rezultatima ideja iz publike i da usmeri komunikaciju sa
publikom.

Treba napomenuti da proces nikada ne bi trebalo da postoji kao formula kako bi se
izbeglo da to bude mehanicki. Funkcionisanje unutar paradigme oteZava prepoznavanje
pitanja odredene zajednice. Ako se poistovetimo sa zajednicom kao masinom koja ce
uvek reagovati na isti nacin na istu vezbu, gubimo sposobnost da zaista sluSamo, da zaista
vidimo i napravimo promenu. DZoker pravi korak u pravcu koji je bitan za ovu zajednicu,
bas u ovom trenutku, ovde i sada. Klju¢na su pitanja koja dZoker moze postaviti grupi ili
publici - momenat specificnih odgovora tece. Vezbati ulogu DZokera na internetu je slicno
kao kada se radi u fizickoj postavci posto je njihova uloga da posreduju u diskusiji izmedu
glumaca i "spect-actors" (posmatraca-glumac). 'Spect-actor'(posmatrac-glumac) je Boalin
izraz, kao Sto ime nagovestava, licnost koja namerno i samosvesno nastanjuje oba sveta,
kao posmatrac i glumac. Cesto se misli da glumac ose¢a empatiju prema dramati¢nom
karakteru. Postoje tri vazne tvrdnje koje treba uzeti u obzir u tom procesu - da je pozoriste
uvek politicko, da je u€esce od vitalnog znacaja, kao i da je empatija sredstvo koje se moze
koristiti represivno ili radikalno - sve je viSe puta potvrdeno u celom Pozoristu potlacenih.

DZoker ili moderator u online prostoru dobija ideje i sugestije donete na sceni ili online
platformi. Pravila objasnjava Dzoker (moderator) Cija je funkcija da poziva intervencije,
pomaze prelazak sa gledalaca na spect-actors (posmatrace-glumce) i ohrabruje publiku u
celini da proceni akciju koja se odvija pred njima. Oni ohrabruju spect-actors
(posmatrace-glumce) da se osvrnu na konflikt, to se moZe uraditi koriStenjem opcije
dopisivanja da se diskusija ne bi prekinula i da je vodi dZoker. Spect-actors
(posmatraci-glumci) razumeju i priznaju svoju ulogu u scenariju i kako se reSenja mogu
pokazati korisnim u njihovom svakodnevnom Zzivotu. Dzoker je veoma vazan lik za razvoj
forum teatra. On duboko razume ulogu koju igra i odgovornost koja dolazi sa njom.
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Revolucionarne svrhe na kojima je Boal insistirao, zahtevaju intervencije u svakoj fazi i u
svim aspektima kako bi se proizvela ova pozorisna produkcija.

Proces je razigrano borben: Spect-actors (posmatraci-glumci), uzimajudi ulogu potlacenog
protagoniste, bukvalno i metaforicki, uloze se protiv glumaca koji igraju tlacitelje. DZoker
treba da bude oprezan u ovoj situaciji, kako se ne bi pretvorila u joS jedno ugnetavanje
dramskog karaktera. Grupa bi trebalo da radi zajedno, eksperimentiSuci sa svim mogucim
manevrima kako bi se razbio obrazac tlacenja koji je predstava dramatizovala. Spontana i
razigrana desavanja deSavaju se unutar uspostavljene strukture koja bi trebalo da osigura
da proces, koji nadgleda pazljivi dzoker, ostane razumljiv i pristupacan svima.

Postoje neke smernice koje treba slediti.

- ne donosite nikakve odluke sami. (DZoker je tu da koordinira, ne da odlucuje
Sta Ce se dalje desavati, ovo treba prepustiti glumcima jer je njihova uloga da
ucestvuju u teku¢em diskursu gde su znacenja i izbori otvoreni za pregovore)

- nema magicnih reSenja i dZzoker mora da pazi na to; ne postoji magija u stvarnosti;
dzoker ¢e mozda Cak prekinuti intervenciju ako se ¢ini nerealnom i zamoliti glumce
da razgovaraju o tome da li je situacija mogucda - ovo je susta suprotnost
tradicionalnoj formi pozorista i gledalaca koji gledaju predstavu koja namece
“zavrsenu viziju sveta” (Boal, 1979)

- dzoker treba da bude svestan sopstvenog fizickog izgleda, ponasanja i neverbalnog
jezika, kako ne bi uticao na gledaoce posto su oni ti koji se udublju u razlicite
mogucnosti

- dzoker mora da uradi ispitivanje i olakSa debatu "dZoker mora da olaksa
gledaocima da saberu svoje misli i unaprede svoje postupke" (Boal, 1979)

Kviz o ulozi dZzokera:

Q1: Koja je uloga DZokera u pozoriSu Foruma?

-da otvori diskusiju

-da ponudi resenja

-da prati i moderira proces

-da se glumci i glumci osecaju sigurno da pokrenu osetljiva pitanja

O: Sve je korektno osim "ponuditi reSenja"

Q2: Ako, tokom intervencije na sceni, glumac postane preplavljen emocijama, DZoker
odgovara na nacin da on/ona:

- Pokazuje empatiju

- Olaksava ljudima razmenu informacija

- Daje gledaocima do znanja da nisu sami u toj situaciji i osedaju, i daje Siru sliku problema
- Ne reaguje, poSto DZoker nije terapeut

O: Sve korektno osim "Ne reaguje... "

Q3: Koje karakteristike i veStine su poZeljne da DZoker ima:
- empatija
- veStine moderatora

- provokativnost
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- diplomatija
- osetljivost
- glumacke vestine

O: Sve je korektno osim "glumacke vestine"

Q4: To je Dzokerov cilj da:

- ohrabri glumce da razmisljaju o konfliktima

- pruzi pomo¢ u razumevanju uloga u scenariju

- manipuliSe i utice

- pazite se "magicnih" resenja, ili, reSenja koja nisu realna

O: Sve osim "Manipulisati i utecati".

Q5: Dzoker uvek mora:

- uskoditi u bilo koju situaciju

- biti svestan sopstvenog fizickog izgleda, ponasanja i neverbalnog jezika
- drzati tok dogadaja

- imati direktan utecaj na pravcu price

- raspitivati i unaprediti tude postupke

- zameniti glumca i preuzeti glumacku ulogu

O: Sve osim "Imati direktan utecaj u pravcu price".

Q6: Moguca pitanja koja dZoker treba da ima na umu:
- Sta si upravo vidio?

- S kojim likovima se poistovecujete?

- Koji lik se suocava sa problemom?

- Ko je tlacitelj?

- Da li je ovo realno reSenje?

- Da si urednik novina, koji naslov bi dao komadu?

- Da li su svi spremni da nastave dalje?

- Na cijoj si ti strani?

O: PogresSni odgovori: "Ko je tlacitelj?" i "Na cijoj si ti strani?"

Q7: Dzoker kroz njen/njegov pristup pokusava da:

- razvije kolektivno razmisljanje u potrazi za pozitivhim rjeSenjem u svakodnevnom Zivotu;
- stiCe iskustva u samoizrazavanju;

- koristi mo¢ grupe;

- pripremi publiku za neocekivane situacije u zivotu;

- eliminiSe strah od nepoznatog i, kao rezultat toga, eliminiSe svaki oblik agresije

- napravi analizu i ponasa se kao sveznalica

O: Pogresan odgovor: Napravi analizu i ponasa se kao sveznalica.

Q8: Prilikom zavrSetka foruma, dZzoker mora:

- podsetiti publiku da uloge koje se igraju rade glumci;

- zatvoriti forum, ne odvajajudi glumca od lika do publike;

- predstaviti glumce odvojeno po imenu i dati im vremena da "skinu ulogu";

- pozvati publiku posle predstave da nastavi da se obraca glumcima u njihovim ulogama;
- zahvaliti publici na u€esScu i ohrabriti ih da se pobune protiv TlaCenja.

O: Sve navedeno osim: Zahvaliti publici na uces¢u i ohrabriti ih da se pobune protiv
tlacenja i zatvoriti forum ne odvajajuci glumca od lika do publike.
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Vodenije treninga ili radionice u online postavci, narocito kada je u pitanju pozorisni rad,
donosi mnogo izazova. Postoje neke stvari koje bi trebalo da imate na umu prilikom
organizovanja i sprovodenja online pozorisnih aktivnosti.

Prije treninga/ radionice:

- pobrinite se da imate dobru i stabilnu internet konekciju;

- uverite se da ste preuzeli Zoom aplikaciju na uredaju;

- uverite se da su mikrofon, kamera i zvucnici funkcionalni i da rade;
- potrudite se da imate dovoljno prostora za kretanje, ustajanje itd.;
- pobrinite se da budete udobno obuceni tokom seansi.

Obavestite ucCesnike prije treninga/ radionice o istim stvarima, slanjem kratkog vodica
polaznicima/ izvodacima nekoliko dana prije dogadaja.

Tokom treninga/radionice:

- napravite siguran prostor za ljude koji u€estvuju u procesu. Online podesavanja
zahtevaju oprezniji pristup, tako da je zaista vazno da se svi osecaju dovoljno
slobodno i sigurno da podele svoje stavove i/ ili licne price. To moZete postici
kreiranjem pravila grupe tokom prve sesije. Neka od tih pravila mogu biti:

- budite na vrijeme najmanje 10 min. prije poCetka sesije, da se spojite - proveriti
vezu, mikrofon, zvucnike itd)

- ugasite mikrofon kada ne govorite;

- podignite ruku (koristite opciju na Zoom-u);

- definiSite signal za zaustavljanje aktivnosti (bilo da je vizuelna ili audio);

- "Sta god da se desi u Vegasu, ostaje u Vegasu'";

- komunicirajte sa poStovanjem sa drugima;

- slusajte tuda misljenja;

- zapamtite da radimo na istrazivanju, a ne na reSavanju;

- budite podrska ucesnicima i radite kao "tim";

- koristite "Ja" izjave kada diskutujete o pitanjima.

Ako Zelite da snimite sesije, zatraZite dozvolu ucesnika/ izvodaca:

- koristite funkcije i opcije aplikacije koje ste vec isprobali. Mozete da isprobate bilo
koju opciju na mreZi koju Zelite da koristite prije treninga, tako da budete sigurni da
radi ispravno i da je pogodna za vasu aktivnost.

U ovom delu moZete nadi primer procesa Pozorista potlacenih, predlozene aktivnosti koje
mozete koristiti u svom radu. U tabelama je prikazan celi process, upute o filozofiji
metodike, odabir tema, razvoj performansa i intervencije shodne performansu.

Primer procesa (scenario) Pozorista potlacenih .
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VRIJEME

1.Sesija: Upoznavanje / Uvod u teatar potlacenih

10 min.

AKTIVNOST

Uvod

OPIS AKTIVNOSTI

Uvod za
trening/radionicu.

METODA

Prezentacija

MATERIJALI

TRENER

10 min.

Pisanje imena
telom

Ovaigra je
objasnjena u
delu: Igre i
VeZzbe.

Igra

30 min.

Prica iza
moga imena

Ovaigra je
objasnjena u
delu: Igrei
vezbe.

Igra

Nasumicne
breakout sobe
na ZOOM-u koje
su napravljene
pre aktivnosti.

20 min.

Grupni ugovor
/ Osnovna
pravila

Ova aktivnost je
objasnjena u
segmentu:
Postavljanje
dnevnog reda
za online
radionicu/obuk
u Pozorista
potlacenih.

Grupni rad

5 min.

Zatvaranje /
Reflekcija

Moderator
poziva ucesnike
da podele jednu
rijec (u chatu) o
tome kako se
osjecaju nakon
prve sesije. Ako
neko Zeli da
podelis
grupom, kratko
moze da kaze
kako se oseca.

Reflekcija
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2. Sesija Uvodenje u teatar potlacenih i otvaranje pitanja tlacenja

5-7min.

Osvojite prostor
(lakat-koleno)

Ovaigraje
objasnjena u
delu: Igrei
vezbe.

Energizer/igra

Ucesnici si
trebaju osigurati
prostor za vezbu.

20 min.

Predstavljanje
predmetom

Ova aktivnost je
objasnjena u
delu: Igrei
vezbe.

45 min
35min
grupni
rad + 10
min
grupna
diskusija

Simbol tlaéenja

Ova aktivnost je
objasnjena u
delu:
Pronalazak
prica/tema/pro
blema

Grupni rad |
kratke
prezentacije.

Nasumicne
breakout

10-15 min.

Uvodenje u
PozoriSte
potlacenih

MoZete nadi
viSe informacija
u delu: Uvod u
Pozoriste
potlacenih.

Kratka
prezentacija.

5 min.

Reflekcija

Ucesnici daju
svoje utiske o
danu, tako Sto
odgovaraju
kako se osecaju
na skaliod 1 do
10.

3. Sesija: Uvod u Pozoriste slika

Reflekcija

5 min. Uzimam loptu Ova aktivnost je Podizanje / /
objasnjena u energije
delu: Igrei
vezbe.

10 min. Ogledala Ova aktivnost je Vezba Breakout sobe /

objasnjenau
delu: Igrei
vezbe.

na Zoom-u
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45 min. Slika Sveta / Ova aktivnost je Vezba Zakaci video /
process objasnjena u vidljivo za sve
pozorista slika delu: PozoriSte

slika, upotreba i
praksa.
10 min. Diskusija Ucesnici pricaju / Breakout sobe
o drusStvenim
problemima koji
Su spomenuti.

5 min. Reflekcija - Reflekcija na Reflekcija, /

plenary room aktivnosti | diskusija

teme o kojima
se diskutovalo u
breakout
sobama.

4. Sesija: Zajednicka slika

20 min. Brojanje u Ova aktivnost je Energizer, igra Nasumicne
parovima: 1,2,3 | objasnjenau za koncentraciju breakout
delu: lgrei sobe,podeljeni
vezbe. u parove.

40 min. Biranje teme U grupama Grupni rad Podeljeni u
ucCesnici biraju breakout sobe
temu / pravi kao u aktivnosti
primer tlacenja. “Pozoriste slika -

grupni rad”.

10 MUH. Pednexkcmn OcBpT Ha Pednekcnu,

JEeHOT. YyecHwU- nrpa

5. Sesija: Tlacenje u mom drustvu

LMTe NoKaxyBa-
aT Kako ce
yyBCTBYBaaT
npeky 3ByK ”
ABUXeHse.

objasnjenau
delu: Igrei
vezbe.

5-7 min. | Dodirni plavo Ova aktivnost je Energizer /
objasnjenau
delu: Igrei
vezbe.

5-7min. | Sta radite? Ova aktivnost je Igra /
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25 min. Skulpture i Ova aktivnost je Vezba / grupni
glina objasnjena u rad
delu: Teatar
slika, upotreba i
prsksa.
50 min. Zajednicka Ova aktivnost je Vezba
slika / puzla objasnjena u
delu: Teatar
slika, upotreba i
praksa.
10 min. Prezentacije Grupe /
slika prezentuju
svoje slike.
10 min. Reflekcija Ucesnici pricaju Reflekcija
o0 aktivnosti.

10 min.

Sasavo lice

Ova aktivnost je
objasnjena u
dijelu: Igre i
vezbe.

Energizer/ igra

30 min.

Pisanje pesme

Ova aktivnost je
objasnjena u
delu:
Dinamizacija
slike

Proces
dinamizacije

30-40
min.

Razvijanje lika

Ova aktivnost je
objasnjena u
delu: Razvijanje
karaktera

Proces
dinamizacije

15 min.

Sedam
ljubavnih
dodira

Ova aktivnost je
objasnjena u
delu: Igrei
vezbe.

Igra

5 min.

Reflekcija

Ucesnici pricaju
o aktivnostima.

Reflekcija
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7. Sesija: Dinamizacija i razvoj scene

5 min.

Energizer

Izabrati jedan
energizer iz
dela: Igre i
vezbe.

Energizer

40 min.

Dinamizacija
pokret i zvuk

Ova aktivnost je
objasnjenau
delu:
Dinamizacija
slike

Dinamizacija
slike

40 min.

Razvoj
performansa

Vise informacija
o tome kako
razviti
performans i
dramaturgiju
teatra
potlacenih u
delu:
Dramaturgija
teatra
potlacenih

Grupni rad

5 min.

Reflekcija

Ucesnici pricaju
o aktivnostima.

Reflekcija

8. Sesija: Uloga dZokera i intervencije

intervencije u
forum teatru
online se moze
naci na delu:
Proces forum
teatra
(intervencije).

5 min. Energizer Izabrati jedan Energizer
energizer iz
dijela: Igrei
Vezbe.
70 min. | Prezentacije Vise informacija Intervencije u
nastupa i o tome kako forum teatru
intervencije moderirati
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15 min.

9. Sesija: Zatvaranje

Reflekcija

Diskusija o
spomenutim
drustvenim
problemimai
mogudcim
solucijama.

Reflekcija

20 min. Reflekcija na Ucesnici pricaju Reflekcija
celi trening/ o cijelom
radionicu treningu/
radionici.
25 min. Evaluacija Evaluacija Evaluacija
teninga/
radionice

Kako je objasnjeno u uvodnom delu, ovaj priru¢nik je osmisljen za sve (mirovne)
edukatore u formalnom i neformalnom obrazovanju, kao Sto su: nastavnici i Skolski
prosvetni radnici, radnici u zajednici, pozorisni profesionalci, omladinski radnici i
omladinski edukatori u nevladinom sektoru itd., koji bi Zeleli da koriste umetnicku tehniku
u svojim obrazovnim delatnostima. Osmisljen je imajudi u vidu da se iskustva ucenja
Pozorista potlacenih mogu ponuditi u Sirokom spektru razliitih postavki, lokacija, prilika i
razlicitih grupa ucenika.

Sam prirucnik, ukljuCujudi vecinu svojih igara, vezbi i drugih aktivnosti vec je sproveden i
testiran sa grupom ljudi iz razlicitih delova balkanskog regiona, raznovrsne kulturne i
profesionalne pozadine, tokom 5 dana intenzivnog treninga. O svemu Sto je predloZeno/
preporuceno u uputstvu unapred se mislilo kako bi bilo najpogodnije za online upotrebu.
Sam priru¢nik je samoobjasnjiv i lako se koristi za one ljude i institucije koje Zele da
naprave promenu u svojoj zajednici.

Implementacija Pozorista potlacenih na internetu ima svoje izazove i vazno je imati na
umu listu stvari koje e pripremiti vas i vas tim da najbolje sprovedete Teatar potlacenih
na internetu. Prakti¢nije smjernice vezane za to mogu se naci u segmentu"Postavljanje
dnevnog reda za online radionicu/obuku Pozorista potlacenih", pod: spisak stvari koje
treba imati na umu. Istovremeno, uprkos mogucim izazovima koji bi mogli da se pojave,
mozemo zakljuditi, na osnovu iskustva, da uz dobru pripremu za trening i pruzanjem
motivisane grupe polaznika, svi mogudi izazovi mogu da se prestignu i prevazidu.

Imajte na umu da se metodologija Pozorista potlacenih menja, i sam Boal je pozvao
praktiCare da modifikuju njegove metode potrebama grupa i da se prilagode lokalnom
kontekstu kako bi se na najbolji nacin postigao cilj i osnazile zajednice. Ne zaboravite da
igrate, istrazujete, jer je to sustina ove metode dok ste otvoreni za nove modalitete. Imajte
na umu da je neuspeh takoder dio procesa. PozorisSte potlacenih nas uci da nastavimo da
pokusavamo i zamisljamo. Boal: "Zabranjeno je hodati po travi. Nije zabranjeno leteti

iznad trave. " c4
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